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m “The activities carried out until 1918 for the
conservation of Transylvania’s architectural her-
itage are well known, as researchers from Hunga-
ry have devoted significant — though perhaps not
sufficient — attention to this issue.

In the interwar period, the official historic
building conservation activity in Transylvania
was managed by the territorial commissions for
Transylvania and Banat of the Commission for
Historic Monuments in Bucharest. In addition to
these, under the aegis of Transylvania’s Histori-
cal Churches, groups of specialists were organ-
ised to complement — and sometimes counterbal-
ance — the work of the authorities. A remarkable
example is the group led by KOS Kéroly and
DEBRECZENI Laszl6, which operated within the
Transylvanian Reformed Diocese.

During World War II, significant research
and conservation efforts were initiated [in North-
ern Transylvania] under the coordination of the
[Hungarian] National Commission of Historic
Monuments. However, due to wartime circum-
stances and time constraints, these projects could
not be fully realised.

After the war, until 1977, the Transylvanian
commission of the Directorate for Historic Monu-
ments was responsible for official heritage conser-
vation. During this period, specialists — including
DEBRECZENI Laszl6, KEOPECZI SEBESTYEN
Jézsef, KELEMEN Lajos, and BAGYU] Lajos — car-
ried out numerous professional conservation works,
commissioned either by the state or by churches.
Among the most significant interventions of this
era were the Calvinist Church on Kogdlniceanu
Street and St. Michael’s Roman Catholic Church
in Cluj-Napoca. However, even in this period, no
structured professional organisation existed.

Between 1977 and 1989, historic building
conservation in Transylvania — like in all of Ro-
mania — completely stagnated. Specialists scat-
tered or passed away, and the training of a new
generation ceased.”

The year 2023 marks several significant anni-
versaries. It has been 170 years since the birth of
PAKEI Lajos, 145 years since the birth of KEOPECZI
SEBESTYEN Jozsef, 140 years since the birth of KOS
Karoly, 120 years since the birth of DEBRECZENI
Lészl6, and 60 years since the passing of KELEMEN
Lajos. These figures are among the most renowned
in Transylvania’s built heritage conservation ef-
forts, but alongside them, other specialists also
contributed to the documentation of historic build-
ings. Among them are two lesser-studied personal-
ities: SCHULCZ Ferenc, born 185 years ago, known
for his studies on historic buildings in Hune-
doara, Alba Iulia, Cetatea de Balta, Sighisoara,
and Gogan-Varolea; and architect FOERK Ernd,
born 155 years ago, who focused on the Gothic
fortified churches in the Sighisoara region and the
Calvinist Church in De;j.

The first two issues of 2023 are dedicated to
presenting a portion of the work of these remark-
able figures.

Imola KIRIZSAN
Member of the Editorial Board

1 The text is an excerpt from the report by SZABO Balint,
PhD, entitled Historic Building Conservation in Transyl-
vania, presented (in 16 pages) at the 19" Hungarian
Monuments Conference held in Budapest, Hungary,
2-5 June 1997, on behalf of the Transylvanian Historic
Building Conservationists” Society and the Transylva-
nia Trust Foundation (TTF). The report’s annex on the
history of historic building conservation in Transylva-
nia was written by EMODI Tamas.

m ,Activitatea desfaguratd pana in 1918 pentru con-
servarea patrimoniului arhitectural din Transilvania
este bine cunoscutd, cercetatorii din Ungaria ocu-
pandu-se mult — desi poate nu suficient — de aceasta
problema.

In perioada interbelica, activitatea oficiala de
protectie a monumentelor istorice din Transilvania
a fost gestionatd de comisiile teritoriale din Tran-
silvania si Banat ale Comisiunii Monumentelor
Istorice din Bucuresti. Pe 1anga acestea, sub egida
Bisericilor Istorice din Transilvania, s-au organizat
grupuri de specialigti, menite si completeze — si
uneori sa contrabalanseze — activitatea autoritatilor.
Un exemplu remarcabil este grupul condus de KOS
Karoly si DEBRECZENI Laszl6, care a functionat in
cadrul Eparhiei Reformate din Transilvania.

In timpul celui de-al Doilea Razboi Mondial, [in
Transilvania de Nord] au fost initiate lucrari semni-
ficative de cercetare si restaurare sub coordonarea
Comisiei Nationale a Monumentelor Istorice [din
Ungaria]. Cu toate acestea, din cauza circumstante-
lor de razboi si a timpului limitat, aceste proiecte nu
au putut fi realizate pe deplin.

Dupa razboi, pana in 1977, comisia transilva-
neana a Directiei Monumentelor Istorice a fost res-
ponsabila de activitatea autoritatilor in domeniu.
In aceasta perioada, specialisti maghiari — printre
care DEBRECZENI Lészl6, KEOPECZI SEBESTYEN
J6zsef, KELEMEN Lajos si BAGYUJ Lajos — au efec-
tuat numeroase lucrari de restaurare profesioniste,
fie la comanda statului, fie a bisericilor. Restaurarea
Bisericii Reformate de pe strada Kogélniceanu si a
Bisericii Sfantul Mihail din Piata Unirii, Cluj-Napo-
ca, se numara printre cele mai importante realizari
ale epocii. Cu toate acestea, nici in aceasta perioada
nu a existat o organizatie profesionald structurata.

Intre 1977 si 1989, restaurarea monumentelor
istorice din Transilvania — ca si in intreaga Roméanie
— a stagnat complet. Specialigtii s-au risipit sau au
disparut, iar formarea unei noi generatii a fost in-
trerupta.”?

Anul 2023 marcheazd mai multe aniversari
semnificative. Se implinesc 170 de ani de la naste-
rea lui PAKEI Lajos, 145 de ani de la nagterea lui
KEOPEGZI SEBESTYEN Jozsef, 140 de ani de la
nasterea lui KOS Karoly, 120 de ani de la nasterea
lui DEBRECZENI Laszl6 si 60 de ani de la trecerea
in nefiinta a lui KELEMEN Lajos. Acestia sunt prin-
tre cele mai cunoscute personalitati ale protectiei
patrimoniului construit transilvanean, dar alaturi
de ei au existat si alti specialigti care au contribu-
it la documentarea monumentelor istorice. Printre
acestia se numara doud personalitati putin cunoscu-
te in Transilvania: SCHULCZ Ferenc, nascut acum
185 de ani, cunoscut pentru documentarea monu-
mentelor istorice din Hunedoara, Alba Iulia, Cetatea
de Balta, Sighigoara si Gogan-Varolea, precum si ar-
hitectul FOERK Erné, nascut acum 155 de ani, care
s-a ocupat de cercetarea bisericilor fortificate gotice
din zona Sighisoarei si a Bisericii Reformate din Dej.

Primele doua numere din 2023 sunt dedicate
prezentarii unei parti din activitatea acestor perso-
nalitati marcante.

Imola KIRIZSAN
Membra a Comitetului de redactie

1 Textul este un extras din raportul lui dr. SZABO Balint
intitulat Protectia monumentelor istorice din Transilva-
nia, prezentat (in 16 pagini) la cea de-a XIX-a Conferinta
Nationala a Monumentelor Istorice desfagurata intre 2 gi
5 iunie 1997 la Budapesta, Ungaria, in numele Asociatiei
Restauratorilor de Monumente Istorice din Transilvania
(ARMIT) si al Fundatiei Transylvania Trust (FTT). Anexa
raportului privind istoria protectiei monumentelor istori-
ce din Transilvania a fost redactata de EMODI Tamas.
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m Az erdélyi épitészeti o6rokség fennmaradasa
érdekében 1918-ig végzett tevékenység ismert,
az anyaorszagi kutaték sokat — ha nem is eleget
— foglalkoztak a kérdéssel.

A két vilaghdboru kozott Erdélyben a ha-
tésdgi munkéat a bukaresti Miemlékvédelmi
Bizottsdgnak erdélyi, illetve banséagi teriileti
bizottségai lattak el. Az erdélyi torténeti egy-
héazak mellett — mintegy a hatésagi munka
kiegészitéseként (illetve gyakran ellenstlyo-
zasaként) — szakembercsoportok szervezddtek.
Ilyen volt a KOS Kéroly és DEBRECENI Laszlo
altal irdnyitott csoport az Erdélyi Reformatus
Egyhazkertlet keretén belil.

A masodik vildghabort alatt sok jelentds
kutaté-helyreallité munka indult be a Mtiem-
lékek Orszédgos Bizottsdga (MOB) koordinalésa-
val, de részben a koriillmények, részben az id6
rovidsége miatt nem teljesedtek ki.

A masodik vilaghabord utan - 1977-ig — a
Mitiemlékek Igazgat6sdganak erdélyi bizottsdga
foglalkozott a hatésagi munkakkal, a magyar
szakemberek — DEBRECENI Laszlo, KEOPECZI
SEBESTYEN J6zsef, KELEMEN Lajos, BAGYU]
Lajos és mésok — allami, vagy egyhdzi megren-
delésre egy sor szakszer( helyreallitast végez-
tek, példaként a kolozsvéri (Cluj-Napoca) Far-
kas (Kogdlniceanu) utcai reformatus, Fé téri
(Piata Unirii) Szent Mihédly rémai katolikus
templomokat emlithetjiik. Szervezett szakmai
csoportosulds ebben a periédusban sem 1é-
tezik.

1977 és 1989 kozott Erdélyben (mint egész
Romanidban) stagnédl a miemlék-helyredllitas.
A szakemberek szétszélednek, kihalnak, utan-
potlasuk megszitinik.”1

A 2023-as év tobb jelent6s évfordulét ho-
zott. 170 éve sziiletett PAKEI Lajos, 145 éve
KEOPECZI SEBESTYEN Jo6zsef, 140 éve KOS
Karoly, 120 éve DEBRECZENI Laszl6, mig 60
éve hunyt el KELEMEN Lajos. Ok az erdélyi
miiemlékvédelem legismertebb alakjai, de mel-
lettiik szamos més szakember is hozzajarult a
régio épitett orokségének dokumentalasahoz
és meglOrzéséhez. Kozéjik tartozik a 185 éve
szliletett SCHULCZ Ferenc, aki Vajdahunyad
(Hunedoara), Gyulafehérvar (Alba Iulia), Kii-
kullévar (Cetatea de Balta), Segesvar (Sighiso-
ara) és Goganvaralja (Gogan-Varolea) miiemlé-
keit dokumentélta, valamint a 155 éve sziiletett
FOERK Ernd épitész, akinek nevéhez flizédik
Segesvar (Sighisoara) kornyéki gétikus erdd-
templomok és a dési (Dej) reformatus templom
kutatdsa. Mindkettd6jiik kevésbé ismertek az er-
délyi k6zonség szamara.

A 2023-as év elsé és masodik lapszama
ezen jeles épitészek és mtiemlékvédelmi szak-
emberek munkassaganak egy szeletét probalja
bemutatni.

KIRIZSAN Imola
Szerkeszt6bizottsagi tag

1 A szoveg részlet dr. SZABO Balint Mtiemlékvéde-
lem Erdélyben c. jelentésébél, amely (16 oldalon) az
1997. jinius 2-5. kozott Budapesten megrendezett
XIX. Orszagos Mtiemléki Konferencian hangzott el,
az Erdélyi Mtiemlék-restaurédtorok Egyesiilete (EMRE)
és a Transylvania Trust Alapitvany (TTA) nevében.
A jelentés erdélyi miemlékvédelem torténetérdl sz6lo
mellékletét EMODI Tamas irta.
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B For the sake of argument, we can di-
vide the practice of conservation as a
standalone activity into three main peri-
ods. The early period overlaps culturally
with Eclecticism and Historicism. In this
period, architectural design must belong
to a specific style. The cultural ambience
in which the architecture of this period
manifests itself also affects interventions
on historic buildings. VIOLLET-LE-DUC
restored Notre-Dame Cathedral in Paris,
adding a spire it never had. The Matthias
Church in Buda, much transformed in
the Baroque era, has undergone a pro-
cess of “regothicisation”. The Saint Vitus
Cathedral in Prague and the Cologne
Cathedral, great Gothic churches left
unfinished from the Middle Ages, were
completed. The Baroque, very present
in medieval church renovations, was
eliminated, as a style that recently went
“out of fashion”. All this happened for
the “conservation” of historic buildings.
In the second phase, in the 20" century,
architecture is under the influence of
modernism. Everything is dominated
by purity. “Ornament is a crime” and
“less is more” hover over architectural
creations. The artistic avant-garde is an
elitist and intellectualist phenomenon
coerced to become militant. Baroque is a
style that is just beginning to be appreci-
ated. Normally, interventions on historic
buildings go down the same path. Build-
ings with various construction phases
are restored to their original style by sac-
rificing historical material on the altar
of purity. The Church of Santa Sabina
in Rome was brought back to a Pre-Ro-
manesque state through a conservation
that became a standard of good practice
in the interwar period. Saint Michael’s
Church in Cluj, restored according to a
design from the 1950s, lost its Baroque
vaulting to be rebuilt in Gothic style.

We are witnessing a paradox: the
two periods that are in strong opposition
architecturally produce the same result
in interventions on historic buildings. It
seemed that historic building conserva-
tion is a science that is not influenced by
the evolution of architectural creation
contemporary with it.

Postmodernism predisposes to an
appreciation of artistic amalgam. Cul-
tural collage is common practice. In this
way, interventions on historic buildings
adapt as well. The stylistic coherence
sought in the 19" century and the purifi-
cation so dear to modernists is no longer
necessary. Historic buildings that have
several “visible” phases are already
“postmodernised”. The timid modern-
ist attempts to highlight certain phases
of architectural evolution for didactic
reasons through artificial lacunae have
become common practice in postmod-
ernism and are much enhanced. The
Baroque additions to historic buildings
become the “cherry on top”.

architect prof. dr. Virgil POP
Member of the Editorial Board
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B Din ratiuni de argumentare, pu-
tem Imparti restaurarea ca activitate
de sine statatoare in trei mari perioa-
de. Perioada de inceput se suprapune
cultural peste eclectism gi istorism. In
aceastd perioada, creatia arhitecturala
trebuie sd apartind unui anumit stil.
Ambianta culturald in care se manifes-
ta arhitectura acestei epoci se rasfringe
si asupra restaurarilor de monumente
istorice. VIOLLET-LE-DUC va restaura
Catedrala Notre-Dame din Paris, ada-
ugandu-i gi o flesa pe care n-a avut-o
niciodatd. La Buda, Biserica Matthias,
mult transformatd in epoca baroca,
este supusd unui proces de regoticiza-
re. Biserica Sfantul Vitus din Praga si
Domul din Kéln, mari biserici gotice
ramase neterminate din evul mediu,
sunt completate si desavarsite. Baro-
cul, foarte prezent in renovdrile biseri-
cilor medievale, este eliminat. Era un
stil de curdnd ,, demodat”. Toate acestea
se intampla pentru ,restaurarea” mo-
numentelor istorice. A doua etapd, in
secolul al XX-lea, arhitectura este do-
minatd de modernism. Totul e dominat
de puritate. ,,Ornamentul e o crima”
si ,,less is more” plutesc peste creatiile
arhitecturale. Avangarda artistica este
un fenomen elitist gi intelectualist, con-
stransa sa devina militantd. Barocul
este un stil care de-abia incepe sa fie
apreciat. In mod normal §i restaurdrile
pornesc pe aceeasi cale. Monumentele
istorice care au etape diferite sunt adu-
se la stilul initial, sacrificand materia-
lul istoric pe altarul puritatii. Biserica
Santa Sabina din Roma este adusa la
o stare pre-romanicd printr-o restau-
rare ce devine etalon de bune practici
in perioada interbelica. Biserica Sfan-
tul Mihail din Cluj-Napoca, restaurata
dupd un proiect din anii 50, isi pierde
o boltire baroca pentru a fi refacuta in
stil gotic.

Asistam la un paradox: cele doud
perioade care sunt in opozitie puter-
nica din punct de vedere arhitectural
produc acelagi rezultat in restaurdri.
Parea ca restaurarea e o stiinta care nu
este influentata de evolutia creatiei ar-
hitecturale contemporane cu ea.

Postmodernismul predispune la
aprecierea amalgamului artistic. Co-
lajul cultural e o practica curentd. In
acest fel si restaurarea se adapteazad.
Coerenta stilistica cdutatd in secolul
al XIX-lea si purificarea atat de draga
modernigtilor nu mai este necesara.
Monumentele care au mai multe etape
,Vvizibile” sunt gata postmodernizate.
Incercarile timide de a evidentia anu-
mite faze de evolutie, din ratiuni didac-
tice prin lacunae artificiale din perioa-
da modernista devin practicd curenta
in postmodernism gi sunt mult amplifi-
cate. Adaosurile baroce devin ,,cireaga”
de pe monument.

prof. dr. arh. Virgil POP
membru al Comitetului de redactie

Transsylvania
nostra

W Az érvelés kedvéért a restaurdldst,
mint 6ndllé tevékenységet, hdrom f6
iddszakra oszthatjuk. A korai iddszak
kulturdlisan dtfedésben van az eklek-
tikaval és a historizmussal. Ebben az
iddszakban az épitészeti alkotdsnak
egy adott stilushoz kell tartoznia. Az a
kulturdlis kézeg, amelyben e korszak
épitészete megnyilvanul, hatdssal van a
mittemlékek restaurdldsdra is. VIOLLET-
LE-DUC restaurdlja a pdrizsi Notre-
Dame-székesegyhdzat, és hozzdad egy
olyan huszdrtornyot, amely azeldtt
nem létezett. A barokk korban sokat
atalakitott budai Matyds-templom-
ban a ,regétizaldas” folyamata zajlik.
Befejezddik a kozépkor dta félbemaradt
nagy gétikus templomok, a prdgai Szent
Vitus-székesegyhdz és a kélni dém épi-
tése. A barokk, amely a kézépkori tem-
plomok felijitdsdban hangsilyosan jel-
en van, kitérlédik. Olyan stilus ez, amely
nemrég ,,ment ki a divatbél”. Mindez a
miiemlékek ,helyredllitdsa” érdekében
torténik. A masodik idészakban, a XX.
szazadi épitészetben a modernizmus
domindl. Mindent a letisztultsdg ural.
LA diszités bilin” és a , kevesebb tobb”
elv lebeg az épitészeti alkotdsok folitt.
A miivészeti avantgard elitista és in-
tellektualista jelenség, amely egy mili-
tans attitiidbe kényszeriil. A barokk
stilust még csak most kezdik értékelni.
Altaldban a restaurdldsok is ugyanezen
az titon haladnak. A kiilonb6zé korsza-
kokban mdédosult miiemlékek eredeti
stilusanak helyredllitasa dgy torténik,
hogy a torténelmi anyagot feldldozzdk
a letisztultsag oltdran. A rémai Szent
Szabina-templomot a két vildghdborti
kozotti iddszakban végrehajtott, a jo
gvakorlat mércéjévé valt restaurdlds-
sal a romdn kor elétti allapotba allitjak
vissza. A kolozsvari Szent Mihaly-tem-
plom 1950-es évekbeli restaurdldsa
soran elvesziti barokk boltozatdt, hogy
gotikus stilusban épiiljon tjja.

Paradoxonnak vagyunk a tanti: a
két, épitészetileg erdsen ellentétes kor-
szak a restaurdlasban ugyanazt az ered-
ményt hozza. A restaurdlds olyan tudo-
manynak tiint, amelyet nem befolydsol
az épitészeti alkotasnak a vele egyidejii
fejlédése.

A posztmodernizmus hajlamosit
a miivészeti keverék megbecsiilésére.
A kulturdlis kollazs bevett gyakorlattd
valik. Ily médon a restaurdldas is al-
kalmazkodik. A XIX. szdzadban kere-
sett stilaris dsszhang és a modernis-
tak szamdara oly kedves letisztultsag
mdr nem sziikséges. A tobb ,ldthaté”
korszakkal rendelkezé mitemlékeket
»posztmodernizaljak”. A modernizmus
félénk kisérletezése egyes épitészeti
periédusok didaktikus célil, mestersé-
ges kiemelésére dltalanos gyakorlatta
vdlik a posztmodernben, sét, nagymér-
tékben felerésodik. A barokk kiegészi-
tések a miiemlékek esetében mdr csak
,hab a tortdn”.

prof. dr. POP Virgil épitész
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Kézépkori templomok barokk kori
atalakitasai a Székelyfoldon,

a torténelmi Csikszék, Gyergydszék,
Udvarhelyszék tertletén

B Kivonat: Jelen tanulmany célja dsszegezni a kézépkori templomok barokk
kori dtalakitdsait a torténelmi Csik-, Gyergyo- és Udvarhelyszék térségében.
A dolgozat a legfrissebb archeoldgiai feltarasokra, dendrokronolégiai mintavé-
telekre, illetve falkutatdsokra és miivészettorténeti tanulmdnyokra tdmaszko-
dik. Ezen el6tanulmdnyok kiegésziiltek helyszini szemlével, fotédokumentdcio-
val és felméréssel. Osszesen 49 templom dtalakitdsait vizsgalva kijelenthetjiik,
hogy mindegyik esetében torténtek beavatkozdsok. Az dtalakitdsok a 18. szdzad
mdsodik felétdl a 19. szdzad végéig tarté periédusban zajlottak, formavildguk
és diszitémotivumaik a késd barokk és a klasszicizmus hatdsat mutatjak. A ki-
sebb mértékii dtalakitdsok a butorzat cseréjében és elécsarnok épitésében me-
riiltek ki, a legjelentdsebb intervenciok a teljes templom tjjaépitését jelentették.

B Kulcsszavak: kézépkori templomok, barokk, Székelyfold, Csikszék,
Gyergydszék, Udvarhelyszék

Bevezetés

W Székelyfold kozépkori templomhalézata elsésorban a 14. szazadi pépai
tizedek jegyzékébdl ismert. A legfrissebb kutatésok kiegészitették eddigi is-
mereteinket, pontositottik a feljegyzett helységnevek mai megfelel6it (HE-
GYI2012), illetve kimutattak kozépkori templomok jelenlétét ott, ahol eddig
azokat csupan feltételezték, pl. Bagy, Csikmenasag, FelsGsofalva. Jelen tanul-
many célja, hogy 6sszegezze és kategorizalja a barokk kori atalakitédsokat.
A kutatas Székelyfold egészére kiterjed, tekintettel azonban a terjedelmi
korlatokra, jelen tanulmany csupan Csikszék, Gyergy6szék és Udvarhely-
szék templomaira szoritkozik, ez 6sszesen 49 templom: 18 Csikszékrél, 4
Gyergyoszékrdl, illetve 27 Udvarhelyszékr6l.? Ebbél a 49 templombdl 25 a

1 FEpitész, a Kolozsvari Miiszaki Egyetem Doktori Iskolajaban prof. dr. POP Virgil mentoraltja.

2 Csikszék: Csat6szeg (rémai katolikus - r. k.), Csikdelne (r. k.), Csikkarcfalva (r. k.), Csik-
kozmas (r. k.), Csikmenaség (r. k.), Csikmindszent (r. k.), Csikrdkos (r. k.), Csiksomlyd
— Szent Péter és Pal templom (r. k.), Csikszentdomokos (r. k.), Csikszentgyorgy (r. k.),
Csikszentimre (r. k.), Csikszentkiraly (r. k.), Csikszentlélek (r. k.), Csikszentmarton (r. k.),
Csikszentmihdly (r. k.), Csikszentmiklés (r. k.), Csikzsogod (r. k.), Készonaltiz (r. k.).

Gyergyo6szék: Gyergyoalfalu (r. k.), Gyergydditro (r. k.), Gyergyodszarhegy (r. k.), Gyer-
gy6szentmiklos (r. k.).

Udvarhelyszék: Agyagfalva (reformatus — ref.), Bagy (ref.), Bogoz (ref.), Enlaka (unitari-
us — unit.), Farcad (ref.), Fels6boldogfalva (ref.), FelsGsofalva (ref.), Homorédalmas (unit.),
Homor6djénosfalva (unit.), Homorédkardcsonyfalva (unit.), Homor6édszentmarton
(unit.), Homorédszentpal (unit.), Homorddszentpéter (unit.), Homorddujfalu (unit.), Kiis-
mod (ref.), Nagygalambfalva (ref.), Nagymedesér (unit.), Okland (unit.), Rugonfalva (ref.),
Székelydalya (ref.), Székelyderzs (unit.), Székelykeresztur (r. k.), Székelymuzsna (ref.),
Székelyszentlélek (r. k.), Szentdbrahdm (ref.), Szentdemeter (. k.), Tordétfalva (unit.).
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Transformations of
Mediaeval Churches

in the Baroque Era in
Székely Land,’ in the
Historic Seats of Ciuc,
Gheorgheni and Odorhei’

B Abstract: The aim of this paper is to
give an overview of the transformations
of mediaeval churches in the Baroque era
in the historic seats of Ciuc, Gheorgheni
and Odorhei. The paper relies mostly on
the recent findings of archaeology, den-
drochronology, building archaeology and
art history analyses. These studies were
completed with observations in the field,
photo documentation and surveying. The
examination of the 49 churches revealed
that in each case later interventions had
occurred. The transformations were car-
ried out starting with the second half of
the 18" century until the end of the 19*
century, and the introduced architectural
elements and ornamental motifs show the
influence of late-Baroque and Classicist
architecture. Small-scale transformations
implied the replacement of the furnishing
and the adding of porticoes, while the most
significant interventions involved complete
reconstructions.

B Keywords: mediaeval churches, Baroque,
Székely Land, Ciuc seat, Gheorgheni seat,
Odorhei seat

Introduction

B The most important source about the
existence of mediaeval churches in Széke-
ly Land are the papal tithe registers from
the 14" century. The most recent research
completed the available information, clar-
ified the correspondence between the
recorded and current names of the set-
tlements (HEGYI 2012), and confirmed
the existence of mediaeval churches in
places where such edifices had been only
presumed to have existed, i.e. in Badeni,
Armageni, and Ocna de Sus*. The aim of

1 Architect and PhD student at the Doctoral
School of the Technical University of Cluj —
Napoca, PhD supervisor: Prof. dr. arch. Virgil
POP.

2 In Hungarian: Székelyfold, in Romanian:
Tinutul Secuiesc, in German: Szeklerland.

3 In Hungarian: Csikszék, Gyergy6szék and Ud-
varhelyszék.

4 InHungarian: Bagy, Csikmenaség, Felsésofalva.



this article is to summarize and classi-
fy all the modifications that occurred in
these churches in the Baroque era.

The research itself covers the entire
area of Székely Land, however, due to for-
mal limitations, this study presents only
the churches in the historic seats of Ciuc,
Gheorgheni and Odorhei, 49 churches in
total: 18 from Ciuc, 4 from Gheorgheni and
27 from the Odorhei seat.> Out of these 49
churches, 25 belong to the Roman Catho-
lic, 12 to the Calvinist, and 12 to the Uni-
tarian church. It is important to note that
this balanced rate of Protestant and Ro-
man Catholic churches is not typical for
the entire Székely Land. Roman Catholics
have confessional majority in the Ciuc
and Gheorgheni seats, but not elsewhere
in the region.

Historic overview

B Many scholars are researching even to-
day how the Székelys settled in Székely
Land and how their mediaeval network
of churches was shaped. According to our
current knowledge, this process started
in the 12" century and unfolded in sev-
eral phases. In most cases the above-men-
tioned papal tithe register is the first indi-
rect proof of the existence of these villages
and their churches.

During the Middle Ages, the Széke-
ly society consisted of three main social
classes: noblemen (primores), horsemen
(primipili) and commoners, who were
granted effective freedoms based on ful-
filling compulsory military service du-
ties. The upward social mobility of indi-
viduals was primarily dependent on their
military performance, through which

5 Ciuc seat: Cetatuia/ Csatdszeg (Roman Catholic -
RC), Delnita/ Csikdelne (RC), Carta/ Csikkarcfal-
va (RC), Cozmeni/ Csikkozmas (RC), Armageni/
Cstkmenasag (RC), Misentea/ Csikmindszent
(RC), Racu/ Csikrékos (RC), Sumuleu/ Csiksom-
ly6 — church dedicated to Saint Peter and Saint
Paul (RC), Sandominic/ Csikszentdomokos (RC),
Ciucsangeorgiu/ Csikszentgyorgy (RC), Sén-
timbru/ Csikszentimre (RC), Sancraieni/ Csik-
szentkiraly (RC), Leliceni/ Csikszentlélek (RC),
Sanmartin/ Csikszentmarton (RC), Mihaileni/
Csikszentmihédly (RC), Nicolesti/ Csikszent-
miklés (RC), Jigodin/ Csikzsogod (RC), Plaiesii
de Jos/ Készonaltiz (RC).

Gheorgheni seat: Joseni/ Gyergyoéalfalu
(RC), Ditrau/ Gyergydditr6 (RC), Lazarea/ Gyer-
gyoszérhegy (RC), Gheorgheni/ Gyergydszent-
miklés (RC).

Odohei seat: Lutita/ Agyagfalva (Reformed
— Ref.), Badeni/ Bagy (Ref.), Mugeni/ Bogoz
(Ref)), Inldceni/ Enlaka (Unitarian — Unit.),
Forteni/ Farcad (Ref.), Feliceni/ Boldogfalva
(Ref.), Ocna de Sus/ Felsésofalva (Ref.), Meresti/
Homoré6dalmas (Unit.), Ionegti/ Homorédjanos-
falva (Unit.), Craciunel/ Homorédkaracsony-
falva (Unit.), Martinis/ Homorédszerntmarton
(Unit.), Sanpaul/ Homor6dszentpal (Unit.),
Petreni/ Homoré6dszentpéter (Unit.), Satu Nou/
Homoré6dujfalu  (Unit.), Cusmed/ Kiismod
(Ref.), Porumbenii Mari/ Nagygalambfalva
(Ref.), Medigoru Mare/ Nagymedesér (Unit.),
Ocland/ Okland (Unit.), Ruganesti/ Rugon-
falva (Ref.), Daia/ Székelydalya (Ref.), Darjiu/
Székelyderzs (Unit.), Cristuru Secuiesc/ Széke-
lykeresztar (RC), Mujn/ Székelymuzsna (Ref.),
Bisericani/ Székelyszentlélek (RC), Avramesti/
Szentdbrahdm (C), Dumitreni/ Szentdemeter
(RC), Turdeni/ Tordatfalva(Unit.).
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romai katolikus egyhazhoz, 12 a reformétus egyhdzhoz és 12 az unitérius
egyhédzhoz tartozik. Fontos megjegyezni, hogy ez a kiegyensulyozott arany a
protestans és rémai katolikus templomok k6z6tt nem jellemzé Székelyfold
egészére. A Csik- és Gyergy6széken megfigyelheté romai katolikus tobbség
egyediilallé jelenségnek szamit a térségben.

Torténeti attekintés

B Székelyfold székelyek &ltali betelepitése és kozépkori templomhéléza-
tanak kialakuldsa napjainkban is szdmos szakembert foglalkoztat. Jelenlegi
tudasunk szerint ez a folyamat a 12. szazadban kezdédhetett, és tobb hul-
ldmban zajlott le. A fennebb emlitett papai tizedek jegyzéke legtobb eset-
ben az els6 kozvetett bizonyiték a falvak és a hozzajuk tartoz6 templomok
meglétére.

A székelyek a kozépkorban férendiiekre, 16f6kre és kozszékelyekre
oszlottak, kiknek érvényben 1évé szabadsagjogai a kotelez6 katonai szol-
galattdl fuggtek. Az egyének tarsadalmi felemelkedése elsGsorban katonai
teljesitményiikon mulott, miédltal megbecsiilést és anyagi javakat szer-
ezhettek csaladjuknak (BALOGH 2016a, 170). A 16. szdzadi fejedelmi ud-
varban val6 részvétel azonban egy Gj lehetGséget jelentett. Ez a karrier pedig
az anyagi javak gyarapodasat vonta maga utan, igy a vairmegyei nemesekkel
kertilhettek kozel azonos szintre.

A 16. szazadban a reformaci6é a szaszok kozvetitésével hamar elter-
jedt a Székelyfoldon. A szazad végére megjelent az antitrinitarizmus, igy
kijelenthetd, hogy vallasi sokszintiség volt jellemzé Székelyfoldon és Erdé-
lyben. A székelyfoldi el6kel6 csaladok ekkoriban még az unitarius vallast
gyakoroltak, ilyen volt a homor6dszentpali Kornis csalad, a derzsi Petkiek
vagy a vargyasi Danielek (BALOGH 2016b, 183). A 17. szazad elején tobb
csalad attér a reformétus hitre, mint példaul a Balassyak, Danielek és Ugro-
nok. Bethlen Gébor fejedelem egy 1j elit megszervezését hatarozta el, tdmo-
gatésat élvezte a csiki Miko csalad, a gyergy6i Lazar csalad és a haromszéki
Béldi és Nemes csaladok. A Rakdécziak alatt Gijabb csaladok emelkedtek fel,
mint a zabolai Mikesek és Basék, a kiralyhalmi Petkiek, a sepsikérospataki
Kalnokyak. Ezeknek a csaladoknak a vallasi hovatartozasat killonb6z6 érde-
kek és utédlasok befolyasoltak. Tény, hogy a 17. szédzad végére a székely
el6kel6k tilnyomo része vagy reforméatus, vagy rémai katolikus hitet vallott.
A katolikus elit 6sszefogédsanak tulajdonithaté, f6leg a hdromszéki Mikesek,
Kalnokyak és Petkiek személyében, hogy még a protestans tobbségti székek
élére is katolikus f6tiszteket neveztek ki (BALOGH 2016b, 187).

A helybéli el6kel6 csalddok valldsi hovatartozasa hatdssal volt a tele-
piilés lakossagara is, timogatasukkal vagy annak hianyéaval képesek voltak
befolyésolni az egyhazi épiiletek sorsat. Pénziigyi adomanyokkal vagy kiil-
foldi mesterek meghivéasaval, épitészeti szempontbdl egyedi megoldasok
sziilethettek.

A protestans egyhazak kozott kialakult konfliktusokat, amelyek a temp-
lom hasznalatat egyik vagy mésik fél javéra itélték volna, a maior pars elve
mentén prébaltak rendezni. Ennek értelmében a meglévé templomot az a
kozosség hasznélhatta, amely nagyobb lélekszammal rendelkezett. Ennek
fejében viszont kotelesek voltak tamogatni az Gj templom épitését a kisebb
gyiilekezet szamara (MOLNAR 2014, 6-7).

Erdély részeként Székelyfold sem marad ki a 17. szazadi katonai konflik-
tusokbdl. Ali pasa 1661-es hadjaratanak kovetkeztében szamos székelyfoldi
templomot feldiltak és felégettek, igy a 17. szazad kozepén tjjaépitési és
felujitasi munkalatok zajlanak, illetve nagyobb hangsilyt helyeztek a temp-
lomok védelmi rendszerének megerdsitésére (OBORNI 2016b, 101).

Erdély az Ottoman Birodalom és a Habsburg Birodalom hatalmi harcai
nyoman végil végérvényesen osztrak fennhatésag ala keriil. Az Gj hatalmi
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berendezkedés hatdsara megjelenik egy erételjes ellenreformécids torekvés
a protestans tobbségii Erdélyben (OBORNI 2016¢, 329).

A 18. szdzadi egyhézi viszonyok egyértelmiien ravildgitanak a rémai
katolikus egyhaz kedvezményezett statusara. A 17. szazad végétél kez-
dédéen egészen a tiirelmi rendelet érvénybelépéséig sikeriilt elérniiik,
hogy tobb, szdmukra kedvezé rendeletet fogadjon el a Gubernium és a
bécsi vezetés. Visszakapték birtokaikat, visszaéllitottak a piispokséget, és
eltorolték a fejedelemség koraban meghozott, rajuk nézve sérelmes tor-
vényeket (TOTH 2016, 423). A kialakult rendszerben a protestans egy-
hézak arra torekedtek, hogy a betoltott politikai poziciéjukat megérizzék,
onrendelkezésiiket Gjraszervezzék. Az ebben a szdzadban késziilt esperesi
vizitacios jegyzékonyvek betekintést engednek a killonboz6 egyhéazak va-
gyoni helyzetébe, illetve egyebek mellett konkrét leirdssal szolgalnak a
templomok allapotarél.

Kozépkori templomépitészet a Székelyfoldon

B A kozépkori templomok esetében 4altalaban két jol elkiilonithetd épitési
periédusroél beszélhetiink. Természetesen tobb templom épitéstorténetében
azonositani lehetett harom vagy akér 6t kiilonb6z6 kozépkori épitési fazist
(Bogoz, Csatészeg, Csikkarcfalva, Csikmindszent, Gyergyészentmiklds),
viszont a tovédbbiakban csak a legjellemz6bb atalakitasokat foglaljuk tssze.

Az els6 periddus a 13-14. szdzadi épitkezés, amely még a kés6 romén
kor stilusjegyeit hordozza. Jelenleg is foglalkoztatja a szakirodalmat, hogy
ezek az els6, k6bdl épitett templomok a telepiilésen, vagy léteztek még en-
nél is kordbbi épitmények.® Ezek a templomok kettés térfiizésd, keletelt
épitmények voltak, altaldban egy téglalap alakt hajobdl és egy keskenyebb,
alacsonyabb, félkorives szentélybdl élltak. A legutébbi kutatdsok alapjan
Bogozben, Csikkarcfalvan, Rugonfalvan és Szentabrahdmon a kozépkori
templomhajé nyugati homlokzata elé tornyokat is emeltek, amelyeknek
elsésorban védelmi szerepiik volt.

A masodik épitési periédus a gétika idejére esik, amikor a 15-16. szdza-
dban ismét jelentds épitkezések zajlottak Székelyfoldon (DAVID 1981, 22).
Ekkor gyakran megmaradt a romén kori hajé, viszont lebontotték szentélyét,
és 1j, poligondlis zarédasu, kiilsé tampillérekkel ellatott, boltozott szenté-
lyt épitettek északi elhelyezkedésti sekrestyével. A hajéfalakat rendszerint
magasitottak, és 1j, nagyobb méretli, mérmiives ablakokat nyitottak. Ho-
mor6dszentmartonban, illetve Székelyderzsen a 15. szédzadban a kerit6fal
részeként épiiltek meg a védétornyok (SOFALVI 2017, 304).

A 16. szézad vége felé a hajo belsé terét is boltozték, falait kiviilrél tdm-
falakkal lattdk el (ENTZ 1996, 137). El6fordult, hogy a hajét nyugat felé
is bévitették, mint Farcad és Csat6szeg esetében. A csdcsives ajtokeretek
mellett megjelentek a szemoldokgyamos, palcatagos, reneszansz hatasa
portalék. Eléfordult, hogy méar a kozépkorban épiiltek kékarzatok a nyu-
gati hajofal bels6 felén. Bizonyitottan 1étezett ilyen karzat Agyagfalvan és
Rugonfalvan, mi tébb, Székelyderzsen még ma is all. Annak ellenére, hogy
nem rendelkeziink irott forrasokkal kozépkori haranglédbak jelenlétérdl, a
szakirodalom szerint a kozépkori harangok megléte alapjan feltételezhet6
jelenlétitk (BENKO 2002).*

A szomszédos Oszman Birodalom a 16. szazadban rendszeresen betort
és fosztogatott Erdélyben, illetve Székelyf6ldon, ennek hatdsdra megin-
dultak a védelmi rendszerek megerdsitését célzo épitkezések (SOFALVI
2016, 333). Ekkor szdm szerint 16 templomnal véd6tornyokat emeltek

3 12. szazadi kétemplomokat azonositottak Bogozben és Szentdbrahdmon.

4 Kozépkori harangok: Csikmenasag — 1542, Csitkmindszent — 1505, Csikszentkiraly — 1562,
Csikszentlélek — 1511, Csikszentmarton — 1495, Homorddjanosfalva — 1481, Nagymedesér
- 1496, Székelymuzsna — 14937
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they could acquire appreciation and ma-
terial benefits for their families (BALOGH
20164, 170). In turn, their presence by the
princely court in the 16" century opened
up a new opportunity for them. This mo-
bility was followed by the extension of
their wealth, thus they could become al-
most equals to county noblemen.

During the 16" century, Reformation,
as propagated by Saxons, spread rapidly
in the Székely Land. By the end of the cen-
tury, Antitrinitarianism, later called Uni-
tarianism emerged, thus it is appropriate
to claim that religious diversity was char-
acteristic for the Székely Land and Tran-
sylvania. At that time, the noble families
in Székely Land converted to the Unitar-
ian confession, like the Kornis family in
Sanpaul®, the Petki family in Darjiu’, or
the Daniel family in Varghis® (BALOGH
2016b, 183). At the beginning of the 17
century, several families converted to the
Calvinist confession, like the Balassy,
Daniel and Ugron families. Gdbor BETH-
LEN, Prince of Transylvania took the de-
cision to set up a new elite, and he was
supported by the Miké family in the Ciuc
seat, the Lazar family in the Gheorgheni
seat and the Béldi and Nemes families in
the Trei Scaune® seat. During the rule of
the Rakdczis, more families ascended to
nobility, like the Mikes and Basa families
in Zabala, the Petki family in Crihal-
ma", the Kalnoky family in Valea Crisu-
lui*®. The confessional affiliation of these
families was determined by various inter-
ests and lines of succession. It is certain
though that by the end of the 17" century,
most of the Székely noblemen were either
of Calvinist or of Roman Catholic faith. It
was due to the unity of the Roman Catho-
lic elite, mainly of the Mikes, Kalnoky and
Petki families in Trei Scaune seat, that Ro-
man Catholic officials were named even
in seats where Protestant population was
a majority (BALOGH 2016b, 187).

The confessional affiliation of the lo-
cal noble families had an impact on the
local population as well, since their sup-
port, or the lack thereof, could determine
the confession of local religious edifices.
Due to their donations or to the fact that
they invited foreign masters, unique ar-
chitectural solutions could be achieved.

The Protestant congregations solved
the conflicts between each other regard-
ing the use of churches on the basis of the
maior pars principle. According to this
principle, the existing church could be
used by the community with the higher
number of followers. In turn, that com-
munity had to provide support to the con-
struction of a new church for the other
confession (MOLNAR 2014, 6-7).

As part of Transylvania, the Székely
Land was not spared by the military con-

In Hungarian: Homoré6dszentpél
In Hungarian: Székelyderzs.

In Hungarian: Vargyas.

In Hungarian: Haromszék.

10 In Hungarian: Zabola.

11 In Hungarian: Kiralyhalma.

12 In Hungarian: Sepsikérospatak.
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flicts of the 17" century. During the mili-
tary incursion of Ali Pasha in 1661, many
churches were pillaged and burnt, thus in
the middle of the 17 century reconstruc-
tions and restorations were carried out, and
a greater emphasis was put on the consol-
idation of the fortification system around
the churches (OBORNI 2016b, 101).

Finally, as a result of the power bat-
tles between the Ottoman Empire and the
Habsburg Empire, Transylvania became
part of the Habsburg Monarchy. Due to the
new order, a powerful Counter-Reforma-
tion endeavour unfolded in Transylvania,
where much of the population was Protes-
tant (OBORNI 2016¢, 329).

The religious affairs in the 18" cen-
tury clearly show the privileged status
of the Roman Catholic Church. Starting
from the end of the 17" century, and
until the enforcement of the Patent of
Toleration, the Roman Catholic leaders
managed to obtain that the Gubernium
and the monarchs in Vienna issue sev-
eral decrees favourable to them. They
retrieved their estates, restored the dio-
cese, and annulled the acts issued during
the time of the principality, which were
detrimental to them (TOTH 2016, 423).
In this newly established system, the
Protestant denominations attempted to
maintain their already acquired political
positions and to reorganize their self-gov-
ernance. The registries on the canonical
visitations compiled during this century
give an insight into the finances of the
various denominations and also provide
accurate descriptions on the condition of
the churches.

Mediaeval church architecture
in the Székely Land

B In general, the mediaeval churches of
the Székely Land were built throughout
two distinct periods. Obviously, there are
three or even five mediaeval construction
phases in the history of several churches
(Mugeni, Cetatuia, Carta, Misentea, Ghe-
orgheni), but we will focus only on the
most typical transformations.

The first period consists of construc-
tions from the 13" and 14" centuries, re-
flecting the architectural features of the
late Romanesque period. Scholars are
even today challenged by the question
whether these were the first stone church-
es in the settlements, or even older edi-
fices had existed.” These churches were
oriented churches and usually consisted
of a rectangular nave and a semi-circu-
lar, narrower and lower apse. According
to the latest research, in Mugeni, Carta,
Ruganesti and Avramegsti, towers were
also erected in front of the western ele-
vation of the mediaeval nave, which had
mainly a defensive role.

The second period falls in the Gothic
era, when, during the 15" and 16" centu-
ries, significant construction works were

13 Stone churches from the 12" century were
identified in Mugeni and Avramesti.
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a templomok nyugati homlokzata elé.® Csikszentmihalyon és Székely-
keresztiron van bizonyiték kozépkori kerit6falrél, viszont szdmos mas
templomnél is feltételezheté kozépkori védéfalak megléte. Csikkarc-
falvan egy komplex védelmi rendszert alakitottak ki, ahol a kaputorony a
védéfolyoséval ellatott eréditett fal részeként épiilt fel.

Barokk korszak

A 18. szazad elején tehét a legtobb esetben adott volt egy kozépkori,
keletelt templom, mely hajébdl, szentélybdl és sekrestyébél allt. A boltozott
szentélyt diadaliv vélasztotta el a hajot6l, amelynek vagy gétikus boltoza-
ta volt, vagy fakazettds mennyezete. A templombels6t gétikus, mérmiives
ablakok vilagitottdk meg. A falakat kiviilrél tamfalakkal latték el, a fa
tetészerkezetet zsindellyel fedték be. Ez a kompozici6 kiegésziilhetett nyu-
gati, saroktdmos védétoronnyal vagy egy kiilonalls, fa haranglabbal.

Mivel a székelyfoldi templomok tobbségének nyugati homlokzatat véds-
torony foglalja el, ezért nem alakulhatott ki olyan meghatédrozé homlokzat-
épitészet, mint péld4ul a rémai bazilikdk esetében, amely titkrozi a barokk
kor eszmei és gyakorlati ideolégiait. A meglévé tornyok kozponti elhelyez-
kedése indokolatlann tette a nyugati, kéttornyos megoldast is, hiszen egy
torony felépitése is jelentds koltségekkel jart. Egyedil a székelykereszttri
romai katolikus templom esetében beszélhetiink két torony megépitésé-
nek szdndékarol a kozépkorban, dm ott sem valésult meg az elképzelés
(BENKO 1992, 155). A kozépkori falusi védétornyok felsé szintje altala-
ban fabol készult. Késébb, amikor a védelmi szempontok megsziinnek, a
18. szazadtél kezd6dben az esztétikai és tlizbiztonségi szempontok érvénye-
siilésével a legfels6 szintek wGjjdépiiltek a korstilusnak megfeleléen (ENTZ
1996, 201). A 19. szazadtdl elterjedt az ivelt, éraparkanyos toronysisak.

Roémai katolikus templomok

B A 18. szdzad masodik felében és a 19. szdzad elején a tanulményozott
25 romai katolikus templombél harom épiilt Gjja teljesen, és tovabbi harom
épiilt Gjja a harangtorony kivételével. Ujjaépiilt hajérél beszélhetiink egy es-
etben, illetve Gjjaépiilt szentélyr6l még harom esetben. Tizenot templomon
csak részleges atalakitasok torténtek.

Atalakitott templomok®

Az alaprajzi valtozasok tekintetében a rémai katolikus felekezet egyha-
zaiban a hossztengely menti, alapvetéen torony-haj6-szentély térszerkezet
kiegészult északi oldalkdpolnaval, b6viil6 sekrestyével, illetve déli porti-
kusszal vagy részleges mellékhajoval. Egyediili esetnek szamit Csikrakos
temploma, ahol megfigyelhet6 a kereszthajo kialakitaséra torekvé igény.

Magyarorszagon a 18. szdzad méasodik felében a csehboltozat gyakran
alkalmazott térlefedési médozat volt a hosszhazas templomok esetében is
(NAGY 2015, 72). Csik- és Gyergydszéken azonban a belsé pilasztereken
nyugvo hevederes, fibkos dongaboltozat terjedt el széles korben. Meglévé
kozépkori templomokroél 1évén szo, a pilaszterek kiosztdsa sokszor nem
szabalyos rendet kovetett. Négy templom esetében 1j boltozatot kapott a
teljes belsd, tovabbi 6 templomnal pedig csak a hajot lattak el Gj boltozattal.
Nyolc templomnal a haj6t egyszeri mennyezettel fedték be. Mind a tizenét,

5 Igazoltan van torony a 16. szazadban a kovetkezd telepiiléseken: Bogoz, Csikdelne,
Csikkarcfalva, Csikrdkos, Csikszentgyorgy, Farcdd, Felséboldogfalva, Gyergyéalfalu,
Gyergydditré, Gyergy6szentmiklés, Homordodkaracsonyfalva, Homor6dszentpal, Nagy-
galambfalva, Rugonfalva, Székelykeresztir és Szentdbrahdm.

6 Csatészeg, Csikdelne, Csikkarcfalva, Csikkozmads, Csikmenasag, Csikmindszent, Csik-
rakos, Csikszentgyorgy, Csikszentimre, Csikszentkirdly, Csikszentlélek, Csikszentmi-
hély, Csikszentmiklos, Csikzsogod, Kaszonaltiz, Gyergyészarhegy, Székelykeresztur,
Székelyszentlélek, Szentdemeter.
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részlegesen 4talakitott templom esetében meg6rizték a gétikus szentély-
boltozatot. A vizsgalt térségben az egyetlen rémai katolikus templom, ahol
kazettas mennyezet maradt napjainkig, a csikdelnei Keresztel$ Szent Janos-
plébania.

Uj harangtornyot emeltek 5 templom nyugati homlokzata elé. Meglévé
tornyokat magasitottak 11 esetben. Eszaki oldalkapolna épiilt 7 templom-
nél, déli oldalhajé épult harom templomnal.

A beltérben a hajé nyugati falara a legtébb esetben négyszogi pil-
léreken tamaszkodd, félkorives arkddokkal hatérolt, boltozott karzatokat
épitettek. Ilyen karzat — harom templom kivételével — az 6sszes templom-
ban késziilt. Amennyiben a barokk kori 4talakitasokkal egy idében épiiltek,
gy a templombels6hoz igazod6 diszitést kaptak. Ezek a karzatok altalaban
egyszerd, geometrikus stukkddiszitéssel birnak, vagy teljesen disztelenek.
A késébb épiilt nyugati karzatok egyedi megoldasokat mutatnak. Az or-
gonak megjelenésével a karzatokat részlegesen bévitették, az Gj hangszer
elhelyezésének érdekében.

Az el6csarnokok rendszerint a déli bejaratok védelmére épiiltek. Tiz
templomnal éptilt ekkoriban Gj portikusz. Ezek négyszog alaprajzi, zart
épitmények, nyeregtetével fedve. Kiilonlegességnek szdmit a csikszent-
miklési, fél nyeregtetds portikusz vagy a csikrédkosi arkddos folyosé.
A legtobb esetben egyszerd, haromszog alakii oromfal késziilt, amely a tet6
sikjaban zarult. Harom helyen azonosithaté barokk hatdst oromfal, amely
szimmetrikus spirdlvonallal indul, csipkézett diszitéssel, tetején kereszttel
zarul. A falmezében egy vagy harom félkorives falfiilke taldlhatd, illetve
kerek szell6zényildsok. Egy templom esetében a barokk oromfal diszitése
nem jelenit meg spiralis vonalat.

A templomok kiilsé épitészete dltalaban egyszerti és disztelen. Kivételt
képez két templom, amelyek lizénakkal és vakolatrajzzal lettek diszitve.
Ezeken kiviil néhany helyen megfigyelheté volt, hogy csak az utélagos
bévitmények kaptak korabeli diszitést, az épiilet egésze azonban megérizte
korabbi, egyszert kiilsejét. Tébb esetben a geometrizal6 vakolatrajzo-
kat kiemelték szinezett vakolattal. Az ekkoriban &talakitott ablakok vagy
félkorives zarodast kaptak, vagy csicsivest.

A tanulményozott épiiletek tobbségét egységes korondzoparkany zarta
le. Orapérkanyos toronysisak hét esetben késziilt, ebbdl négy rendelkezett
miikodd o6raszerkezettel, a tobbi csak festett éradiszként jelent meg. Csik-
kozmaéson a festett 6ra a harangablak parapetjében kapott helyet. A harang-
tornyokon elvétve azonosithaté lizénés diszités.

Ujjaépiilt templomok’

Az wGjjaépiilt templomok is kovetik a fennebb vézolt torony-hajé-szentély
elrendezést. A diadaliv kevésbé hangstlyosan valasztja el a hajot a szentély-
t6l, igy a beltérben dominal a pilasztereken nyugvé, hevederes, fibkos don-
gaboltozat. A csiksomlyéi templom egyediilallé a boltozat enyhén cstcsives
formajat, illetve a pilaszterek kialakitasat tekintve.

Egy templom esetében nem épitettek északi oldalkdpolnat, egy masik
templomnal pedig két déli elécsarnok készilt. Négy templomnal a déli
el6csarnok tengelye egy vonalban van az északi oldalkdpolna tengelyével,
amely tudatosan kialakitott térhatasra enged kovetkeztetni. Az oldalkapol-
nak poligonalis északi zarédassal épiiltek harom templomnal, két esetben
egyszerd, négyszogl alaprajzzal rendelkeznek.

Mindegyik tGjjaépiilt templomban késziiltek pilléreken nyugvé, boltozott
karzatok, amelyeken helyet kaptak az orgonak. Két gyergydszéki templom-
ban a nyugati karzat szinezett, virdg- és indadiszitést kapott. A tébbi temp-
lomban kevésbé diszitett karzatok talalhaték.

7 Csiksomly6 — Szent Péter és P4l templom, Csikszentdomokos, Csikszentmarton, Gyer-
gyoalfalu, Gyergydditrd, Gyergy6szentmiklds.
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carried out (DAVID 1981, 22). The nave
built in the Romanesque period was usu-
ally preserved, but the apse was removed,
and a new, polygonal, vaulted apse with
buttresses and a sacristy was placed on
the northern part. Usually the nave walls
were heightened, and new, larger window
openings employing tracery were created.
In Martinig and in Darjiu the defensive
towers built in the 15" century were part
of the enclosure wall (SOFALVI 2017, 304).

At the end of the 16" century, the nave
was also vaulted, and the walls acquired
external buttresses (ENTZ 1996, 137). In
some cases, for example in Forteni and Ce-
tatuia, the nave was enlarged to the west
as well. Besides arched doorways, Renais-
sance-style portals with lintels and mould-
ings also appeared. We can also identify
cases when stone galleries were built in the
Middle Ages already on the interior side of
the western nave wall. We have evidence
of the existence of such galleries in Lutita
and Ruganesti, moreover, a gallery still ex-
ists in the church of Darjiu. Although we
do not have any written source confirm-
ing the existence of mediaeval belfries, ac-
cording to the literature, the existence of
mediaeval bells allows us to presume their
presence (BENKé 2002)."

Throughout the 16™ century, the neigh-
bouring Ottoman Empire carried out reg-
ular incursions and pillages in Transyl-
vania, respectively in the Székely Land,
therefore constructions were launched in
order to strengthen the defensive systems
(SOFALVI 2016, 333). In that period, de-
fensive towers were erected in front of the
western elevations of 16 churches.”® We
have evidence on the existence of mediae-
val enclosure walls in Mihdileni and Cris-
turu Secuiesc, but we can rightly assume
that there were medieval fortifications
around many other churches as well. In
Carta a complex defensive system was
created, where the gate tower was built as
part of the fortification encompassing a
corridor as well.

The Baroque era

Thus, at the beginning of the 18" cen-
tury, in most locations a mediaeval, ori-
ented church consisting of a nave, apse
and sacristy existed. The vaulted apse
was separated from the nave by an arch,
the nave having either a Gothic vault, or a
wooden coffered ceiling. Gothic windows
embedding tracery allowed light into the
interior space. The walls were reinforced
with buttresses from the outside, the
wooden roof structure was covered with
shingle roof. In some cases, this setting
was completed with a corner tower rein-

14 Mediaeval bells: Armageni — 1542, Misentea
— 1505, Sancraieni — 1562, Leliceni — 1511,
Sanmartin — 1495, Ionesti — 1481, Medisoru
Mare — 1496, Mujna — 14937

15 There certainly was a tower in the 16" century
in the following settlements: Mugeni, Delnita,
Carta, Racu, Ciucsangeorgiu, Forteni, Feliceni,
Joseni, Ditrdu, Gheorgheni, Craciunel, San-
paul, Porumbenii Mari, Ruganesti, Cristuru
Secuiesc and Avramesti.



forced with pillars on the western side, or
with a detached wooden belfry.

Since most of the churches in the
Székely Land have a defensive tower on
the western elevation, a distinct architec-
ture of the main elevation could not be
developed, unlike for example in the case
of the Roman basilicas, which reflect the
spiritual and practical ideologies of the
Baroque era. Due to the central location
of the existing towers, the solution to
erect two towers on the western elevation
was also obsolete, since the construction
of one tower already implied significant
costs. We are aware of the intention to
build two towers during the Middle Ages
only in the case of the Roman Catholic
church of Cristuru Secuiesc, but that
plan was not finished either (BENKO
1992, 155). The upper level of mediaeval
rural defence towers was usually built of
wood. Later, when these towers lost their
defensive function, starting from the 18"
century, considerations related to aesthet-
ics and fire protection prevailed, thus the
upper levels were rebuilt according to
the era’s architecture (ENTZ 1996, 201).
Starting from the 19" century, spires be-
came widespread, where the arch on the
lower part of the spire gave space to a
clock.

The Roman Catholic churches

B Three of the studied 25 Roman Catholic
churches were entirely rebuilt and other
three churches were rebuilt with the ex-
ception of the belfry in the second half of
the 18" century and at the beginning of
the 19" century. The nave was rebuilt in
one church, and the apse was rebuilt in
three cases. Fifteen churches underwent
only partial transformations.

Transformed churches'

In what concerns layout modifica-
tions, in Roman Catholic churches the
interior space organized transversally
and consisting of tower, nave and apse
was extended with a northern side chapel,
an enlarged sacristy, southern portico, or
with an incomplete aisle. The church in
Racu is a unique case, where the intention
to build a transept can be observed.

In the second half of the 18" century,
in Hungary, Bohemian vaults were fre-
quently used to cover the interior space
even in the case of churches with a lon-
gitudinal layout (NAGY 2015, 72). In turn,
in the seats of Ciuc and Gheorgheni, in-
tersecting barrel vaults supported by in-
ward-facing pillars and reinforced with
bands became widespread. Since these
were already existing mediaeval church-
es, the distribution of the pillars did
not always follow a strict order. In four
churches, new vaults were built above the
entire interior, and in other six churches

16 Cetatuia, Delnita, Carta, Cozmeni, Armaseni,
Misentea, Racu, Ciucsangeorgiu, Santimbru,
Sancraieni, Leliceni, Mihaileni, Nicolesti, Ji-
godin, Plaiesii de Jos, Lazarea, Cristuru Secui-
esc, Bisericani, Dumitreni.

“RESEARCH  Transsylvania
CRCETA YV Gstra

A templomok kiilseje a legtobb esetben meglep6en egyszerti, a klasszi-
cizal6 geometriai formak és vakolatrajzok elvétve jelennek meg. Ezzel el-
lentétben, a mar fennebb emlitett két gyergy6széki templom diszitett, kés6
barokk formavilaggal rendelkezé kiils6t mutat. Az el6csarnokok négyzetes
alaprajzd, nyeregtetével ellatott, zart épitmények. Homlokzataik diszitése
idomul templomaik kiilsejéhez.

Protestans templomok

B A reformétus és unitarius felekezetekhez tartoz6 egyhazak étalakitasai
kozosen targyalhatok, ugyanis ebben az idészakban a liturgikus szertartésa-
ik kozti kiillonbségek nem érheték tetten templomépitészetiitkben. A 24 pro-
testans templombdl nyolc épilt teljesen Gjja a 18. szdzad masodik felében,
illetve a 19. szazadban. A maradék 16 templomot atalakitottak.

Atalakitott templomok®

Az egyik alapvet6 szempont a protestdns templomok 4talakitdsai so-
ran, hogy a szentély és a sekrestye elvesztették addigi szerepiiket. Az 1Gj
liturgikus szertartas kozponti eleme a prédikacio lett, ezéltal a fokusz a
sz6székre terel6dott. Danielisz Déra kéttipusi térhasznalatot allapit meg
a haromszéki reformatus templomok esetében, amelyek a szdészék és a
padsorok elhelyezkedésétél fiiggnek. A hosszanti iranyt térhasznalat ese-
tén a szoszék a keleti zarédas falara épiilt, mig harantirdnyd térhasznalat-
nél a sz6szék az északi falon vagy a diadaliven kapott helyet (DANIELISZ
2023, 92).

A sz6szék elhelyezkedésérél idénként a vizitacids jegyzékonyvek
informélnak, ezek alapjan a tanulmanyozott templomokban a diadaliv
északi falara, illetve a hajé északi faldra épitették Gket. Ez a tény egyezést
mutat a helyszini megfigyelésekkel, ugyanis jelenleg az udvarhelyszéki
templomok esetében a centralis térhasznalat jellemzé. Feltételezzik, hogy
amennyiben a szészék nem épiilt Gjja utélag, akkor a barokk korszakban
kialakult belsé terek tulnyomé része szintén ezt a térhasznalatot tette
lehetévé.

A szentély deszakralizaciéja nyoman iil6helyeket alakitottak ki a keleti
zarédasban. Adott esetben a diadaliv elbontdsa mellett dontottek, amely
egységes térérzetet hozott létre az egész belsd térben. A protestans egy-
hézakban a sekrestye teljesen sziikségtelenné valt. Két templom esetében
tudjuk biztosan, hogy a 18. szazadban bontottdk le sekrestyéjét, viszont sej-
teni lehet, hogy tovabbi tiz egyhaznal is lebontottak azt. El6fordult, hogy a
sekrestyét tarolasra hasznaltak ekkoriban.

A gétikus boltozatokat csak abban az esetben bontottak le, ha foldrengés
rongalta meg, vagy ha az épiilet stabilitdsa kertlt veszélybe. A kozépkori
freskok lemeszelését mar a 17. szazadban elrendelték. Kiilonlegességnek
szamit, hogy Székelydalya reformétus kozosségét nem zavarta a szentély
késé gotikus boltozatanak festése, igy soha nem meszelték le (LANGI &
MIHALY 2003, 104).

A festett kazettds mennyezet a puritan jellegli protestans templomok
meghatéarozé diszévé valik. A 17. szdzadban a kazettdkon még a viragmoti-
vumok dominéaltak, aztan a 18. szazadtdl fokozatosan a levél- és indadisz
valt egyeduralkodéva, majd a szdzad kozepétdl a mértani és alakos formék
jelentek meg, valamint az anyagimitacios festés (KELEMEN 1977, 106).

A lakossag szaménak novekedésével szitkségessé valik tobb til6hely ki-
alakitdsa. Bevett szokassa valt a fakarzatok épitése, amelyek a haj6é nyugati
falat foglalték el. Ezeket a karzatokat sziikség esetén bévithették L alakban a

8 Agyagfalva, Bagy, Bogoz, Enlaka, Farcad, Fels6boldogfalva, Homorddjanosfalva, Homo-
rédkaracsonyfalva, Homorddszentpéter, Kiismod, Nagygalambfalva, Okland, Rugonfal-
va, Székelydalya, Székelyderzs, Székelymuzsna.
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déli vagy az északi falak mentén. A fabdl késziilt karzatok parapetjei is ha-
sonlé mddon lettek diszitve, mint a kazettds mennyezetek. A 19. szdzadban,
az orgonak megjelenésével karzatot épitettek a sokszogzarédasba is (LANGI
& MIHALY 2004, 40).

A belsé butorzat egyéb emlitett darabjai az éneklGszékek és tirasztalok.
A templomok megujuldsa rendszerint a belsé buitorzat felgjitasat is jelen-
tette. Az 1j butordarabok a hivek adoményabdl vagy az el6kel6 csaladok
tdmogatasaval késziiltek el, szerencsés esetben errél felirat tudosit.

A barokk idején mar létezett olyan technolégia, amely megengedte a szé-
lesebb, tobb fényt beengedd fakeretes ablakok elkészitését. Ezért szinte az
Osszes templomban lekerekitették és megszélesitették a megmaradt gotikus
mérmuves ablakokat. Sok esetben 1j ablakokat nyitottak a hajé déli és észa-
ki oldalfalain.

A 18. szdzadban épiilt harom Gj harangtorony, a meglévéket magasitot-
tédk. Ekkoriban méar csak Kiismodon épitettek fa haranglédbat. A 19. szdzadt6l
az Ujonnan éplld és a frissen magasitott harangtornyok ivelt, 6raparkényos
toronysisakot kaptak.

A portikuszokat vagy bejarati el6csarnokokat rendszerint a 18. szaza-
di ptispoki latogatési jegyzékonyvekben emlitették elszor. Feltételezhetd,
hogy mar hamarabb is készitettek faszerkezet(i el6csarnokokat a bejaratok
védelmére. A 18. szdzadtdl rendszerint mér k6b6l emelték Gket. Ezek a tol-
dalékok lehetnek zart vagy nyitott el6csarnokok, nyeregtetével vagy kon-
tyolt nyeregtetével ellatva.

Ujjaépiilt templomok®

Az tjjaépult protestans templomok esetében megfigyelhetd, hogy to-
vabbra is sokszogzarédasi maradt a templom keleti része, amely vissza-
vezethet6é a megszokott kozépkori, poligonalis szentély formajara. Ezek az
épitmények teremtemplomok szélesebb belvilaggal és egyértelmtien centra-
lis térhasznalattal. A kiils6 falakat egységes koronazéparkany zarja le. A leg-
tobb esetben a templomokat kiviilrél lizénék tagoljak, néhany helyen pedig
az ablakokat vakolatbol kialakitott keret emeli ki.

Két njjaépilt templom belsé pilaszterekre timaszkodo boltozatot kapott.
A tobbi esetében csak lizénédkkal tagolt, belsé térrdl beszélhetiink, amelyet
vagy stukkddiszes mennyezet fed, vagy fabdl késziilt kazettds mennyezet.
A 19. szazad kozepén tjjaépult két templom esetében megfigyelhetd, hogy
a stukkédiszes mennyezet peremét tigy alakitottak ki, hogy titkérboltozatot
imitaljon.

Karzatokat tovabbra is épitenek, legtobb esetben fabdl. A karzatok pa-
rapetje altalaban kazettdkkal tagolt, egyszinii festéssel vagy virdgmintaval
ellatva. Homor6dalmés karzatat téglabdl épitett, véllparkanyos, pillérekkel
hatérolt boltozattal 14ttak el. Parapetjét novénymintazata vakolatrajzok di-
szitik.

A bels6 buitorzatok éaltalaban teljesen meguajultak, viszont alkalmanként
egy régebbi sz6székkoronat vagy stallumot tjra felhasznaltak.

Az tjonnan épiilt vagy a magasitott harangtornyok titkrozték a korszak
izlésvilagat. A kulsé falfelileteket lizénakkal tagolték, a felsé szintet érapar-
kényos toronysisak zarta le. Tobb esetben az 6ra csak festett disz volt.

Az tjjdépult templomok portikuszai hasonlé forméakat mutatnak,
mint amilyeneket a meglevé templomok mellé készitettek. Ezek alta-
laban zart vagy nyitott el6csarnokok, nyeregtetével vagy kontyolt nye-
regtetvel ellatva. Homorédalmas esetében a kétszintes portikusz felsé
emeletén ablakkal elvalasztott tribiin taldlhat6. A 19. szdzad mdasodik
felében Gjjaépiilt templomok esetében a portikuszok a klasszicista épité-
szeti stilust idézik meg.

9 Fels6sofalva, Homorédalmas, Homorédszentmérton, Homor6dszentpal, Homorddujfa-
lu, Nagymedesér, Szentdbraham, Tordatfalva.
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a new vault was built only above the nave.
In eight churches the nave was covered
with a simple ceiling. In all fifteen, par-
tially transformed churches, the Gothic
vault of the apse was preserved. In the ex-
amined region, there is only one Roman
Catholic church, the Saint John the Bap-
tist church in Delnita where the coffered
ceiling is preserved even today.

New bell towers were built in front
of the western elevation of five churches.
In eleven cases, the existing towers were
heightened. Northern side chapels were
built in seven churches, southern aisles
were added to three churches.

In most cases, vaulted galleries delim-
ited with semi-circular arcades and sup-
ported by rectangular pillars were built
on the western interior wall. With three
exceptions, such galleries were built in all
churches. Whenever these were built si-
multaneously with other transformations
in the Baroque era, their decoration was
aligned to the architecture of the church
interior. These galleries are usually dec-
orated with simple, geometrical stuccos
or are entirely unornamented. Western
galleries built in later periods show in-
dividual solutions. When organs were
introduced, the galleries were partially
extended in order to make space for the
new instrument.

The porticoes were usually built for
the protection of the southern entrances.
In this period new porticoes were attached
to ten churches. These were enclosed
structures with a rectangular layout and
covered with a gable roof. The portico
covered with a shed roof in Gheorgheni
or the arched corridor in Racu are unique
solutions. In most cases, simple, triangu-
lar gables ending in the roof’s plane were
built. In three locations gables showcas-
ing the influence of Baroque architecture
could be identified; in the lower part, they
have symmetrical spirals, with scalloped
edges, terminating with a cross on the up-
per part. In the wall’s plane there are one
or three round arched niches and circular
ventilation windows. In one church the
ornament of the Baroque gable does not
include spirals.

The external architecture of the
churches is generally simple and unorna-
mented. There are two exceptions, where
the churches were decorated with lesenes
and plaster decorations. In addition,
in certain places only the subsequent
extensions were ornamented, but the
building as a whole preserved its previ-
ous simple appearance. In multiple cases
the geometrical plaster decorations are
emphasized with coloured plaster. The
windows that were transformed in this
period are either semi-circular or Gothic
windows.

Most of the examined buildings had
uniform crown mouldings. Spires em-
bedding clocks below the arched cornice
were built in seven cases. Four of these
clocks had functional clockwork, while
the rest were simply painted decorations
representing clocks. In Cozmeni, the



painted clock was placed in the parapet of
the tower window. The bell towers rarely
display lesenes as ornaments.

Rebuilt churches

The rebuilt churches also follow the
above-described tower—-nave-apse layout.
The triumphal arch delimitates the nave
from the apse in a less emphasized man-
ner, thus the interior is dominated by the
intersecting barrel vaults supported by
pillars. The church in Sumuleu is unique
regarding its slightly arched vault and the
alignment of the pillars.

There is one church where no north-
ern side chapel was built and two southern
porticoes were built in another examined
church. In four churches, the southern
portico is on the same axis as the northern
side chapel, which points to a deliberately
conceived spatial effect. The side chapels
have polygonal northern ends in three
churches, while in two cases, they have a
simple, rectangular layout.

In each of the rebuilt churches, vault-
ed galleries were constructed hosting the
organs and supported by pillars. In two
churches of Gheorgheni seat the western
gallery was decorated with coloured flo-
ral patterns and tendrils. In the rest of the
examined churches the galleries are less
decorated.

In most cases, the external aspect of
the church is surprisingly simple, classi-
cist geometrical shapes and plaster dec-
orations are rarely present. In turn, the
above-mentioned two churches in Gheo-
rgheni seat display an ornamented exte-
rior design with late-Baroque ornamen-
tal features. The porticoes are enclosed
buildings with a rectangular layout and
covered with a gable roof. The ornaments
of their elevations are aligned to the as-
pect of the churches.

Protestant churches

B The transformations carried out by the
Calvinist and Unitarian denominations
on their churches are treated together,
since in this period the differences in
their liturgical rites were not reflected in
their church architecture. During the sec-
ond part of the 18" century and in the 19"
century, eight of the 24 Protestant church-
es were completely rebuilt. The remaining
16 churches were transformed.

Transformed churches'

One of the most important considera-
tions determining the way in which Protes-
tant churches were transformed was the
fact that the apse and the sacristy lost
their former role. The central element of
the new worship became the preaching,
therefore the focus shifted to the pulpit.

17 Sumuleu - church dedicated to Saints Peter
and Paul, Sdndominic, Sanmartin, Joseni,
Ditrau, Gheorgheni.

18 Lutita, Badeni, Mugeni, Inldceni, Forteni, Fe-
liceni, Ionegti, Craciunel, Petreni, Cugmed,
Porumbenii Mari, Ocland, Rugdnesti, Daia,
Darjiu, Mujna.
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Esettanulmanyok

B A kutatott teriileten a kovetkezé templomok épiltek teljesen djja a 18.
szézadban: Csikszentdomokoson 1795-1802, Homor6dalmason 1785-1796
és Homorédujfaluban 1798-1801 kozott. Csak a templom épiilt djja, a ha-
rangtornyot magasitottdk Gyergydalfaluban 1766-1800, Gyergyoditréban
1746-1757 és Gyergy6szentmikléson 1756-1773 kozott. Csatészegen 1767—
1777 kozt, Csikszentkirdlyon 1759-ben és Csikszentmikléson 1774-1784
kozott a szentélyek épiltek Gjja. Gyergydszarhegyen valdszintisithets, hogy
a templomhaj6 a 19. szazadban épiilt Gjja. A 19. szazadban bontottak le
Csiksomly6 (1800), Csikszentmarton (1802-1817), Felsésofalva (1802-
1806), Nagymedesér (1805), Homor6dszentmarton (1888), Homor6dszent-
péal (1844), Szentdbraham (1803-1811) és Tordatfalva (1819-1823) kozép-
kori templomait. Kaszonaltiz templomhajéjat 1934-1942 kozott, Okland
szentélyét 1937-1938 kozott épitették Gjja.

Osszegezve tehat a megvizsgalt 49 templombdl 11 templom épiilt telje-
sen Gjja, valamint 7 templom épilt részlegesen 1jja a 18-19. szédzadban.
A maradék 31 templom esetében nem torténtek gyokeres atépitések.

Erdélyben a 17. szdzadban kezdtek megjelenni a fakazettds meny-
nyezetek, amelyek még a reneszdnsz korszak hatasat idézik (BALASSA
2018, 19). A vizsgalt teriileten a legels6 kazettds mennyezetek megmarad-
tak Farcad hajéjaban 1629-bél (1. dbra), Székelydalya hajéjaban 1630-b6l
(2. 4bra), Enlaka hajéjaban 1668-bél, Fels6boldogfalvan 1670-bél és Csik-
delne haj6jaban 1673-b6] (LANGI & MIHALY 2003). Ezek a mennyezetek
viragornamentikaval diszitettek, ritkan figyelhet6 meg rajtuk cimerpajzs,
pelikan, sarkany vagy egyéb szimbolikus dbra. A 17. szdzadra jellemz6
pikkelydiszes festésti kazettakat csupan széldiszként hasznaltak (LANGI
& MIHALY 2004).

Tovabbi adatok léteznek Szentabraham 1681-es festett kazettds meny-
nyezetérdl, illetve Csikmenasag szintén 17. szdzadi kazettds mennyezetérdl.
A csikkozmasi, illetve csikzsogodi templomok tetétereiben tett megfigyelé-
sek alapjan feltételezhetd, hogy a barokk boltozat kialakitasa el6tt 1étezett

10 Eziton koszonom Tovissi Zsolt épitésznek, hogy pontositotta helyes olvasatat a csik-
delnei kazettds mennyezet feliratanak.

: gl
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B 1. dbra. Farcdd 17. szdzadi kazettds mennyezete nyugat felé bévitve, 2018. © GERGELY Csenge

W Fig. 1. The coffered ceiling of the church in Forteni, extended to the west and dating from the 17%
century, 2018. © Csenge GERGELY
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W 2. dbra. Székelyddlya kazettds mennyezetének részlete, 2018. © GERGELY Csenge
M Fig. 2. Detail of the coffered ceiling in the church of Daia, 2018. © Csenge GERGELY

W 3. dbra. Homorddszentpéter kazettds mennyezetének részlete, 2019. © GERGELY Csenge
M Fig. 3. Detail of the coffered ceiling in the church of Petreni, 2019. © Csenge GERGELY

sikmennyezet a hajé felett, talan pont festett kazettds mennyezet (BOTAR
2019, 320.). A szakérték Felséboldogfalvan és Székelydalyan is nyomaéra
bukkantak dekorativ festésnek a 16-17. szdzadbdl, amelyek kapcsolatba
hozhat6k a mennyezet elkészitésével.

A 18. szazadtdl a virdgornamentika mellett megjelentek az alakos &b-
razolasok Kiismod szentélyében 1732-ben, Homorédkardcsonyfalva hajéja-
ban 1730-ban, Homorddszentpéter hajéjadban 1758-1760 (?) kozott (3. dbra),
Okland hajéjaban 1771-ben, Okland szentélyében 1786-ban (LANGI &
MIHALY 2003). Nagygalambfalva hajéjaban az 1788-b6l val6 kazettas meny-
nyezet fest6je tobb geometriai format és anyagimitécids festést alkalmazott,
amelynek a célja, hogy elhitesse a szemlél6vel, hogy dragabb famintazatot
vagy méarvanymintat lat. Ehhez nagyon hasonlé stilust mutat a rugonfalvi
kazettas mennyezet a hajo felett 1783-bél (LANGI & MIHALY 2003).

Uj, belsé pilaszterekre tamaszkodd boltozatok épiiltek Csatészegen,
Csikkozmas hajojdban, Csikszentimrén, Csikszentkiralyon, Csikszentgyorgy
hajé6jaban, Csikszentlélek haj6jdban, Csikszentmarton hajéjaban, Csikszent-
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According to Déra DANIELISZ, the Cal-
vinist churches of the Trei Scaune region
have two types of spatial organization, de-
pending on the arrangement of the pulpit
and the pews. In case of churches where
space is organized to the longitudinal axis
of the building, the pulpit is placed on the
eastern closure, while in case of churches
where space is organized perpendicular to
the longitudinal axis of the building, the
pulpit is built on the northern wall or the
triumphal arch (DANIELISZ 2023, 92).

In some cases, we can read about the
location of the pulpit in the examined
churches in the documents of the canoni-
cal visitations, indicating that these were
placed on the northern wall of the arch,
respectively on the northern wall of the
nave. This fact is confirmed by observa-
tions in the field, since at present central-
izing spatial arrangement is character-
istic of churches in the Odorhei seat. We
presume that if the pulpit was not rebuilt
in a later period, then most of the interior
spaces created during the Baroque era al-
lowed a centralizing layout.

Following the desacralization of the
apse, pews were also placed in the east-
ern closure. In certain cases, the arch was
removed, which conferred a consistent as-
pect to the entire interior. For Protestant
denominations, the sacristy became to-
tally useless. We know for certain that in
two churches the sacristy was demolished
in the 18" century, but we can rightfully
presume that the same happened in oth-
er ten churches also. It also occurred that
during this period, the sacristy was used
as a storage premise.

The Gothic vaults were dismantled
only if they were damaged by an earth-
quake, or if the stability of the building
was threatened. The whitewashing of
the mediaeval frescoes was ordered by
church laws already in the 17" centu-
ry. It is to be considered a special case
that in Daia the mural paintings on the
late-Gothic vaults of the apse did not
bother the local Calvinist community,
thus they were not whitewashed (LANGI
& MIHALY 2003, 104).

The painted coffered ceilings become
the main ornament of puritan Protestant
churches. During the 17 century, flo-
ral patterns dominate the coffers, while
starting from the 18" century, patterns
of leaves and tendrils become gradually
dominant, and from the middle of the cen-
tury geometrical forms and figurative rep-
resentations, respectively faux paintings
replicating the appearance of materials
appear (KELEMEN 1977, 106).

Due to the increase of the population
size, more seats had to be created. Build-
ing timber galleries on the western wall
of the nave became a widespread solu-
tion. When needed, the galleries could be
enlarged in an L-shape towards the south-
ern or the northern wall. The parapets of
the timber galleries were decorated in a
similar style to that of the coffered ceil-
ings. During the 19" century, when or-
gans appeared, galleries were built in



the polygonal closure as well (LANGI &
MIHALY 2004, 40).

Other mentioned pieces of the fur-
nishing are the pastors’ chairs and Lord’s
tables. The renewal of the churches usual-
ly implied the renewal of the furnishing
as well. The new piece of furniture was
acquired using the donations of the con-
gregation members, or with the support
provided by wealthy families, this fact
being recorded sometimes also by inscrip-
tions.

During the Baroque period the tech-
nology which made possible to craft larg-
er, timber framed windows allowing more
light into the interior was already avail-
able. Thus, in almost all churches the
remaining Gothic tracery windows were
rounded and enlarged. In many cases new
window openings were created on the
southern and northern side walls of the
nave.

During the 18" century, three new bell
towers were built, while the existing ones
were heightened. In this period a timber
belfry was built only in Cusmed. Starting
from the 19" century, the newly built and
recently heightened bell towers were cov-
ered with arched spires and tower clocks.

The porticoes or entrance halls were
first mentioned in the documents of the
canonical visitations throughout the 18"
century. We can presume that porticoes
with timber structure had been built earli-
er as well in order to protect the entrance.
Starting from the 18" century, they were
usually built from stone. These additions
could be closed or open porticoes, with
gable roofs or shed roofs.

Rebuilt churches®

It can be noticed that in the rebuilt
Protestant churches, the eastern side of
the building preserved its polygonal clo-
sure, which can be traced back to the
usual layout of the mediaeval, polygonal
apse. These edifices are hall churches,
with a larger nave and a clearly centraliz-
ing space arrangement. The external walls
had uniform crown mouldings. In most
cases the external elevations are articu-
lated by lesenes, and in a few locations
the windows are emphasized by frames
shaped from the plaster.

Two rebuilt churches received vaults
supported by interior pilasters. In the rest
of the churches the interior space is divid-
ed only by lesenes and covered either by
a ceiling decorated with stuccos or with
a timber coffered ceiling. In two church-
es that were rebuilt in the middle of the
19" century the shape of the edge of the
ceiling decorated with stuccos allows the
imitation of a cavetto vault.

Galleries also appear in these church-
es, in most cases made of timber. The
parapet of the galleries usually is divided
by panels painted in one colour or deco-
rated with a floral pattern. The gallery of
the church in Meresti was covered with a

19 Ocna de Sus, Meresti, Martinig, Sanpaul, Satu
Nou, Medisoru Mare, Avramesti, Turdeni.
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W 4. dbra. Csikszentgyorgy tetészerkezetében Idthatd gotikus boltozat ive, 2018. © GERGELY Csenge
W Fig. 4. Gothic arch in the roof structure of Ciucsdngeorgiu, 2018. © Csenge GERGELY

M 5. dbra. Homorédalmds félkérives csehboltozata, 2019. © GERGELY Csenge
M Fig. 5. The semi-circular Bohemian vault of the church of Meresti, 2019. © Csenge GERGELY

mikléson (5. dbra), Csikzsogod hajéjaban és Kaszonaltiz haj6éjaban. Félkori-
ves csehboltozat épiilt Homor6dalméson (4. abra) és Készonaltizben.

Csikszentlélek templomaban az egyik pilaszterbél ferdén kellett kimet-
szeni, hogy helyet adjon a meglévé déli bejaratnak (21. 4bra). Csikrakos
templomaban az oldalhaj6 kialakitdsédnal a dongaboltozat fidkjai a bels6 ol-
dalon a szentély boltozatdhoz igazodnak, a kiilsé oldalon pedig az ablakok-
hoz, igy a fiokok tengelytikben eltérnek egymastol (22. abra).

Székelykeresztron és Székelyszentléleken a lapos mennyezetek klasszi-
cista hatast mutatnak.

A bégyi templom diadalivét a 18. szazad végén, Csikszentmihéaly, Nagy-
galambfalva és Székelymuzsna templomainak diadalivét pedig a 19. szédzad
elején bontottak le.

Csikkarcfalvan és Székelykeresztiron a 18. szdzadban a templomhajé
nyugati iranyd bévitése nyoman barokk homlokzatokat alakitottak ki har-
mas tagolast oromfallal. Székelykereszttr esetében a nyugati éraparkanyos
harangtorony egybeépiilt az 4j oromfallal, amely a tet6sik magassdgidban
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M 6. dbra. Csikszentmiklos szentélyének boltozata, 2018. © GERGELY Csenge
M Fig. 6. The vault of the apse of the church in Nicolesti, 2018. © Csenge GERGELY

M Fig. 7. The western elevation of the church in Cristuru Secuiesc, 2018. © Csenge GERGELY

zarult egyenes vonallal (6. dbra). Csikkarcfalvédn az oromfal a barokkra jel-
lemz6 ivelt forméakat mutat (7. abra).

Csikrakos oldalhajéjdnak déli homlokzata megismétli a torony sarokar-
mirozésat, az ablakokat vakolatbél kialakitott keretplasztikaval emelték ki,
diszitémotivumaik a kagyl6disz, viragmintak és a napora, illetve megjelen-
tek vakolatba rajzolt geometriai formék is (8. abra).

A gyergydalfalvi és a gyergydszentmikldsi templomok kilseje lizénékkal
tagolt, ablakaikat vakolatkeret disziti. A gyergy6szentmiklési templom nyu-
gati homlokzatat részben takarja a harangtorony. A barokk oromfal ellipszis
formaju csigavonallal indul, majd csipkézetten folytatoédik. A harom falfiilke
egyikében Szent Miklés szobra talalhaté. A gyergydszentmiklési templom
portikuszai hasonlé oromfallal rendelkeznek, mint a nyugati homlokzat.
A gyergyo6alfalvi déli el6csarnok oromfala szebb aranyokkal rendelkezik, és
klasszicizalé geometriai formak diszitik.
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brick vault delimited by pillars with aba-
cuses. Its parapet is decorated by plaster
decorations with floral patterns.

The furnishing of the churches was
usually completely renewed, but in cer-
tain cases pulpit crowns or stalls were
reused.

The newly built or raised bell towers
reflected the taste of that era. The exter-
nal walls were decorated with lesenes, the
upper levels were covered with spires em-
bedding clocks below the arched cornice.
In many cases the clock was only a paint-
ed decoration.

The porticoes of the rebuilt churches
had similar shapes with those added to
the existing churches. These were usu-
ally enclosed or open porticoes, with ga-
ble roofs or shed roofs. In case of Meregti
there is a gallery on the upper level of the
two-level portico delimited by a window.
The porticoes of churches that were re-
built in the second part of the 19" century
remind us of Classicist architecture.

Case studies

B During the 18" century, the churches in
the following settlements of the examined
area were entirely rebuilt: Sandominic
(1795-1802), Meresti (1785-1796) and Satu
Nou (1798-1801). In the following settle-
ments only the church was rebuilt, while
the bell tower was heightened: Joseni
(1766-1800), Ditrau (1746-1757) and Ghe-
orgheni (1756-1773). In Cetatuia (1767-
1777), Sancraieni (1759) and Nicolesti
(1774-1784) the apses were rebuilt. It is
quite probable that in Lizarea the nave
was rebuilt in the 19" century. During
the 19" century, the medieval churches of
Sumuleu (1800), SAnmartin (1802-1817),
Ocna de Sus (1802-1806), Medisoru Mare
(1805), Martinig (1888), Sanpaul (1844),
Avramesti (1803-1811) and Turdeni
(1819-1823) were demolished. The nave of
Plaiesii de Jos was rebuilt between 1934
and 1942, the apse of Ocland between
1937 and 1938. In conclusion, out of the
49 examined churches, 11 were entirely
rebuilt and 7 were partially rebuilt during
the 18" and 19" centuries. The remaining
31 churches did not undergo any substan-
tial reconstructions.

In Transylvania, coffered ceilings
started to emerge in the 17" century, in-
dicating the lasting influence of the Re-
naissance era (BALASSA 2018, 19). The
first coffered ceilings of the examined
area were preserved in the nave of Forteni
- 1629 (Fig. 1.), in the nave of Daia — 1630
(Fig. 2.), in the nave of Inldceni — 1668,
of Feliceni — 1670 and of Delnita® — 1673
(LANGI & MIHALY 2003). These ceilings
display ornamental decorations, rarely
including motives like coats of arms, pel-
icans, dragons or other symbolic figures.
The panels typical for the 17" century

20 I take the opportunity to thank to architect
Zsolt TOVISSI for further clarifying the cor-
rect reading of the inscription of the coffered
ceiling in Delnita.
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M 8. dbra. Csikkarcfalva nyugati homlokzata, 2018.
© GERGELY Csenge
M Fig. 8. The western elevation of the church in Carta, 2018.
© Csenge GERGELY

displaying decoration in the shape of fish
scales were used only at the edges (LANGI
& MIHALY 2004).

We have data also referring to the cof-
fered ceiling of Avramesti from 1681, and
that of Armaseni, also crafted in the 17"
century. Observations made on the roof
of the churches in Cozmeni and Jigodin
allow us to presume that prior to the Ba-
roque vault, a flat ceiling existed above
the nave, perhaps even a coffered ceiling.
(BOTAR 2019, 320.) Scholars have found
evidence of decorative paintings from the
16" and 17'" centuries in Feliceni and Daia
as well, which might be connected to the
crafting of the ceiling.

Starting from the 18" century, floral
decorations were coupled with zoomor-
phic and anthropomorphic figurations in
the apse of the church in Cusmed (1732),
in the nave of the church in Craciunel
(1730), in the nave of the church in Petreni
(1758-1760? — Fig. 3.), in the nave of the
church in Ocland (1771), and in the apse
of the church in Ocland (1786 — LANGI &
MIHALY 2003). In the nave of the church
in Porumbenii Mari the painter of the
coffered ceiling dating from 1788 applied
several geometrical forms and imitations
of various materials, with the aim to cre-
ate the illusion that it is decorated with
more expensive timber or marble. A very
similar style can be observed on the cof-
fered ceiling of the church in Ruganesti
above the nave dating from 1783 (LANGI
& MIHALY 2003).

New vaults rested on internal pillars
were built in the church in Cetatuia, in
the nave of the church in Cozmeni, in the
churches of SAntimbru and Sancriieni, in
the nave of the church in Ciucsangeorgiu,
of the churches in Leliceni and Sanmar-
tin, in the church in Nicolesti (Fig. 5.), in
the nave of the church in Jigodin and that
of Plaiesii de Jos. A semi-circular bohemi-
an vault was built in the church of Meres-
ti (Fig. 4.) and in the church of Plaiesii
de Jos.

W 9. dbra. Csikrdkos oldalhajojdnak déli homlokzata, 2018. © GERGELY Csenge
M Fig. 9. The southern elevation of the aisle of the church in Racu, 2018.
© Csenge GERGELY

Véd6torony épiilt a 17. szdzadban a kovetkezé helységekben: Csatészeg,
Csikkozmas, Csiksomly6, Csikszentmiklés, Homorddszentpéter, Okland,
Székelymuzsna. Homorddszentpéteren és Oklandon a kerit6fal részeként
éplltek a tornyok, mashol a hajé nyugati homlokzata elé helyezték 6Gket.
A mar létez6 tornyokat megerdésitették Bogozben, Csikszentgyorgyon, a had-
jaratban felégetett tornyokban potoltak a fagerendazatot Nagygalambfalvan,
Fels6boldogfalvan és Székelyderzsen. Homorddszentmartonban komplex
védelmi rendszert alakitottak ki az ovélis cinteremfal mentén 6 védétorony-
nyal. Székelyderzs sarokbastyas védéfala is ugyancsak 17. szdzadi. Szintén
a 17. szdzadban alakultak ki Csatészeg, Csikrdkos, Csikszentimre, Csik-
szentgyorgy, Csikszentkiraly, Csikszentmihaly, Homor6dkaracsonyfalva és
Székelyszentlélek jelenlegi kerit6falai. Csikszentmihdlyon és Székelyke-
resztiron a 17. szdzadban atalakitjak a méar 1étez6 védéfalat. Egy kiilonos
eset Csikkarcfalva masodik tornya, amely szintén a templomhaj6é nyuga-
ti homlokzata elé épiilt fel, amelyet aztan a 18. szdzadban le is bontottak
(BOTAR 2019, 311.).

A meglévé harangtornyokat magasitottak. A 18. szdzadban épiiltek nyu-
gati harangtornyok: Bagyban, Csikszentdomokoson, Csikszentkiralyon,
Csikszentmartonban, Csikszentmihalyon, Csikzs6godben, FelsGséfalvan,
Homordédujfaluban, Székelyszentléleken, Székelykeresztaron. Feltételezhe-
téen Szentdemeteren is ekkor épiilt a nyugati harangtorony.

A meglévé harangtornyokat magasitottak Csikdelnén, Csikkarcfalvan,
Csikkozmason, Csikrakoson, Csikszentimrén, Csikszentmikléson, Gyer-
gyoéalfaluban, Gyergyoszarhegyen, Gyergy6szentmikléson, Homorédszent-
martonban és Okldndon (9. dbra). Csikszentmihalyon és Csikszentléleken
a nemrégiben elkésziilt harangtornyokat szintén magasitottak. 18. szazadi
kerit6fal épiilt Csikkozmason és Székelydalyan.

A 19. szazadban 1j harangtorony épilt Csikszentléleken és Székelyda-
lyan. Illetve ismét magasitottdk a tornyokat Csikkarcfalvan (10. abra), Csik-
somlyon, Felséboldogfalvéan, Felsésofalvan, Gyergy6szarhegyen, Homordd-
kardcsonyfalvdn, Homor6dszentpalon, Nagygalambfalvan és Rugonfalvan.
Farcadon a harangtorony részben djjaépult. A feljegyzések alapjan 17. sza-
zadi fa haranglab létezett Csikkozmason, Nagymedeséren és Tordatfalvan.
18. szdzadi harangldbak voltak Csikmenasdgon, Kiismodon és Székely-
szentléleken.

Uj sekrestye épiilt Csikszentkiralyon, Csikzsogodben és Székelyszentléle-
ken a 18. szazadban. Uj, északi sekrestye és északi kapolna, illetve déli kapol-
na épiilt Csikkarcfalvan 1796-1799 kozott. Eszaki kdpolna épiilt Csatészegen
és Csikkozméson a 18. szdzadban. Csikrdkoson ugyanekkor épitettek északi
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W 10. dbra. Okldnd 17. szdzadi, tobbszor magasitott harangtornya, 2019.
© GERGELY Csenge

W Fig. 10. The repeatedly heightened bell tower dating from the 17% century
ofthe church in Ocland, 2019. © Csenge GERGELY

oldalkapolnat és déli mellékhaj6t, majd arkéddos elécsarnokot. Csikszent-
kiralyon és Gyergyéditr6ban nem épitettek északi oldalkapolnat. A 19. szdzad
elején épiilt Csikszentmihaly déli oldalhajéja, és bévitették a sekrestyét nyu-
gati irdnyba. Csatdszegen a sekrestye a 19. szdzadban épiilt Gjja.

A protesténs felekezeti templomok esetében a 17-18. szazadbdl feljegy-
zés van a sekrestyék lebontdsarél Farcadon, Kiismodon. Feltételezhet6en
szintén ekkor bontottédk le a sekrestyéket Bagyban, Enlakén, Farcadon, Fel-
s6éboldogfalvan, Homorddkaracsonyfalvan, Rugonfalvan, Szentdbrahamon,
Székelydalyan és Székelyderzsen. Agyagfalvan és Székelymuzsnén elfalaztak
a sekrestyeajtot, és tarolasra hasznaltak a volt sekrestyét. A 19. szdzadban a
nagygalambfalvi templom sekrestyéjét is tarolohelyiséggé alakitotték at.

Az el6csarnokokat tekintve a 18. szdzadban épiilt Bagy, Csatdszeg, Csik-
kozmaés (11. abra), Csikszentkiraly, Homor6dszentpal és Rugonfalva déli
képortikusza, illetve Csikdelne, Székelyszentlélek és Tordatfalva utélag
lebontott déli portikuszai. Szintén ekkor épiiltek Homorddkaracsonyfalva
déli és nyugati bejarati el6csarnokai a régi faszerkezetl portikuszok helyé-
be. Székelyderzsen is épiilt déli és nyugati képortikusz, amelyeket késébb
ajjaépitettek. Homorddalmason és Oklandon fa el6csarnokokat emlitettek a
déli és nyugati bejaratok el6tt a 18. szazadban. Fels6s6falvan és Szentabra-
hamon is 18. szazadi faportikusz allott ekkoriban. Homor6djanosfalvan déli
faportikuszt emlitettek a 18. szazadban, amelyet 1749 és 1827 kozott k6bosl
épitettek wjja. Feltételezhetéen szintén a 18. szdzadban épilt Csikzsogod
északi portikusza, melynek kiillonos elhelyezkedését a topografiai adott-
sagok indokoljdk. Ugyancsak ekkor késziilhetett el Székelymuzsna északi
portikusza is.
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W 11. dbra. Csikkarcfalva k6zépkori, utélag magasitott harangtornya, 2018.
© GERGELY Csenge

W Fig. 11. The medieval, later heightened bell tower of the church in Carta,
2018. © Csenge GERGELY

In the church of Leliceni, part of a
pilaster had to be removed to make room
for the southern entrance (Fig. 21.). In the
church of Racu, at the aisle, the trimmers
of the barrel vault are aligned in the inte-
rior to the vault of the apse, while on the
outside these are aligned to the windows,
thus the trimmers are placed along differ-
ent axes (Fig. 22.).

The flat ceilings of the churches in
Cristuru Secuiesc and Bisericani indicate
the influence of Classicism.

The arch of the church in Badeni was
demolished at the end of the 18" centu-
ry, those in the churches of Mihaileni,
Porumbenii Mari and Mujna were de-
molished at the beginning of the 19"
century.

In the 18" century, when the nave
was extended in a western direction in
the churches of Carta and Cristuru Se-
cuiesc, Baroque elevations were built,
where the gable has a tripartite division.
In the church of Cristuru Secuiesc, the
bell tower with a western spire with clock
was integrated with the new gable, with
a straight closure at the height of the roof
(Fig. 6.). In the church of Carta the gable
displays curved shapes typical of Baroque
architecture (Fig. 7.).



The southern elevation of the side
nave in the church of Racu applies similar
quoins as those built in the tower; the win-
dows were emphasized by decorative plas-
ter frames, with motifs like shells, flowers
and a sundial, but geometrical plaster dec-
orations are also present (Fig. 8.).

The external elevations of the church-
es in Joseni and Gheorgheni are divided
by lesenes, and the windows are deco-
rated with plaster frames. The western
elevation of the church in Gheorgheni
is partly hidden by the bell tower. The
bottom part of the Baroque gable dis-
plays elliptic spirals, which continue
in a scalloped decoration. In one of the
three niches, the statue of Saint Nicholas
was placed. The porticoes of the church
have similar gables as the western eleva-
tion. The southern portico of the church
in Joseni, decorated with Classicist ge-
ometrical shapes, has more harmonious
proportions.

Defensive towers were built in the 17
century for the churches in the following
settlements: Cetatuia, Cozmeni, Sumuleu,
Nicolesti, Petreni, Ocland, Mujna. In Pe-
treni and Ocland the towers were integrat-
ed into the enclosure wall, while in other
cases they were erected in front of the
western elevation of the nave. The exist-
ing towers were reinforced in Mugeni and
Ciucsangeorgiu; the timber framework
was replaced in towers burnt down during
invasions in Porumbenii Mari, Feliceni
and Darjiu. In Martinis, a complex forti-
fication system was created along the oval
graveyard, with 6 defensive towers. The
defensive wall and the bastion in Darjiu
are also from the 17" century. The pres-
ent-day enclosure walls of the churches in
Cetatuia, Racu, Santimbru, Ciucsangeor-
giu, Sancraieni, Mihdileni, Craciunel and
Bisericani were also built in the 17 cen-
tury. By the churches of Mihdileni and in
Cristuru Secuiesc, the already existing
enclosure walls were rebuilt in the 17"
century. The second tower of the church
in Carta, also built in front of the western
elevation of the nave and demolished in
the 18 century, is a unique case (BOTAR
2019, 311.).

At some churches the existing bell
towers were heightened. During the 18%
century, western bell towers were erected
for the churches in Badeni, SAndominic,
Sancrdieni, Sanmartin, Mihaileni, Jigo-
din, Ocna de Sus, Satu Nou, Bisericani,
and Cristuru Secuiesc. Presumably the
western bell tower of the church in Dumi-
treni was also built in this period.

The existing bell towers were raised
by the churches of Delnita, Carta, Cozmeni,
Racu, Santimbru, Nicolesti, Joseni, Laza-
rea, Gheorgheni, Martinig and Ocland
(Fig. 9.). In Mihaileni and Leliceni, though
they were erected not so long before, the
bell towers had been also heightened.
An enclosure wall was built at the
churches in Cozmeni and Daia in the 18™"
century.

During the 19" century, new bell
towers were built by the churches in
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A 19. szazad elején épiilt Csikszentgyorgy déli oldalhajéja és déli porti-
kusza, illetve Csikszentlélek déli portikusza. Csupén feltételezni lehet azt
is, hogy Agyagfalva déli és nyugati el6csarnokai is 19. szdzadiak.

A déli el6csarnokok homlokzatain el6fordulnak volutds, csipkézett
homlokfalak, illetve korives falfiilkék harmas ismétlédésben Csatdszeg,
Csikkozmas, Csikszentimre, Gyergydalfalu, Gyergydszarhegy, Gyergyo-
szentmikl6s templomaiban. Ehhez hasonlatos Csiksomlyé portikuszanak
diszitése is, viszont itt a bejarat ki van emelve oszlopparral és koztiik ives
parkanyzattal. Valamint szintén csipkézett homlokfala van Homorédujfa-
lu déli bejarati csarnokanak is (12. dbra).

A cinteremfal bejarata Csikkozmason megismétli a portikusz diszeit (13.
abra), Csikmenasagon az ovalis volutdk csak festve vannak. Csitkmindszent

B 12. dbra. Csikkozmds déli portikusza, 2018. © GERGELY Csenge
W Fig. 12. The southern portico of the church in Cozmeni, 2018. © Csenge GERGELY

W 13. dbra. Homorddujfalu déli portikusza, 2022. © GERGELY Csenge
W Fig. 13. The southern portico of the church in Satu Nou, 2022. © Csenge GERGELY
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Leliceni and Daia. In addition, the towers
were raised again at the churches in Carta
(Fig. 10.), Sumuleu, Feliceni, Ocna de Sus,
Lazarea, Craciunel, Sanpaul, Porumbe-
nii Mari and Ruganesti. At the church in
Forteni, the bell tower was partly rebuilt.
According to written sources, timber bel-
fries built in the 17" century existed in
Cozmeni, Medigsoru Mare and Turdeni.
Belfries dating from the 18" century exist-
35 ! . ed in Armageni, Cusmed and Bisericani.
Ainoi1 G L. oYy Tl During the 18" century, new sacristies
3 were built at the churches of Sancriieni,
Jigodin and Bisericani. Between 1796 and
1799, a new northern sacristy and northern
chapel were built to the church in Carta.
A northern chapel was added to the
churches in Cetatuia and Cozmeni during
the 18" century. During the same period,
in the church of Racu, a northern side
chapel and southern aisle, later an arched
portico were built. The communities of
Sancraieni and Ditrau did not build north-
ern side chapels. At the beginning of the
19" century, the church of Mihaileni was
completed with a southern aisle, and its
sacristy was extended in western direc-
tion. In the church of Cetatuia, the sacris-
ty was rebuilt in the 19" century.
Regarding the churches belonging to
és Csikrdkos (14. abra) cintermi el6csarnokai szintén csipkézett homlok- Protestant congregations, we have written

z 7 . a z z . 7 th th i i -
fallal zarulnak, aranyaik azonban talzoak, vonalvezetésiik szabalytalan. g b b 17 o 0™ ety Do

. . . .. dicating that the sacristies of the church-
Homoré6dkardcsonyfalva cintermének portikusza enyhén ivelt homlokfallal es in Fgorgeni e e —

W 14. dbra. Csikkozmds cinteremfaldnak bejdrata, 2018. © GERGELY Csenge
M Fig. 14. The entrance to the graveyard in Cozmeni, 2018. © Csenge GERGELY

zarul, ovélis nyilasa vakolatbél kialakitott keretplasztikdval lett kiemelve. ished. Presumably it was also during this
Felséboldogfalva déli el6csarnoka szintén ivelt homlokfallal rendelkezik, period thaE the.sacrifties. of the c.hurch'-
egyéb diszek nélkil. Farcad cintermi portikusza faszerkezetti, zsindellyel o8 from B adeni, Inlagem’ Forteni, Feli-
, , B ceni, Craciunel, Ruganesti, Avramesti,

fedett és hagymakupolas (15. &bra). Daia and Darjiu were removed. The door
A butorzatokat vizsgalva kidertil, hogy 17. szazadi a csikdelnei, cstkszent- of the sacristy was walled up and the
imrei és a csikzsdgodi féoltar, a csikrakosi mellékoltarok, illetve a gelencei premise was used for storage. During the

. P P . . 19'" century, the sacristy of the church in
nyugati karzat és stallum, a nagygalambfalvi sz6székkorona és a homoré6d- e .

h DA , o L Porumbenii Mari was also transformed
szentmértoni régi szdszék. A 17-18. szdzadban késziiltek belsé butorzatok into a storage room.
Homorddjanosfalvan, Homorédkaracsonyfalvan és Szentdbrahamon. Regarding the entrance halls, the

Tovéabba 18. szazadi Agyagfalva szészékkorondja, tirasztala és éneklészé- southern stone porticoes of the churches

in Bddeni, Cetatuia, Cozmeni (Fig. 11.),
Sancraieni, Sanpaul and Ruganesti, and
the later demolished southern porticoes
of the churches from Delnita, Bisericani
and Turdeni were built in the 18" centu-
ry. During the same period, the porticoes
with a timber structure of the church in
Craciunel were replaced by a southern
and a western portico. In Darjiu as well,
southern and western stone porticoes
were built to the church, and later rebuilt.
In Meresti and Ocland, timber frame
porticoes were mentioned as preceding
the southern and western entrances of
the churches in the 18" century. In that
period, in the churches in Ocna de Sus
and Avramegti timber porticoes existed.
A southern timber frame portico is men-
tioned in the 18™ century at the church
of Tonesti, which was rebuilt from stone
between 1749 and 1827. Presumably the
northern portico of the church in Jigodin
was also built in the 18" century, its un-
usual location being the result of the ge-
ographical conditions. The northern por-
tico of the church in Mujna was probably
also built during this period.

ke, Bogoz trasztala, Csikkarcfalva régi f6oltara, Csiksomlyé harom oltéra,

W 15. dbra. Csikrdkos cinteremfaldnak bejdrata, 2018. © GERGELY Csenge
M Fig. 15. The entrance to the graveyard in Racu, 2018. © Csenge GERGELY
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The southern aisle and southern ves-
tibule of the church in Ciucsdngeorgiu,
respectively the southern porticoes of the
church in Leliceni were built at the be-
ginning of the 19" century. We can only
presume that the southern and western
porticoes of the church in Lutita can be
dated from the 19" century.

The elevations of the examined south-
ern porticoes often include scalloped front
walls with volutes, like at the churches in
Cetatuia, Cozmeni, Joseni, Lizarea, and
Gheorgheni. The portico of the church in
Sumuleu is similarly decorated, but the
entrance is emphasized with a pair of col-
umns connected with an arched cornice.
The church in Satu Nou (Fig. 12.) also has
a scalloped front wall on its southern por-
tico.

The entrance to the graveyard in Coz-
meni repeats the ornaments applied at the
portico of the church (Fig. 13.), while in
the church in Armaseni, the oval volutes
are only painted. The graveyard porti-
coes of the churches in Misentea and
Racu (Fig. 14.) also have scalloped front
walls, but their proportions are exagger-
ated and the lines are irregular. The por-
tico to the graveyard in Craciunel ends
with a slightly arched front wall, its oval
opening being emphasized by decorative
plaster frames. The southern portico of
the church in Feliceni also has an arched
front wall, without any other ornaments.
The portico of the church in Forteni has
a timber structure covered with shingles
and an onion dome (Fig. 15.).

The assessment of the furnishing
shows that the main altars of the church-
es in Delnita, Santimbru and Jigodin,
the side altars of the church in Racu, the
western gallery and stall of the church in
Ghelinta?, the pulpit crown of the church
in Porumbenii Mari, and the old pulpit
of the church in Martinis date from the
17 century. During the 17" and 18" cen-
turies, pieces of furnishing were created
in the churches of Ionesti, Craciunel and
Avramesti.

The following items date from the 18
century: the pulpit crown, the Lord’s ta-
ble and the pastor’s chair in the church
of Lutita, the Lord’s table in the church of
Mugeni, the old main altar in the church
of Carta, the three altars in the church of
Sumuleu, the main altar and pulpit in the
church of Ciucsangeorgiu, the pulpit, pul-
pit crown and Lord’s table in the church
of Inlaceni, the pastor’s chair and Lord’s
table in the church of Feliceni, the pulpit
crown in the church of Meresti, the pulpit
crown and Lord’s table in the church of
Craciunel, the Lord’s table in the church
of Medigoru Mare, and the pulpit of the
church in Ruganesti. The pulpits of the
churches in Séanpaul, Satu Nou and
Cusmed, and the pulpit crown and Lord’s
table in the church of Turdeni are also
from the 18" century. In addition, the pul-
pit and presumably the pulpit crown in

21 In Hungarian: Gelence.
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W 16. dbra. Farcdd cintermi bejdrata, 2018. © GERGELY Csenge
M Fig. 16. The entrance to the graveyard in Forteni, 2018. © Csenge GERGELY

Csikszentgyorgy féoltara és szoszéke, Enlaka szészéke, szoszékkoronaja és
arasztala, Fels6éboldogfalva éneklGszéke és trasztala, Homor6dalmas sz6-
székkoronaja, Homor6dkarédcsonyfalva szészékkoronéja és trasztala, Nagy-
medesér trasztala, valamint Rugonfalva sz6széke. Szintén 18. szdzadiak
Homorédszentpél, Homorédujfalu és Kismod szészékei, Tordatfalva szo-
székkoronaja és trrasztala. Ezek mellett a 18. szazadban késziilt Farcad sz6-
széke és feltételezhetéen szdszékkorondja is.

A székelyderzsi templom iilépadjai és sz6székkoronaja, a fels6bol-
dogfalvi és bagyi templom sz6székei, a homorddjénosfalvi templom sz6-
székkorondja, valamint az oklandi templom szészékkoronéja a 19. szazad
elején késziiltek. Feltételezhetéen ugyanekkor késziiltek el Homordd-
szentpéter, Homorddujfalu, Nagymedesér és Székelykeresztar jelenlegi
szoszékkorondi is. Agyagfalva és Székelymuzsna bttorzata szintén meg-

W 17. dbra. Enlaka keleti karzata, 2018. © GERGELY Csenge
W Fig. 17. The eastern gallery of the church in Inldceni, 2018. © Csenge GERGELY
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M 18. dbra. B6g6z nyugati karzata, 2018. © GERGELY Csenge
M Fig. 18. The western gallery of the church in Mugeni, 2018. © Csenge GERGELY

W 20. dbra. Csikszentmihdly sekrestyeajtaja, 2018.
© GERGELY Csenge

W Fig. 20. The sacristy door of the church in
Mihdileni, 2018. © Csenge GERGELY

W 19. dbra. Csikdelne nyugati karzata, 2018. © GERGELY Csenge
M Fig. 19. The western gallery of the church in Delnita, 2018. © Csenge GERGELY

djult a 19. szdzad folyaméan. Csikkozmas f6oltara és szészéke a 19. szdzad
kozepérdl valé. A 19. szazad vége felé készult Kiismod szdszékkorondja.
Homorédjanosfalvan, ahol a kézépkori templom nagy része érintetleniil
maradt, a batorzat tobbszor lecserélédott a barokk korszak idején, illetve
el6csarnok is épilt.

Enlakan mar a 17. szédzadban elkésziilt a festett nyugati fakarzat, ame-
lyet késébb atalakitottak; a keleti karzat 18. szdzadi (16. abra). Szintén
17. szazadiak voltak Homordédszentmarton és Tordatfalva lebontott nyugati
fakarzatai. Gelence és Székelymuzsna utdlag atfestett nyugati karzatai is a
17. szézadbdl valdk.

Vannak 18. szdzadi feljegyzések nyugati fakarzatrél a kovetkez6 hely-
ségekben: Bagy, Bogoz (17. dbra), Csikmenasag, Csiksomly6, Felsésofalva,
Homorddkaracsonyfalva, Homorédujfalu, Okland, Nagygalambfalva, Nagy-
medesér, Rugonfalva, Szentdbraham és Tordatfalva. Feltételezhetéen Csik-
szentmihaly régi, nyugati fakarzata is a 18. szazad elején késziilt, illetve
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the church of Forteni also date from the
18" century.

The pews and pulpit crown of the
church in Darjiu, the pulpits of the
churches in Feliceni and Badeni, the pul-
pit crowns in the church of Ionegti and
Ocland were made at the beginning of
the 19" century. We can rightly presume
that the pulpit crowns still in use in the
churches of Petreni, Satu Nou, Medigoru
Mare and Cristuru Secuiesc were also
made in this period. The furnishings of
the churches in Lutita and Mujna were
also renewed during the 19 century. The
main altar and pulpit of the churches in
Cozmeni date from the middle of the 19
century. The pulpit crown of the church
in Cugmed was made at the end of the 19"
century. In the church of Ionesti, where
most of the medieval church remained
unaltered, the furnishing was replaced
several times during the Baroque era, and
a portico was also built.

In the church of Inlaceni, the western
painted timber gallery was completed in
the 17™ century and was later transformed;
the eastern gallery dates from the 18" cen-
tury (Fig. 16.). The demolished western
timber galleries in the churches of Martinis
and Turdeni were also from the 17" cen-
tury. The subsequently re-painted western
galleries in the churches of Ghelinta and
Mujna also date from the 17% century.

There are written sources from the 18"
century regarding the existence of west-
ern timber galleries in the churches of the
following settlements: Badeni, Mugeni
(Fig. 17.), Armageni, Sumuleu, Ocna de
Sus, Craciunel, Satu Nou, Ocland, Porum-
benii Mari, Medisoru Mare, Ruganesti,
Avramesti and Turdeni. Presumably the
old, western timber gallery of the church
in Mihaileni, respectively the western
stone gallery of the church in Misentea,
and the western and eastern timber galler-



M 21. dbra. Homorddujfalu dtfestett ajtaja a karza-
ton, 2022. © GERGELY Csenge

M Fig. 21. The repainted door of the gallery of the
church in Satu Nou, 2022. © Csenge GERGELY

ies of the churches Sanpaul and Petreni
were also created at the beginning of the
18 century.

Western stone galleries were built in
the 18% century in the churches of Del-
nita (Fig. 18.), Cozmeni, Racu, Sanmartin,
Leliceni, Cristuru Secuiesc and Biseri-
cani. In the churches of Lutita, Mugeni,
Porumbenii Mari and Turdeni, a timber
gallery placed on the eastern wall existed
in the 18" century.

M 22, dbra. Csikszentlélek déli bejdrata a bemetszett

pilaszter mellett, 2018. © GERGELY Csenge

M Fig. 22. The southern entrance near the pilaster,
from which a part was removed, of the church in
Leliceni, 2018. © Csenge GERGELY
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Csikmindszent nyugati kékarzata, valamint Homor6dszentpal és Homordd-
szentpéter nyugati és keleti fakarzatai is.

Nyugati kékarzatok épiiltek a 18. szdzadban Csikdelnén (18. abra), Csik-
kozmaéason, Csikrdkoson, Csikszentmartonban, Csikszentléleken, Széke-
lykeresztaron és Székelyszentléleken. Keleti oldalra épitett, fabdl késziilt
karzat 1étezett a 18. szdzadban Agyagfalvan, Bogozben, Nagygalambfalvan
és Tordatfalvan.

Székelyderzs keleti orgonakarzata a 19. szdzad elején épult. Felséboldog-
falva keleti és nyugati fakarzatai is a 19. szazad elején késziiltek. Csikszent-
mihaly 4j, nyugati kékarzata a 19. szazad elején késziilt. Feltételezhetéen
19. szazadi Csikmenasag ma is meglévé nyugati kékarzata.

A nyilaszardkat tekintve Csikszentmihaly sekrestyeajtaja a 17-18. sza-
zadban késziilhetett (19. abra). A bejérati ajtészarnyak koziil a 18. szé-
zadban késziilt Felséboldogfalva déli, Enlaka déli, Nagygalambfalva déli,
Okland régi nyugati, Rugonfalva déli, Székelyderzs nyugati (?), Székely-
muzsna északi ajtaja. Szintén a 18. szazad végén vagy a 19. szazad elején
késziillt Homorédkardcsonyfalva restauralt déli ajtaja és Homor6dszentpéter
atfestett nyugati ajtaja.

A 19. szazadbdl val6 Agyagfalva déli ajtaja, Csikszentimre déli ajtaja,
Homoro6dalmas déli ajtaja atfestve, Homorodujfalu karzati ajtaja atfestve
(20. 4bra), Nagymedesér déli ajtaja, valamint Szentdbraham déli és nyugati
atfestett ajtoi.

Kovetkeztetések

B A templomok barokk korstilushoz kothetd atalakitdsai a 18. szazad
masodik felétd]l kezd6dGen egészen a 19. szdzad masodik feléig valosul-
tak meg. A vizsgélt régiéban a rémai katolikus templomok 4talakitasai
idében par évtizeddel el6zték meg a protestans egyhazak atépitéseit. Ez
az id6beni eltol6das részben magyarézhaté a tiirelmi rendelet életbelépé-
sével, amelynek hatdsara megindulhatott az épitkezési hullam a protes-
tans egyhézaknal is.

A megfigyelések alapjan vannak olyan atalakitdsok, amelyek egyhaz-
t6l fiiggetleniil jellemzéek erre a korszakra. Uj harangtornyok épitése vagy
a meglévs tornyok magasitdsa altalanos jelenségnek szamitott ekkoriban.
A védelmi szerep megszlinésével a harangtorony tovébbra is referencia-

W 23. dbra. Csikrdkos oldalhajéjdnak boltozata, 2018. © GERGELY Csenge
M Fig. 23. The vault of the aisle of the church in Racu, 2018. © Csenge GERGELY
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pontnak szamfitott, a harangozas maga pedig a helyi id6szamitas egyik kel-
léke maradt.

A déli el6csarnokokat is felekezeti hovatartozastoél fiiggetleniil alkalmaz-
tak a bejaratok védelmére.

A nyugati karzatok épitése szintén jellemzé mind a rémai katolikus,
mind a protestans egyhéazak esetében. A megvaldsitast tekintve a rémai ka-
tolikus templomokban rendszerint kékarzat épiilt, amelyen helyet kapott az
orgona. A protestans egyhazakban tilnyomérészt fakarzatok késziiltek, az
orgona pedig rendszerint az Gj, keleti karzatra épiilt.

A romai katolikus egyhazakban elvégzett egyéb étalakitasok igazodnak
az ellenreformécio altal meghirdetett elvekhez. ij , boltozott tereket hoztak
létre, oldalkapolnédkat vagy mellékoltarokat alakitottak ki. A belsé terek di-
szitettségérél kevesebb informécié 4ll rendelkezésre, az alkalmazott profi-
lok, illetve stukkédiszek azonban a klasszicizmus hatasarél tantiskodnak.

A protestans egyhézak puritdnabb bels6it rendszerint a kazettds meny-
nyezet uralta. Az Gjjaépiilt és boltozott templomok esetében a diszitémoti-
vumok a késé barokk formavilagat, valamint a klasszicizmus hatésat szem-
1éltetik.

Ugyanakkor megfigyelhet6 az is, hogy szdmos esetben meg6rizték a goti-
ka idejébdl fennmaradt boltozatokat, mérmiives ablakokat vagy portalékat.
A boltozatok megérzése arra enged kovetkeztetni, hogy szakmai értelem
hidnyaban foloslegesnek itélték lebontani azt, ami épségben megmaradt.
A faragott ablak- és ajtékeretek meg6rzése talan szintén hasonlé okokbdl
tortént. A gazdagabb helységek a teljes templomot Gjjaépitették.

Felmertil a kérdés, hogy Fels6s6falvan, Homorédujfaluban és Nagy-
medeséren miért épitették be a kozépkori, kébdl faragott ajtékereteket?
Az egyik lehetséges vélasz, hogy talan az wGjjaépités csak részleges volt,
és helyenként meghagytak a kozépkori falakat. Ez a megkozelités egyediil
Homordéddijfalu esetében allna meg a helyét, mivel ott nem torténtek ré-
gészeti vagy falkutatasok. Felséséfalvan a kozépkori templom teljes egé-
szében a mai templom belsejében helyezkedik el, igy a pélcatagos déli
bejarat, illetve a cstcsives, hengertagos, nyugati ajtokeret nem az eredeti
pozicibjaban taldlhat6. Nagymedeséren a toronyaljban elhelyezett félko-
rives, kés6 gotikus ajtékeret is masodlagos poziciéban taldlhaté. A méso-
dik lehetséges vélasz, hogy egyszertibb volt felhasznélni egy rendelkezés-
re 4ll6 ajtékeretet, mint Gjat rendelni. Talsagosan korai lenne feltételezni
a romantika hatdsait, hiszen Tordatfalva esetében az ajtékereteket a sz6-
szék 1épcsbjeként hasznositottak Gjra, ami azt tdmasztja ala, hogy nem az
épitészettorténet egy fontos emlékeként tekintettek rd, hanem felhaszné-
landé épit6anyagként.
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The eastern gallery with organ of the
church in Darjiu was built at the begin-
ning of the 19" century. The eastern and
western timber galleries of the church in
Feliceni were also built at the beginning
of the 19' century. It was also during that
period that the new, western stone gallery
in the church of Mihdileni was built. Pre-
sumably the western stone gallery still
existing today in the church of Armaseni
was built in the 19" century.

Regarding openings, the sacristy door
of the church in Mihaileni was made dur-
ing the 17" and 18" centuries (Fig. 19.).
Regarding the entrance door wings: the
southern entrance of the church in Feli-
ceni, the southern door of the church in
Inlaceni, the southern door of the church
in Porumbenii Mari, the old western
door of the church in Ocland, the south-
ern door of the church in Ruganesti, the
western (?) door of the church in DAarjiu,
and the northern door of the church in
Mujna were made in the 18" century. The
restored southern door of the church in
Craciunel and the repainted western door
of the church in Petreni were also made at
the end of the 18" century or at the begin-
ning of the 19" century.

The southern door of the church in
Lutita, the southern door of the church in
Santimbru, the repainted southern door of
the church in Meresti, the repainted gal-
lery door of the church in Satu Nou (Fig.
20.), the southern door of the church in
Medisoru Mare, and the repainted south-
ern and western doors of the church in
Avramesti date from the 19" century.

Conclusions

B The transformations of churches re-
vealing features of Baroque architecture
were carried out from the second part of
the 18" century until the second part of
the 19" century. In the examined region,
the transformations of Roman Catholic
churches preceded with a few decades
those carried out on Protestant churches.
This time difference can be partly ex-
plained by the late release of the Patent
of Toleration, which made a wave of con-
struction within the Protestant churches
possible as well.

Research shows that there were re-
constructions which were typical of this
era, irrespective of the implementing con-
gregation. The construction of new bell
towers or the heightening of the existing
ones were typical in this period. Though
it lost its defensive function, the bell tow-
er was still considered a landmark, and
the chime itself still remained a local
tool of time measurement. The southern
porticoes were also used, irrespective of
congregation, for the protection of the en-
trances.

The building of western galleries is
also typical for both the Roman Catho-
lic and Protestant churches. In Roman
Catholic churches, the gallery was usual-
ly built of stone, and hosted the organ. In
Protestant churches mainly timber galler-



ies were built, and the organ was usually
placed in the new, eastern gallery.

Other transformations carried out in
Roman Catholic churches conform to the
principles announced by the Counter-Ref-
ormation. New, vaulted spaces were cre-
ated, with side chapels or side altars. We
have less information available regard-
ing the ornaments applied in the interior
spaces, but the applied profiles and stuc-
cos indicate the influence of Classicist ar-
chitecture.

The typically rather plain interiors of
Protestant churches were dominated by
coffered ceilings. In case of rebuilt and
vaulted churches, the ornaments display
the influence of the late-Baroque and
Classicist architectural styles.

Nevertheless, it can also be observed
that in many cases the vaults, tracery win-
dows and portals dating from the Gothic
period were preserved. The preservation
of the vaults allows us to conclude that
in lack of professional know-how, they
considered that it would be superfluous
to demolish whatever was preserved in-
tact. The carved window and door frames
were perhaps kept for the same reasons.
Wealthier settlements reconstructed their
entire church.

The question remains, why were me-
diaeval, stone door frames built in the
churches of Ocna de Sus, Satu Nou and
Medisoru Mare. One of the possible an-
swers is that perhaps the reconstruction
was only partial, and in certain locations
the mediaeval walls were preserved. This
presumption can be validated only in the
case of the church of Satu Nou, since no
archaeological research or building ar-
chaeology research was carried out there.
In Ocna de Sus, the mediaeval church is
located entirely inside the actual church,
thus the southern entrance with mould-
ings, and the arched western door frame
with cylindrical mouldings are not in
their original locations. In Medigsoru Mare
the semi-circular late-Gothic door frame
found at the bottom of the tower is also
in a secondary location. Another possible
answer is that it was easier to use an avail-
able door frame than to commission a new
one. It would be much too early to pre-
sume the influence of Romanticism, since
in the case of Turdeni, the door frames
were reused in the stairs of the pulpit,
this fact confirming that the builders did
not consider these as significant values in
the history of architecture, but as reusable
building materials.
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B Augusto ROCA DE AMICIS'

The Renovation of Roman Basilicas

in the Seventeenth Century
and the Problem of BORROMINI
as “Restorer”

B Abstract: The essay aims to explore the renovation that BORROMINI car-
ried out in St. John Lateran (1646-1650), the first basilica commissioned by
Constantine and the Cathedral of Rome. For a long time, this work enjoyed
little consideration because of the limitations that BORROMINI had to take
into account. But these limits are actually the result of a long debate and new
conservative criteria that start from the controversy that followed the destruc-
tion (in 1605) of what remained of St. Peter’s Basilica. And these controversies
generated in the following decades a new attitude towards Christian antiquity,
passing through successive stages: from the renovation of St. Sebastian Out-
side the Walls, to that of St. Chrysogonus, to the highly conscious interventions
promoted by Cardinal Francesco BARBERINI for the Leonian Triclinium. A
critical and operational path at the end of which BORROMINI marks new lev-
els of quality that make us understand the otherness of the past and prepares
creative solutions that mark a fundamental stage in his evolution.

B Keywords: BORROMINI, restoration, culture of the counter-reforma-
tion, roman basilicas, St. John Lateran

B Critical thought of key architect of the Roman, Italian and international
Baroque, Francesco BORROMINI (1599-1667) conveyed, until a few decades
ago, an aura of misunderstood genius, strengthened by that suicide which
would suggest a tragic sense in his trajectory. But if a growing coldness in his
clients and contemporaries characterised his last years, the same cannot be
said of his extraordinary career which culminated in the renovation of the
cathedral of Rome, San Giovanni in Laterano (Fig. 1). This is not the most
famous of BORROMINT’s undertakings, despite being the most important
commission that could be entrusted to an architect at that time, compara-
ble only to the construction of the new St. Peter’s in the Renaissance. But
what was created in San Pietro in over a century, with architects such as
Bramante, Raphael, Sangallo, Michelangelo, and Maderno, was achieved in
San Giovanni in Laterano by BORROMINI alone in four years, starting from
1646 and just in time for the celebration of the Holy Year 1650. This work,
considered with distrust by an idealistic art history, is exemplary precisely
because of what appeared to be its limits, that is, acting in a very constraining
and limited context. But these constraints are the result of a profound histor-

1 Professor in History of Architecture at Sapienza University of Rome, Italy.

2 For the subject and different notations in the next pages send to Augusto ROCA DE AMI-
CIS, L'opera di Borromini in San Giovanni in Laterano: gli anni della fabbrica (1646-1650)
/The Work of Borromini in San John Lateran: The Building Years (1646-1650) (Roma, 1995).
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Renovarea bazilicilor
romane in secolul

al XVlI-lea si problema
BORROMINI ca,restaurator”

B Rezumat: Studiul incearcd o aprofun-
dare a restaurarii pe care BORROMINI o
intreprinde in interiorul bisericii Sf. Ioan
din Lateran (1646-1650), prima bazilica
comandata de Constantin gi Catedrald a
Romei. Mult timp aceastd operd nu a fost
privita la valoarea ei datorita limitelor de
care trebuia sd tind cont BORROMINI. Insd
aceste limite sunt in realitate rezultatul
unei lungi dezbateri si a noilor criterii con-
servatoare care pornesc de la polemicile ce
urmeaza distrugerii (din 1605) a ceea ce
mai exista din bazilica Sf. Petru. Iar aceste
polemici au generat in deceniile urmatoare
o noud atitudine in confruntdrile antichi-
tatii crestine, trecand prin etape succesive:
de la restaurarea de la San Sebastian In
Afara Zidurilor, la cele de la Sf. Crisogonus,
pana la interventiile foarte lucide promo-
vate de cardinalul Francesco BARBERINI
la Tricliniul Leonin. Un parcurs critic gi
operational la sfarsitul caruia BORROMINI
atinge un nou nivel calitativ, care ne face
sa intelegem alteritatea trecutului si pre-
gateste solutii creatoare care marcheaza o
etapd fundamentald in evolutia sa.

B Cuvinte cheie: BORROMINI, restaurare,
cultura contrareformei, bazilici romane,
Sf. Ioan in Lateran

B Arhitect cheie al barocului roman, itali-
an i international, Francesco BORROMINI
(1599-1667) a avut pana acum cateva dece-
nii, in aprecierea criticii, o aurd de geniu
neinteles, intdritd de sinuciderea care va
da un sens tragic destinului sau. Dar daca
o rdceald crescanda din partea patronilor
si contemporanilor i-a caracterizat ultimii
ani, nu se poate spune acelagi lucru des-
pre cariera sa extraordinara, care a culmi-
nat cu renovarea catedralei din Roma, Sf.
Ioan din Lateran (Fig. 1). Aceasta nu este
cea mai cunoscuta dintre intreprinderile
lui BORROMINI, desi a fost cea mai impor-
tantd comanda care putea fi incredintatd
unui arhitect la acea vreme, comparabila

1 Profesor de istorie a arhitecturii la Universita-
tea Sapienza din Roma, Italia.



doar cu constructia noului Sf. Petru in Re-
nagtere. Dar ceea ce a fost construit la Sf.
Petru in peste un secol, cu arhitecti precum
Bramante, Rafael, Sangallo, Michelangelo,
Maderno, a fost construit la Sf. Ioan Late-
ran numai de BORROMINI in patru ani,
incepand din 1646 si exact la timp pentru
celebrarea Anului Sfant 1650. Aceasta
lucrare, privita cu suspiciune de o istorie
idealista a artei, este exemplara tocmai din
cauza a ceea ce pareau a fi limitarile sale,
si anume actionand intr-un context foarte
constringator si limitat. Dar aceste con-
stringeri sunt rezultatul unui profund pro-
ces istoric, pentru ca odata cu renovarea se
deschide un drum lung care duce pana in
zilele noastre si la conceptul de restaurare
in sensul modern, chiar dacad acest carac-
ter nu apare astazi evident la prima vedere.
Din acest motiv, este necesar sa se faca o
introducere lungd, care implica multe ba-
zilici romane paleocrestine si medievale.
Dar trebuie sa pornim mereu de la Bazilica
Sfantul Petru.

Suntem in 1605 si decizia Papei Paul
al V-lea BORGHESE (1605-1621) de a de-
mola partea corpului longitudinal al ve-
chiului Sf. Petru care sta inca in picioare
este deja o afacere incheiata.? In acei ani,
partea longitudinala construita de impa-
ratul Constantin exista incd partial. La
capatul navelor antice se afla un zid des-
partitor, iar in spatele unui portal se afla
partea centrald, asa cum a fost concepu-
ta de Michelangelo si complet finalizata
(Fig. 2). Conform gustului de astazi am
putea spune ca acest amestec de antic si
modern ar fi fost de-a dreptul fascinant;
cu toate acestea, la acea vreme, sentimen-
tul lucrului neterminat a prevalat si a fost
necesar sa se continue cu finalizarea pe
care o cunoagtem. Dar se ridica o singu-
ra voce, aceea a cardinalului Cesare BA-
RONIO, si isi exprima intregul dezacord
— acriter et religiose repugnavit — opozitie
fata de distrugerea altaria illa verenda, illi
lateris, illae columnae, illa marmora ac re-
liquias tantae molis proruendae. Nu a fost
o izbucnire emotionald, ci o manifestare
clara a ideilor lui BARONIO. Acesta era un
eminent istoric al bisericii, al legitimitatii
sale istorice si al puterii sale temporale,
impotriva criticii protestante exprimate
in secolele Magdeburg.* Pentru istoriogra-

2 Pentru subiect si diverse note din paginile
urmatoare, va rugdm sa consultati:Augusto
ROCA DE AMICIS, L’opera di Borromini in
San Giovanni in Laterano: gli anni della fab-
brica (1646-1650) /The Work of Borromini in
San John Lateran: The Building Years (1646-
1650) (Roma, 1995).

3 Pentru aprecierile ce urmeaza in continuare
aici, a se vedea si Augusto ROCA DE AMICIS,
“Rinnovare le basiliche romane, prima e dopo
San Giovanni in Laterano/ Renovating the
Roman Basilicas, before and after San John
Lateran,” in Alla moderna: antiche chiese e
rifacimenti barocchi; una prospettiva europea/
Moderwise: Ancient Churches and Baroque
Makeovers, a European Perspective, eds. Au-
gustus ROCA DE AMICIS si Claudio VARAG-
NOLI (Roma: Edizioni Artemide, 2015) 45-67.

4 A se vedea: Romeo DE MAIO, Luigi GULIA si
Aldo MAZZACANE (in the care of), Baronio
storico e la controriforma | Historical Baronio
and the Counterreformation (Sora: Centro di
Studi Sorani “Vincenzo Patriarca”, 1982).
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W Fig. 1. Archbasilica of Saint John Lateran, the central nave, facing to the counterfacade, Rome, Italy.
© Wikimedia Commons

W Fig. 1. Bazilica Sfantul loan din Lateran, nava centrald cu vedere la contrafatadd, Roma, Italia. ©
Wikimedia Commons

ical process, because with this renovation a long road opens up that leads to
us and to the concept of restoration as understood in a modern way, even if
this character does not appear evident at first sight today. For this we need to
make a long introduction, which involves many early Christian and medieval
Roman basilicas. But we must always start from St. Peter’s Basilica.

We are in 1605 and the decision of Pope Paul V Borghese (1605-1621) to
demolish the still existing part of the longitudinal body of the ancient St.
Peter’s was now a done deal.® In those years the longitudinal part built by
Emperor Constantine still existed in part. At the end of the ancient naves
there was a separating wall and behind a portal there was the central part
as conceived by Michelangelo and perfectly completed (Fig. 2). With to-

3 For the considerations expressed in the following, see also Augusto ROCA DE AMI-
CIS, “Rinnovare le basiliche romane, prima e dopo San Giovanni in Laterano/ Renovat-
ing the Roman Basilicas, before and after San John Lateran,” in Alla moderna: antiche
chiese e rifacimenti barocchi; una prospettiva europea/ Moderwise: Ancient Churches
and Baroque Makeovers, a European Perspective, eds. Augustus ROCA DE AMICIS and
Claudio VARAGNOLI (Roma: Edizioni Artemide, 2015) 45-67.
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W Fig. 2. Saint Peter’s Basilica, the surviving side of the Constantinian facade and, in the background,
the dividing wall with the access to the modern church, in the manuscript of Giacomo GRIMALDI. ©
in G. GRIMALDI, R. NIGGL, Descrizione dell’antica basilica di S. Pietro in Vaticano: Codice Barberini
latino 2733, Citta del Vaticano 1972

W Fig. 2. Bazilica Sf. Petru, partea care a supravietuit a navei constantiniene este, in fond, zidul despdrtitor
cu accesul la biserica modernd, in manuscrisul lui Giacomo GRIMALDI. © in G. GRIMALDI, R. NIGGL, De-
scrizione dell’antica basilica di S. Pietro in Vaticano: Codice Barberini latino 2733, Citta del Vaticano
1972
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day’s taste we could say that this mixture of ancient and modern would
have had an extraordinary charm; however, at the time the feeling of the
unfinished prevailed and it was imperative to proceed with the comple-
tion we know. But the voice of Cardinal Cesare BARONIO, that- “acriter
et religiose repugnavit” —; rises in all his opposition to destroying altaria
illa tenerda, illi lateris, illae columnae, illa marmora ac reliquias tantoe
molis proruendae. It was not an emotional outburst but a clear manifes-
tation of BARONIO’s ideas. He was an eminent historian of the church,
of its historical legitimacy and its temporal power, against the Protestant
criticism expressed in the Magdeburg Centuries.* For BARONIO’s histori-
ography, alongside written and epigraphic sources, material evidence and
monuments of the origins of Christianity occupied a primary place. Thus,
a trend was inaugurated, which, from the study of what the Dominican
Alfonso CHACON called monumenta religionis, would lead, at the end
of the 17™ century, to works such as La Istoria universale provata con
monumenti by Francesco BIANCHINI;® a path that develops with constant
attention to what would later be called material culture.

For BARONIO the material vestiges of early Christianity, starting with
churches, had therefore a primarily testimonial value; they certainly
could be renewed, in line with the medieval motto Ecclesia semper reno-
vanda. But under the new guise, the ancient monument had to remain in
its materiality and overall configuration: BARONIO’s interest was in fact
of a symbolic and testimonial, rather than an aesthetic nature, and what
really mattered was not the forms but the consubstantiality between old
and new, therefore, the matter. But a complete destruction, especially of
Constantinian St. Peter’s, so profoundly linked to the theme of translatio
imperii, i.e. the devolution of temporal power from the Empire to the Pa-
pacy, at the centre of the Protestant controversy, must have sounded like
a severing of the very historical roots of the Church. Since then a group,
increasingly less of a minority, of religious men, erudites and scholars
of Christian antiquity, has developed the awareness that such an event
should never happen again, and many renovations of churches between
the 16% and 17" centuries were to demonstrate that it could be done dif-
ferently.

We can see a significant example of this more cautious way of renovat-
ing a church in San Crisogono, founded in the 12%® century® (Fig. 3). The
Roman Middle Ages shows a strong continuity with the ancient basili-
cas also because columns and capitals from ancient Rome were reused.
Demanded by Scipione BORGHESE, titular cardinal, starting from 1618
and designed by Giovanni Battista SORIA, the renovation works present
in an exemplary way all the main characteristics in use in those years:
a coffered ceiling, replacing a probable trussed roof, with a representa-
tional force equal to the cost, with macroscopic coffered patterns that en-
hance its visual impact; a substantial remodelling of the clerestory area,
strengthening the thinner medieval walls to support the ceiling and re-
placing the ancient windows with large quadrangular openings decorated
in a modern way; the unification of the capitals through chiselling and
stucco, and the consequent regulation of the aisle scanning; the essentially
conservative treatment of the medieval floor. The mark left by the client,

4 Romeo DE MAIO, Luigi GULIA and Aldo MAZZACANE (in the care of), Baronio storico
e la controriforma / Historical Baronio and the Counterreformation (Sora: Centro di Stu-
di Sorani “Vincenzo Patriarca”, 1982).

5 Francesco BIANCHINI, La istoria universale provata con monumenti e figurata con sim-
boli degli antichi / Universal History Demonstrated with Monuments and Exemplified with
Symbols of the Ancients (Roma, 1967) apud Valentin KOCKEL and Brigitte SOLCH, Fran-
cesco Bianchini und di Europdische Gelehrte Welt um 1700, (Berlin: de Gruyter, 2005).

6 Michael HILL, “The Patronage of a Disenfranchised Nephew: Cardinal Scipione Bor-
ghese and the Restoration of San Crisogono in Rome, 1618-1628,” Journal of the Society
of Architectural Historians 60 (2001): 432-449.
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fia lui BARONIO, alaturi de sursele scrise
si epigrafice, dovezile materiale si mo-
numentele originilor crestinismului au
ocupat un loc primordial. Astfel a inceput
o tendinta care, din studiul a ceea ce do-
minicanul Alfonso CHACON numea mo-
numenta religionis, va ajunge, la sfargitul
secolului al XVII-lea, la lucrari precum La
Istoria universale provata con monumenti
de Francesco BIANCHINI;® o cale care se
desfagoara in atentie constanta la ceea ce
mai tirziu se va numi cultura materiala.

Pentru BARONIO, vestigiile materiale
ale crestinismului timpuriu, incepand cu
bisericile, aveau deci o valoare primara
de marturie; desigur, ele puteau fi reinno-
ite, in conformitate cu motto-ul medieval
Ecclesia semper renovanda. Dar, sub noua
infatisare, monumentul antic trebuia sa
ramand in materialitatea sa si in configu-
ratia sa generala: interesul lui BARONIO
era, de fapt, de natura simbolica si tes-
timoniald cu mult inainte de a fi estetica si
ceea ce conta cu adevarat nu erau formele,
ci consubstantialitatea dintre vechi si nou
si, prin urmare, materia. Dar o distruge-
re completd, cu atat mai mult a Sfantului
Petru al lui Constantin, atdt de profund
legata de tema translatio imperii, adica de
transferul puterii temporale a Imperiului
catre papalitate, in centrul polemicii pro-
testante, trebuie sa fi sunat ca o taiere a
radacinilor istorice proprii ale Bisericii.
De atunci, un grup, din ce in ce mai putin
minoritar, de calugari, carturari, iubitori
ai antichitatii crestine, s-a migcat cu con-
stiinta faptului ca un astfel de fapt nu ar
trebui sa se repete niciodata gi multe re-
novari ale bisericilor de la inceputul se-
colelor al XVI-lea gi al XVII-lea au aratat
ca este posibil sa se actioneze intr-un mod
diferit.

Putem vedea un exemplu semnificativ
al acestui mod mai prudent de renovare
a unei biserici la San Crisogono, fondata
in secolul al XII-lea® (Fig. 3). Evul Mediu
roman arata o continuitate puternica cu
bazilicile antice si pentru ca coloanele
si capitelurile Romei antice au fost refo-
losite. Comandate de Scipione BORGHE-
SE, cardinal titular, incepand din 1618
dupa un proiect al lui Giovanni Battista
SORIA, lucrarile de renovare prezinta in-
tr-un mod exemplar toate caracteristicile
principale utilizate in acei ani: tavan ca-
setat, inlocuind probabil un acoperig cu
ferme, cu o forta reprezentativa egala cu
cheltuielile, cu texturi macroscopice de
casetare care 1i accentueaza impactul vi-
zual; remodelare substantiald a zonei cle-
ristoriului, consolidand peretii medievali
mai subtiri pentru a sustine tavanul si

5 Francesco BIANCHINI, La istoria universale
provata con monumenti e figurata con simboli
degli antichi / Universal History Demonstrated
with Monuments and Exemplified with Sym-
bols of the Ancients (Roma, 1967) apud Val-
entin KOCKEL si Brigitte SOLCH, Francesco
Bianchini und di Europdische Gelehrte Welt
um 1700, (Berlin: de Gruyter, 2005).

6 Michael HILL, “The Patronage of a Disenfran-
chised Nephew: Cardinal Scipione Borghese
and the Restoration of San Crisogono in Rome,
1618-1628,” Journal of the Society of Architec-
tural Historians 60 (2001): 432-449.
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M Fig. 3. Basilica of Saint Chrysogonus, interior, Rome, Italy. © Wikimedia Commons
W Fig. 3. Bazilica Sfantul Hrisogon, interior, Roma, Italia. © Wikimedia Commons

inlocuind ferestrele antice cu deschideri
mari patrulatere, cu decoratiuni moderne;
unificarea capitelurilor prin daltuire si
stuc si ajustarea in consecinta a distante-
lor din naos; tratamentul substantial con-
servator al podelei medievale. Amprenta
lasata de client, care se manifestd mai ales
la plafon, da nagtere unui raport de emu-
latie intre cardinalii titulari ai bazilicilor
medievale; de exemplu, acest plafon este
un raspuns la cel pe care cardinalul Al-
dobrandini l-a creat cu doar un an mai de-
vreme la Santa Maria in Trastevere, o alta
biserica medievala, creat dupa un proiect
al pictorului Domenichino si caracterizat
prin prevalenta diagonalelor, aranjate di-
namic si cu virtuozitate. (Fig. 4)

Dar singura biserica care, cu suiguri
si cobordsuri de-a lungul secolelor, putea
concura cu bazilica Vaticanului a fost cea
Laterana, Catedrala Romei, prima cladire
sacrd constantiniana si arhetipul tuturor
bisericilor viitoare — din acest motiv numita
»arhibazilica”, adica arhetipul fiecarei bazi-
lici viitoare — legatd mai mult decat oricare
de legitimitatea episcopului Romei ca mos-
tenitor al Imperiului; si tocmai complexul
Lateran avea sd devinad cel mai important
laborator pentru un mod de operare diferit
si din ce in ce mai congtient.

Sa aruncam o prima privire la cum
arata Bazilica Laterana inainte de BORRO-
MINI (Fig. 5). Bazilica avea cinci nave, ca
cea a Sfantului Petru, dar prezenta o ima-
gine substantial incompleta, spre deose-
bire de, de fapt, navele de la Sf. Petru. in
secolul al XIV-lea, majoritatea coloanelor
au fost inlocuite cu stalpi octogonali, mai
scurti, din caramida, cu spatii putin mai
inguste pentru a facilita inlocuirea (Fig.
6). Planurile pe care le-am desenat mi-au
permis sa inteleg cum arata elevatia navei
centrale si putem vedea coexistenta diso-

M Fig. 4. Saint Mary in Trastevere, interior with the
ceiling foregrounded, © Wikimedia Commons

B Fig. 4. Sfanta Maria in Trastevere, interiorul cu
plafonul evidentiat. © Wikimedia Commons

which is manifested above all on the ceiling, gives rise to a relationship of
emulation between cardinals in charge of medieval basilicas; for example,
this ceiling is a response to the one that Cardinal ALDOBRANDINI had
created only a year earlier in Santa Maria in Trastevere, another medieval
church, created based on a design by the painter Domenichino and char-
acterised by the virtuosic and dynamic prevalence of diagonals (Fig. 4).

But the only church which, with various events over the centuries,
could compete with the Vatican basilica was the Lateran one, the Cathe-
dral of Rome, the first sacred Constantinian building and archetype of all
future churches - for this reason called “archbasilica”, that is, archetype of
every future basilica —, linked more than any other to the legitimation of
the Bishop of Rome as heir of the Empire; and the Lateran complex itself
would become the most relevant laboratory for a different and increasing-
ly conscious way of operating.

Let us take a first look at what the Lateran Basilica looked like be-
fore BORROMINI (Fig. 5). The Basilica had five naves, like St. Peter’s, but

W Fig. 5. Francesco Borromini and his disciples, relief of the ancient St. John Lateran Basilica, plan (Vi-
enna, Albertina, Az Rom 374). © Wien, Graphische Sammlung Albertina

W Fig. 5. Francesco Borromini si discipoli, relief din vechea biserica din Sf. loan in Lateran, plan (Viena,
Albertina, Az ROM 374). © Wien, Graphische Sammlung Albertina
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M Fig. 6. Francesco RIGHI and disciples of BORROMINI, elevation of the left side of the major nave by the transept, with the aspect of the basilica before BORROMINI's

intervention (Berlin, Kunstbibliothek, Hdz 4467). © Berlin, Kunstbibliothek

B Fig. 6. Francesco RIGHI si discipoli ai lui BORROMINI, releveu al pdrtii stdngi a navei majore in apropierea transeptului, cu aspectul bazilicii laterane inainte de

interventia lui BORROMINI (Berlin, Kunstbibliothek, HDZ 4467). © Berlin, Kunstbibliothek

M Fig. 7. Reconstruction of the central nave of the Lateran Basilica before BORROMINI’s intervention. © Augusto ROCA DE AMICIS
M Fig. 7. Reconstructie a navei centrale a bazilicii lateraneze inainte de interventia lui BORROMINI. © Augusto ROCA DE AMICIS

showed a substantial incompleteness of image unlike the very naves of St.
Peter’s. During the 14™ century, most of the columns had been replaced by
lower, octagonal brick pillars, with slightly narrower spacing to facilitate
replacement (Fig. 6). The drawn plans allowed me to understand what the
elevation of the central nave was and we can see the dissonant co-pres-
ence of columns and pillars supporting the walls (Fig. 7) and a valuable
ceiling created in the 16" century by Daniele da Volterra, a student of
Michelangelo.” The side naves were punctuated by thin columns of fine
green marble, mostly preserved, always taken from who knows what Ro-
man monument. The transept had, however, been renovated less than half
a century earlier, for the Holy Year 1600, and it would have been utopian
and uneconomical to think of destroying it.

Significantly, the protagonists of these interventions will have a lot to
do with BARONIO’s approach, starting with Cardinal Francesco Barberini,
prince of Christian antiquarianism; but also Pope Innocent X Pamphilj (1644-
1655), promoter of the renovation entrusted to BORROMINI, had had a simi-
lar education in his youth, and his position on the intervention on San Pietro,
couldn’t have been more clear: “vehementer abhorrens” that is, this pope
strongly detested what his predecessors had long worked so hard to achieve.

When Francesco BARBERINI had the role of Archpriest of the Lateran
Basilica, from 1623 to 1628 we find a project handed down to us from a
writing, but without drawings, that the Barnabite friar Giovanni Ambrogio
MAZENTA had drawn up and which provides the first operational coor-
dinates for the subsequent proposals®. The premise is programmatic: the
basilica, “exemplary” compared to all the others, “would be reduced to
great majesty if, preserved in the form of the ancient five-nave patriarchal

7 For the aspect of the basilica before BORROMINI see Augusto ROCA DE AMICIS, “Con-
siderazioni sulla basilica lateranense prima del rifacimento borrominiano,” Quaderni
dell'Istituto di Storia dell’Architettura N.S. 15-20 (1/1992): 345-354.

8 Cesare RASPONI, De Basilica et Patriarchio Lateranensi Libri Quatuor (Roma, 1656), 8.

9 The text is transcribed in Giuseppe BOFFITTO and Francesco FRACASSETTI, II Col-
legio di San Luigi dei PP Barnabiti di Bologna (Firenze: Giuntina, 1925), 35-36.
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nantd a coloanelor si stalpilor care sustin
peretii (Fig. 7) si un plafon valoros rea-
lizat in secolul al XVI-lea de Daniele da
Volterra, elev al lui Michelangelo.” Navele
laterale erau punctate de coloane subtiri
de marmura verde fina, dintre care majo-
ritatea s-au pastrat, intotdeauna luate de
la cine stie ce monument roman. Transep-
tul, pe de alta parte, fusese renovat cu mai
putin de jumatate de secol inainte, pentru
Anul Sfant 1600, iar gaindul de a-1 distruge
ar fi fost utopic si neeconomic.

In mod semnificativ, protagonistii
acestor interventii vor avea mult de-a face
cu abordarea lui BARONIO, incepand cu
cardinalul Francesco BARBERINTI, print al
antichitatii crestine; dar si papa Inocentiu
al X-lea Pamphilj (1644-1655), promotor al
renovarii incredintate lui BORROMINI,
fusese educat la fel in tinerete, iar pozitia
sa cu privire la intreprinderea Sfantului
Petru nu putea fi mai clara: Vehementer
Abhorrens;® adica, acest papa detesta din
plin tot ceea ce constituia stradania inde-
lungata a predecesorilor sai.

Cand Francesco BARBERINI a prelu-
at rolul de protopop al Bazilicii din Late-
ran, intre 1623 si 1628, gasim un proiect
care ne-a fost transmis printr-o scriere,
dar fara desene, pe care calugarul barna-
bit, Giovanni Ambrogio MAZENTA, l-a

7 Pentru observatiile ce urmeaza mai jos a se
vedea si: Augusto ROCA DE AMICIS, “Con-
siderazioni sulla basilica lateranense prima
del rifacimento borrominiano,” Quaderni
dell’Istituto di Storia dell’Architettura N.S. 15-
20 (1/1992): 345-354.

8 Cesare RASPONI, De Basilica et Patriarchio
Lateranensi Libri Quatuor (Roma, 1656), 8.



elaborat si care oferd primele coordonate
operationale pentru propunerile ulteri-
oare.’ Premisa este programatica: bazi-
lica, ,exemplara” in comparatie cu toate
celelalte, ,ar fi redusa la o mare maretie
daca, pastrata sub forma vechilor bazilici
patriarhale cu cinci nave, i s-ar adauga or-
namente moderne”. Apare aici o trasatura
recurenta in toata literatura vremii: diho-
tomia dintre necesitatea de a pastra struc-
tura si cea de a o reduce ,la modern”: doua
operatii distincte care trebuie sa se supra-
puna si sd gaseasca un punct de echilibru.
In nava centrala, MAZENTA a transfor-
mat articulatia antica intr-un sistem de
cinci arcuri pe pereti: adica s-a gandit sa
uneasca suporturile doua cate doua cu
sectiuni de perete, sarind peste suportu-
rile intermediare. Si BORROMINI, dupa
cum vedem, va construi naosul cu cinci
arcade; in timp ce coloanele de verde an-
tic, scoase din navele laterale, urmau sa
iasa in evidentd de-a lungul naosului,
semn de interes pentru rafinamentul si
cromatica elementelor de marmurd, si aici
BORROMINT ar fi refacut aceasta sugestie.

Aceastd renovare nu a fost motivatd
doar de incompletitudinea imaginii cor-
pului longitudinal al bazilicii, ci si de
problemele statice. In special, peretele
din partea dreapta a navei principale era
periculos de inclinat. in aceste cazuri, o
metoda obignuita de interventie era in-
locuirea coloanelor cu pereti rezistenti.
Asta face Carlo MADERNO, unchiul si
maestrul lui BORROMINI, in biserica San
Domenico din Perugia.’® In 1614 boltile bi-
sericii medievale s-au prabusit, iar stalpii
au fost intariti, dar erau inca prea subtiri;
iar apoi, in 1621, MADERNO a intervenit
inlocuind peretii intercalati cu arcuri cu
stalpi unici (Fig. 8). Perugia este intr-o
zonda seismicd, dar structura MADERNO,
care o prefigureaza pe cea pregitita de
BORROMINI pentru Sf. Ioan din Lateran,
a rezistat bine cutremurelor din ultimele
patru secole.

Un alt proiect pentru Sf. Ioan din Late-
ran poate fi urmarit pana la Giovanni Bat-
tista MOLA, din Ticino, datdnd din ponti-
ficatul lui Urban al VIII-lea (1623-1644).
in interior, stalpii arcuiti ai salii centrale,
in conformitate cu ideea lui MAZENTA —
dar aici sunt sapte in iteratie densa si ar-
ticulati de pilastri pereche — sunt cel mai
comun mod de interventie in care predo-
mina nevoile practice si de consolidare
(Fig. 9). Articularea modesta a nivelului
superior cu bande decorative si cornige
este diferitd, preludnd cleristoriul unui alt
model important: Sf. Sebastian din afara
zidurilor (Fig. 10). De fapt, MOLA cunos-

9 Textul este transcris in: Giuseppe BOFFITTO
si Francesco FRACASSETT], Il Collegio di San
Luigi dei PP Barnabiti di Bologna (Firenze: Gi-
untina, 1925), 35-36.

10 Howard HIBBARD, Carlo Maderno and Ro-

man Architecture 1580-1630 (London, 1971),

55-56, 209.

Antonio RUSSO, “Giovanni Battista Mola e la

committenza Barberini al Laterano,” in I Mola

da Coldrerio tra dissenso e accademia nella

Roma barocca, eds. Adriano AMENDOLA and

Jorg ZUTTER (Mendrisio: Silvana Editoriale,

2017), 45-57.
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basilicas, modern ornaments were added to it”. Here a recurring character
appears in all the literature of the time: the dichotomy between the need
to preserve the structure, and that of reducing it to “the modern”: two dis-
tinct operations that must overlap and find a point of balance. In the cen-
tral nave MAZENTA transformed the ancient articulation into a system of
five arches on partition walls: that is, he thought of joining the supports
two by two with sections of wall, skipping the intermediate supports. And
BORROMINI, as we see, will build the nave with five arches; while the
antique green columns, removed from the side aisles, were to stand out
along the nave, a sign of the interest in the refinement and colour of the
marble elements, and here too BORROMINI would have reworked this
suggestion.

This renovation was not motivated only by the incompleteness of the
image of the longitudinal body of the basilica, but also by static problems.
In particular, the wall on the right side of the main nave was danger-
ously bent. In these cases, a usual intervention modality was to replace
the columns with sturdy partition walls. This is what Carlo MADERNO,
BORROMINT’s uncle and teacher, does in the church of San Domenico in
Perugia.’® In 1614 the vaults of the medieval church collapsed, so the pil-
lars were strengthened, but they were still too slender; and then in 1621
MADERNO intervened, replacing the single pillars with partition walls
interspersed with arches (Fig. 8). Perugia is a seismic area, but MADER-
NO'’s structure, which prefigures the one prepared by BORROMINI for
San Giovanni in Laterano, has withstood the earthquakes of the last four
centuries well.

Another project for San Giovanni in Laterano is attributable to Gio-
vanni Battista MOLA, of Ticino, dating back to the pontificate of Urban
VIII (1623-1644)." Inside, the arched pillars of the central hall, in line
with MAZENTA’s idea - but here there are seven in dense iteration and
articulated by paired pilasters -, are the more widespread form of an inter-

10 Howard HIBBARD, Carlo Maderno and Roman Architecture 1580-1630 (London, 1971),
55-56, 209.

11 Antonio RUSSO, “Giovanni Battista Mola e la committenza Barberini al Laterano,” in
I Mola da Coldrerio tra dissenso e accademia nella Roma barocca, eds. Adriano AMEN-
DOLA and Jorg ZUTTER (Mendrisio: Silvana Editoriale, 2017), 45-57.

M Fig. 8. Perugia, Saint Dominic, interior. © Wikimedia Commons
M Fig. 8. Perugia, San Domenico, interior. © Wikimedia Commons
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B Fig. 9. Giovanni Battista MOLA, design for Saint John Lateran, cross-section of the naves and partial
elevation of the major nave (private collection, by f. 35 volume; Phillips Auction 1990).
© Antonio RUSSO

M Fig. 9. San Giovanni Battista MOLA, proiect pentru Sf. loan in Lateran, sectiune transversald a navei
si releveu partial al navei majore (colectie privatd, la f. 35 a volumului; Licitatia Phillips, 1990).
© Antonio RUSSO

vention in which practical and consolidation needs prevail (Fig. 9). The
modest articulation of the upper level with bands and frames is different,
which recalls the clerestory of another important model: San Sebastiano
Outside the Walls (Fig. 10). In fact, Mola closely knew that work, where his
brother, Giacomo, had also worked; but this taking over also means that
the exemplary character of that renovation was recognized. The works in
San Sebastiano had been commissioned to Flaminio PONZIO by Scipione
BORGHESE,? who in his multifaceted activity as a patron had inherited
that church from BARONIO, and here the basilica had taken a decisive
step in favour of the foregrounding of Christian antiquities. The hall had
already been created from the central part of the original basilica and sep-
arated from the perimeter of the smaller aisles; but it becomes, with the
renovation carried out between 1609 and 1612, the white robe that gives
rise to the many ancient sacred places that exist around the main body
through portals bearing information plaques, like display cases in a sacred

12 Aloisio ANTINORI, Scipione Borghese e I'architettura (Roma: Archivo Guido Izzi, 1995),
74-75.

M Fig. 10. Saint Sebastian outside the walls, interior, left wall. © Augusto ROCA DE AMICIS
H Fig. 10. Sf. Sebastian in afara Zidurilor, interior, peretele stdng. © Augusto ROCA DE AMICIS
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tea indeaproape acea operd, unde lucrase
si fratele sau, Giacomo; dar aceastd pre-
luare inseamna, de asemenea, cd a fost
recunoscut caracterul exemplar al acelei
renovari. Lucrarile de la San Sebastiano
i-au fost comandate lui Flaminio PONZIO
de catre Scipione BORGHESE, ' care in ac-
tivitatea sa multilaterala ca patron mosgte-
nise acea bisericd de la BARONIO, iar aici
bazilica facuse un pas decisiv in favoarea
valorificarii antichitatilor cregtine. Sala
fusese deja obtinuta din partea centrald a
bazilicii originale si separata de perime-
trul navelor mai mici; dar a devenit, odata
cu renovarea efectuatd intre 1609 si 1612,
roba alba care da nastere numeroaselor
locuri sacre antice care subzistd in jurul
corpului principal prin portaluri purtand
placi informative, cum ar fi vitrinele unui
muzeu sacru care isi prezinta artefactele.
Cladirile preexistente raman cu siguranta
ascunse, nu se confrunta direct cu re-
constructia, dar exercita o greutate noua,
avand in vedere cad articularea elastica,
inegald a laturilor majore este o functie a
amplasarii lor (Fig. 11), ceea ce justifica si
o utilizare simplificata a ordinului, cu ca-
pitelul pilastrilor fuzionat cu corniga pen-
tru a nu face ritmul empiric prea vizibil.
Dar sa revenim la proiectul lui MOLA.
In navele laterale, limbajul devine mai
rarefiat gi arhaic, cu coloanele de verde
antic, dotate cu baze si capiteluri noi, re-
locate in acelasi loc in moduri diferite,
dupa un ritm alternativ al serlianei, dar
intotdeauna protagoniste absolute in cro-
matica lor. Desi in forme moderne, aceste
placi longitudinale diafane reinvie cum-
va spatialitatea crestina timpurie. Astfel,
mai multe registre se combind in aceasta
orchestratie, formal nerezolvata, dar am-
bitioasa, pentru a raspunde intr-un mod
diferit la ceea ce a fost negat la Sf. Petru.
Francesco BARBERINI a efectuat,
de asemenea, o interventie in complexul
Lateran, aparent departe de subiectul
nostru, dar care ne aduce in centrul unei
probleme cruciale: restaurarea Tricliniu-
mului Leonian® (Fig. 12), adicd termi-
natia supravietuitoare a absidei unei sali
construite de Leon al Ill-lea (795-816)
si partial darAmata sub Sixtus V (1585-
1590), ale carui renovari energice au fost
evaluate negativ de BARONIO. Este o lu-
crare exemplard pentru integrarea dintre
vointa clientului, studiul istoric al savan-
tului Nicolo ALEMANNI, care va publica
o carte pe aceasta tema bazata pe parame-
tri stiintifici avangardisti,* si contributia
arhitectului Mario ARCONIO. Subiectul
mozaicului care a supravietuit a fost, de
asemenea, fundamental, tocmai in ceea
ce priveste translatio imperii. Mozaicul i

12 Aloisio ANTINORI, Scipione Borghese e I'archi-
tettura (Roma: Archivo Guido Izzi, 1995), 74-75.

13 Ingo HERKLOTZ, “Francesco Barberini, Nicolo
Alemanni, and the Lateran Triclinium of Leo III:
An Episode in Restoration and Seicento Medieval
Studies,” Memoirs of the American Academy in
Rome 40 (1995): 175-196.

14 Niccoldo ALEMANNI, De Lateranensibus Pari-
etinis ab Ilustriss. et Reverendiss. D. Francisco
Card. Barberino Restitutis Dissertatio Historica
(Roma, 1625), 1-2.



infatisa pe Papa Silvestru si Constantin in
extrema stanga si pe Leon al Ill-lea si pe
Carol cel Mare insusi in dreapta: astfel,
papala auctoritas care legitima puterea pa-
manteasca ocupa un rol central. Gravurile
din cartea lui ALEMANNI evidentiaza cu
o noua obiectivitate consistenta ruinei,
cu golurile care urmau sa fie reintegrate
in mozaic, si apoi restaurarea finalizata,
cu o balustradad care acoperea diferenta
de indltime dintre piata si cladire si doua
placi cu o sarcina mai mult informativa
decat festiva: prima semnala ceea ce fu-
sese adaugat, a doua aspectul original al
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B Fig. 12. The Leonine Triclinium before the inter-
vention of Barberini. © Nicolo ALEMANNI, De
Lateranensibus Parietinis ab Illustriss. et Reve-
rendiss. D. Francisco Card. Barberino Restitutis
Dissertatio Historica, Roma 1625

W Fig. 12. Tricliniul leonian inainte si dupa inter-
ventia barberiand. © Nicolo ALEMANNI, De La-
teranensibus Parietinis ab Illustriss. et Reve-
rendiss. D. Francisco Card. Barberino Restitutis
Dissertatio Historica, Roma 1625

M Fig. 11. Side elevation of the nave of St. Sebastian outside the walls, foregrounding the width of the
chapels. © Augusto ROCA DE AMICIS

M Fig. 11. Releveu lateral al aulei Sfantului Sebastian fuori le mura: scoase in evidentda variatiile latimii
capelelor. © Augusto ROCA DE AMICIS

museum that open onto the finds. The pre-existent parts certainly remain
hidden, they are not directly confronted with the renovation, but they ex-
ert their weight in a new way, given that the elastic, unequal articulation
of the longer sides is a function of their location (Fig. 11), and this also
justifies a simplified use of the order, with the capital of the pilasters fused
to the frame so as not to highlight the empiricism of the rhythm too much.
But let us go back to MOLA’s project. In the side naves the language be-
comes more rarefied and archaic, with the ancient green columns, equipped
with new bases and capitals, relocated in the same place in a different way,
according to an alternating Serlian rhythm, but always the absolute protag-
onists in their chromaticism. Although in modern forms, these diaphanous
longitudinal slabs somehow revive early Christian spatiality. Thus, multi-
ple registers combine in this orchestration, formally unresolved but ambi-
tious, to respond in a different way to what had been denied in St. Peter’s.
Francesco BARBERINI also carries out an intervention in the Lateran
complex apparently far from our topic, but which takes us to the heart of
a crucial problem: the restoration of the Leonian Triclinium?® (Fig. 12), i.e.
the surviving apsidal termination of a hall built by Leo III (795-816) and
partially demolished under Sixtus V (1585-1590), whose energetic reno-
vations had been negatively evaluated by BARONIO. It is an exemplary
work for the integration between the will of the client, the historical study
of the erudite Nicolo ALEMANNI, who will publish a book on the subject
based on cutting-edge scientific parameters*?, and the contribution of the
architect Mario ARCONIO. The subject of the surviving mosaic was then
fundamental, precisely with regard to the translatio imperii. The mosaic
presented Pope Sylvester and Constantine on the left end and Leo III him-
self and Charlemagne on the right: thus, the papal auctoritas, which legiti-
mized earthly power, occupied a central role. The engravings in ALEMAN-
NI's book highlight with new objectivity the consistency of the ruin, with
the gaps to be reintegrated in the mosaic, and then the finished restoration,
with a balustrade that filled the difference in height between the square and
the building and two plaques with an informative, rather than a celebratory
notice: the first highlighted what had been added, the second the original
appearance of the monument. This desire to distinguish the components is
reflected in the modern but sober language of ARCONIO’s structure. The
deliberate distinction between old and new is an innovative outcome of
Christian antiquarianism, which supersedes the Renaissance principle of

13 Ingo HERKLOTYZ, “Francesco Barberini, Nicoldo Alemanni, and the Lateran Triclinium
of Leo III: An Episode in Restoration and Seicento Medieval Studies,” Memoirs of the
American Academy in Rome 40 (1995): 175-196.

14 Niccolo ALEMANNI, De Lateranensibus Parietinis ab Illustriss. et Reverendiss. D. Fran-
cisco Card. Barberino Restitutis Dissertatio Historica (Roma, 1625), 1-2.
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decorum. From a Renaissance perspective, the congruence and harmony of
a work were so important that even a negatively evaluated language, such as
Gothic, could be adopted to organically conclude an unfinished monument.
This principle had inspired VASARI, for a drawing he believed (mistakenly)
to be by Cimabue (Fig. 13), to trace an arched frame, i.e. in the style of archi-
tecture contemporary to Cimabue;® this is an attempt, therefore, to find an
agreement, a stylistic communion. But now this objective is no longer pur-
sued: Christian antiquity is seen as a relic whose material consistency and
antiquity become autonomous and conditioning values; the problem now is
not to seek a unity between old and new, but rather a distinction. ALEMAN-
NI's book presents a statement of the utmost importance for the purposes
of what we are saying: according to ALEMANNI, BARBERINI's intention
was not that of a complete reconstruction of a largely destroyed building,
but to safeguard the uniqueness of this testimony, so that the new must not
diminish, overshadow, the importance of the ancient: non ex integro totam
excitandam existimavit, ne vetustatis maiestas novitate minueretur. The ve-
tustatis maiestas thus autonomously claims its rights, in contrast to a com-
pletion that presupposes a model to be re-established. In summary, never
before has the otherness of the ancient artefact been consciously identified
and affirmed as in this historical contingency.

And finally, in 1646, Francesco BORROMINI arrived in the Lateran
who merged all the instances and precedents mentioned so far into a new
synthesis. But BORROMINI, unlike his predecessors, was anything but
an empirical architect and the need to reconcile BARONIO’s parameters
- material continuity and continuity of configuration - with an iron coher-
ence of language, of eurythmia in the articulations, of proportions, justi-
fies the exceptional creative tension underlying the result.

Let us go back to examining the starting data that BORROMINI had to
face, in an intervention necessarily confined to the longitudinal body, giv-
en that, as we have seen, the transept was already perfectly renovated: a
colour plan preserved in the Vatican Apostolic Library and created at the
end of the campaign of works clearly highlights what BORROMINI did,
water-coloured in blue (Fig. 14).

15 Erwin PANOFSKY, “La prima pagina del “Libro” di Giorgio Vasari,” in Il Significato nelle
Arti Visive (Torino, 1962): 168-224.
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M Fig. 14. Plan with work progress of the Lateran basilica after 1650 (Biblioteca Apostolica Vaticana,
Vat. lat. 11258, f. 142). © Biblioteca Apostolica Vaticana
M Fig. 14. Plan cu stadiul lucrdrilor la bazilica lateranezd dupd 1650. © Biblioteca Apostolica Vaticana
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W Fig. 13. First page of Libro dei Disegni by Giorgio
Vasari (Paris, Ecole des Beaux-Arts, Bibliothéque).
© in Erwin PANOFSKY, Il Significato nelle Arti
Visive, Torino 1962

M Fig. 13. Prima pagind din Libro dei Disegni a lui
Giorgio Vasari (Paris, Ecole des Beaux-Arts, Biblio-
théque). © in Erwin PANOFSKY, Il Significato nelle
Arti Visive, Torino 1962

monumentului. Aceastd dorinta de a dis-
tinge componentele se reflecta in limbajul
modern, dar sobru al structurii lui ARCO-
NIO. Detasarea cautata intre vechi si nou
este un rezultat inovator al cercetarii anti-
chitatilor crestine, care a sanctionat depa-
sirea principiului renascentist numit de-
corum. Atat de importanta, in perspectiva
Renasterii, era congruenta, armonia unei
opere, incat se putea adopta si un lim-
baj considerat negativ, cum ar fi goticul,
pentru a incheia organic un monument
neterminat. Acest principiu l-a determi-
nat pe VASARI, pentru un desen pe care
(in mod eronat) l-a crezut a fi de Cimabue
(Fig. 13), sa deseneze un cadru arcuit, adi-
cd in stilul arhitecturii contemporane lui
Cimabue;"” prin urmare, el a incercat sa
gdseascd un acord, un punct comun stilis-
tic. Dar acum acest obiectiv nu mai este
urmarit: antichitatea crestina este vazuta
ca o relicva a carei consistenta materiala
si a carei antichitate devin valori autono-
me si limitative; problema acum nu este
de a cauta o unitate intre vechi si nou, ci
mai degraba o deosebire. Cartea lui ALE-
MANNI prezintd o afirmatie de cea mai
mare importantd in sensul a ceea ce spu-
nem: potrivit lui ALEMANNTI, intentia lui
BARBERINI nu a fost aceea de a recon-
strui complet o constructie in mare parte
distrusa, ci de a proteja unicitatea acestei
marturii, astfel incat noul sa nu diminue-

15 Erwin PANOFSKY, “La prima pagina del “Li-
bro” di Giorgio Vasari,” in Il Significato nelle
Arti Visive (Torino, 1962): 168-224.



ze, sd puna pe planul doi, importanta ve-
chiului: non ex integro totam excitandam
existimavit, Ne vetustatis maiestas novita-
te minueretur.’® Vetustatis maiestas isi re-
vendica astfel drepturile in mod autonom,
spre deosebire de o completare care pre-
supune restabilirea unui model. Pe scurt,
niciodata nu a fost identificata gi afirmata
in mod constient ca in aceasta contingenta
istorica alteritatea descoperirii antice.

Si, in cele din urma, in 1646, Frances-
co BORROMINI a ajuns la Lateran, fuzio-
nand intr-o noua sinteza toate cazurile gi
toate precedentele mentionate paAna acum.
Dar BORROMINI, spre deosebire de pre-
decesorii sdi, era orice, dar nu un arhitect
empiric, iar nevoia de a reconcilia para-
metrii lui BARONIO - continuitatea ma-
teriala si continuitatea configuratiei — cu
o coerenta de fier a limbajului, a euritmiei
in articulari gi proportii, justifica tensiu-
nea creativa exceptionala care sta la baza
rezultatului.

Sa ne intoarcem la examinarea datelor
initiale pe care BORROMINI a trebuit sa
le infrunte, intr-o interventie in mod ne-
cesar limitatd la corpul longitudinal, de-
oarece, aga cum am vazut, transeptul era
deja perfect renovat: un plan in culori pas-
trat in Biblioteca Apostolica a Vaticanului
sirealizat la sfargitul campaniei de lucrari
evidentiaza clar ceea ce facuse BORRO-
MINT, in acuarela in albastru (Fig. 14).

Este idealist sd ne gindim la BORRO-
MINI cu mainile legate si la aceasta intre-
prindere grandioasd ca la o lucrare esuata,
in timp ce scopul este de a dialoga cu un
monument complex si compozit rezolvan-
du-l in parti. Iar faptul de a crea un orga-
nism cu cinci nave, ramanand in acelasi
timp in interiorul peretilor perimetrali, ar

16 Fioravante MARTINELLI, Primo Trofeo della
S.S. Croce eretto in Roma nella Via Lata da S.
Pietro Apostolo (Roma, 1655), 131-132.
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It is idealistic to think of a BORROMINI with his hands tied, and of
this grandiose undertaking as a failed work, while the aim is to have
a dialogue with a complex and composite monument by resolving it in
parts. And the fact of creating an organism with five naves while remain-
ing within the perimeter walls must be seen, on the contrary, as proof
of unprecedented technical virtuosity and fidelity to the principles of
“restoration” as conceived by BARONIO. Let us just think of the central
nave in which BORROMINTI has to remove the columns and pillars, when
they are located in correspondence with the new arches, with a system of
props that are removed and put back under the next arch without touch-
ing the upper walls and the sixteenth-century ceiling. BORROMINTI’s
friend, the ecclesiastic Virgilio SPADA tells us that BORROMINI “sweat-
ed blood” for this work, and we cannot contradict him. With an added
difficulty, because, as we discover, the rhythm of the arches is complete-
ly autonomous. Unlike MAZENTA'’s project, which wanted to join the
columns in pairs and replace the middle one, here the columns and pil-
lars may or may not fall between the arches. In short, BORROMINI does
what he wants and if from a general point of view, he seems to act like
MAZENTA, on a subterranean level, he acts in complete freedom. We
know from a letter by BORROMINI, unfortunately not preserved, but re-
ported by SPADA, that “all the parts have a proportion that the opening
of compasses (...) measures them all”. I tried to see what could be done
with compasses and I noticed that the interaxes of the central nave follow
a golden section ratio in the main alignments (Fig. 15). So we see a conti-
nuity with the proposals of previous decades on a superficial level; but to
autonomy on the deep level.

The fact that the project is also conceived in such a way as to create a
dialogue with the older parts is demonstrated by a choice made after the
first projects; i.e. that of no longer making a counter-fagade with a flat
termination but with a concavity where the alternating rhythm of the
giant pilasters could continue without interruptions (A-B - A -B...) and
which could counterbalance the medieval apse on the opposite side (Fig.
16). The tormented drawing Albertina Az Rom 377 (Fig. 17) tells us of the
complex elaboration with which BORROMINI arrives at the new result.
The dialogue between the counter-facade and the medieval apse was bro-
ken when in the modern era Pope Leo XIII (1878-1903) had the choir of
the basilica enlarged by moving the apse away into a dark backdrop; the

M Fig. 15. Overlapping of a circumference that generates intervals in the golden section of the
Albertina design, Az Rom 379. © Augusto ROCA DE AMICIS

M Fig. 15. Suprapunere a unei circumferinte care genereaza intervale ale sectiunii de aur cu de-
senul Albertina, Az Rom 379. © Augusto ROCA DE AMICIS

M Fig. 16. The concave counterfagade and its connection
with the wooden ceiling. © Augusto ROCA DE AMICIS

W Fig. 16. Contrafatada concavd si legdtura ei cu plafonul de
lemn. © Augusto ROCA DE AMICIS

2023|0131



Transsylvania LRAPORT
NOStra  .jecentes

M Fig. 17. Francesco BORROMINI, studies with variations for the concave counterfacade (Albertina, Az
Rom 377). © Wien, Graphische Sammlung Albertina

M Fig. 17. Francesco BORROMINI, studiu cu variante pentru contrafatada concavd (Albertina, Az Rom
377). © Wien, Graphische Sammlung Albertina

calculated balance between old and new conceived by BORROMINI was
irreparably compromised and today we can only imagine it.
Furthermore, the request to keep the system within the perimeter
walls of the ancient basilica and according to a five-nave layout — solution
that was little practised in the seventeenth century - leads BORROMINI
to develop a hierarchical concatenation of highly original spaces of dar-
ing technical expertise: the intermediate naves with alternating barrel
and ribbed vaults reflect the thythmic beam of the central hall (Fig. 18)
and introduce the extreme naves which, in order to remain subordinate,
have perfectly flat masonry beams, the result of a construction tour de
force, which involves iron bars inserted between the bricks (Fig. 19, 20).
Adapting to the pre-existing conditions allows for solutions that are, to
a certain extent, a prelude to the current reinforced concrete technique.
But here I want to deal more closely with the points in which the
renovation comes into direct contact with pre-existing conditions. Let
us first consider the oval openings framed by plant motifs between the
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M Fig. 20. Francesco Borromini, design for a non-identified place, with a study of the metallic bars
inserted in cement, for the reinforcement of the lowered vault (Berlin, Kunstbibliothek, Hdz. 4603).
© Berlin, Kunstbibliothek

M Fig. 20. Francesco Borromini, desen pentru un loc neidentificat, cu studiul barelor metalice inserate
in cimentul pentru consolidare a unei bolte joase (Berlin, Kunstbibliothek, Hdz. 4603).
© Berlin, Kunstbibliothek
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B Fig. 18. Saint John Lateran, right intermediate nave.
© Augusto ROCA DE AMICIS

W Fig. 18.San Giovanniin Laterano, navaintermediard
din dreapta. © Augusto ROCA DE AMICIS

trebui vazut, dimpotriva, ca dovada a vir-
tuozitatii tehnice fara precedent si a fide-
litatii fatd de principiile ,restaurarii” aga
cum au fost concepute de BARONIO. Gan-
diti-va doar la nava centrala unde BORRO-
MINI a trebuit sa indeparteze coloanele
si stalpii, cand erau in corespondenta cu
noile arcade, cu un sistem de recuzita care
a fost indepartat si pus inapoi sub arcul
urmator fara a atinge peretii superiori si
plafonul din secolul al XVI-lea. Prietenul
lui BORROMINI, clericul Virgilio SPADA,

W Fig. 19. Saint John Lateran, left extreme nave.
© Augusto ROCA DE AMICIS

W Fig. 19. San Giovanni in Laterano, nava extremd din
stanga. © Augusto ROCA DE AMICIS
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M Fig. 21. Saint John Lateran, a palm cornice that, W Fig. 22. Hypothetical reconstruction of an oval window in the clerestory of St. John Lateran with the
today, frames a canvas of a Prophet, from 1718. ancient wall visible. © Michele FUNGHI
© Wikimedia Commons W Fig. 22. Reconstructie ipoteticd a unei ferestre ovale in cleristeriul din Sf. loan in Lateran, unde se vede
M Fig. 21. San Giovanni in Laterano, incadrare cu vechea ziddrie. © Michele FUNGHI

palmieri, care astdzi inrdmeazd o pdnzd cu un Profet
din 1718. © Wikimedia Commons

windows of the central nave. These ovals currently house the canvases
of the Prophets arranged in 1718 (Fig. 21), but initially they showed the
ancient masonry of the church standing behind the new robe (Fig. 22).
Those floral frames that framed icons and sacred subjects in so much
painting (Fig. 23) treat the texture of the walls as a relic now; they are
precisely the “sacred cements” mentioned by Fioravante Martinelli, BOR-
ROMINT’s learned friend, for the Lateran Basilica'®. Those cements, as
canon Giovanni Filippo DE ROSSI happily notes in 1705, which revealed
themselves to be «almost triumphant over the ravages of time, voracity
of flames, and invasions of Barbarians, crowned with palms, flowers,
and laurels»'”. The wreaths celebrate and sanctify no longer an icon or a
sacred representation, but the material itself, the vetustatis maiestas. The
need for consubstantiality between old and new thus finds such eloquent
expression.

And then there are the funeral memorials, where ancient disman-
tled sculptural complexes were reassembled by BORROMINI in the side
naves at the time of Pope Alexander VII*® (1655-1667). BORROMINI there-
fore ends the Lateran undertaking by measuring up against pre-existing
works and with the need to conserve them in new arrangements. Indeed,

M Fig.23.JanBruegheltheOlder, flowerwreathframing
the Madonna with Child by Giulio Cesare Procaccini. ~ these works, like all the others intended to conclude the renovation, were

© Madrid, Prado ordered by Alexander VII: we find indications for the funeral memorials
M Fig. 23. Jan Brueghel cel Bdtran, ghirlanda de flori . . . . :1s . ,

care incadreazé Madona cu Pruneul a lui Gidlio from the first provisions regarding the basilica during the Pope’s Holy

Cesare Procaccini. © Madrid, Prado Visit which took place in January 1656. But BORROMINTI’s answer is such

that it goes far beyond what is required. If in the initial cost estimate
BORROMINI declared, to reassure the client, that he wanted to work on

ne spune cd BORROMINI ,a asudat san- the funeral memorials “in the firmest and easiest way possible”, the final
ge” pentru aceasta lucrare si nu-l putem

contrazice. Cu o dificultate suplimentara, 16 Fioravante MARTINELLI, Primo Trofeo della S.S. Croce eretto in Roma nella Via Lata da
pentru cd, aga cum ajungem sd descoperim, S. Pietro Apostolo (Roma, 1655), 131-132.

ritmul arcadelor este complet autonom. 17 Archivio del Capitolo di San Giovanni in Laterano, FF. XXI, Notizie delle reparazioni, e
Spre deosebire de proiectul lui MAZENTA, restauramenti della Chiesa Lateranense (...) di Gio. Filippo De Rossi Canonico Antiano e
care dorea sd uneascd coloanele in perechi Archivista della Chiesa Lateranense nell’Anno MDDV, cc. 130-131.

si sd o inlocuiascd pe cea din mijloc, aici 18 On this topic go to Augusto ROCA DE AMICIS, “Borromini e l'alterita del passato:
coloanele si stalpii se pot ivi sau nu intre le memorie antiche in San Giovanni in Laterano,” in Intentio operis: studi di storia
arcade. BORROMINI, pe scurt, face ce vrea nell’architettura (Roma, 2015): 35-56.
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result, due to its complexity and richness, raises difficult questions, re- ')
quiring difficult solutions. : f
Bearing in mind their purpose, that of collecting fragments of the past ( !
to pass them down (colligite fragmenta ne permeant was the motto of
the Milanese cardinal Federico BORROMEOQ), the BORROMINI funeral
monuments have been compared to precious reliquaries which house the
ancient relics of the basilica, and with good reason. However, the rela-
tionship between “reliquary” and “relic” undergoes a radical transforma-
tion here, which stands out when compared with the ways of operating
in the past. BORROMINI seems to draw indications from all the premises
listed so far, but with respect to all of them he moves in strong autonomy.
To better understand the novelty of BORROMINTI’s language, it is im-
portant to consider a singular fact: there are in fact at least two cases
in which we can reconstruct the sequence of the creative process, and
which prove that the formulation of the overall image precedes the in-
sertion of the finds. In the drawing Alb. It. AZ Rom 401 (Fig. 24), where
the scheme of the Giussano memorial is elaborated, the lateral interax-
es where today we find the medieval mosaic panels coming from the
destroyed altar of St. Mary Magdalene, host the heraldic symbol of the
pope’s family, the Chigi; and in the drawing Alb. It. AZ Rom 922 (Fig. 25),
where the elastic connection between the window of the Massimo chapel
and the upper oval is identified, the mountains of Chigi appear in the
same way instead of the 15"-century relief from the altar of S. Giacomo
Maggiore. With the new additions, the compositions undergo a process
of adaptation which, however, does not contradict the initial concept: in
the Giussano monument (Fig. 26) the doors of the triptych are more open,
the inter-axes become more homogeneous, the piers become thinner with
a more visible shrinkage of the central hermae; on the wall of the Mas-
simo chapel (Fig. 27) the inserted relief involves the readjustment of the
proportions of the window, while the theme of the palm trees dissociates
itself from that of the volutes and a vegetal festoon connects the latter

B Fig. 24. Francesco Borromini design for the monu-

to the entablature that closes the relief, creating an artificial frieze. The ment to cardinal Giussano (Albertina, Az Rom 401).
insertion of heterogeneous elements into this prefigured context intro- ;__@.W’;Z' ?"’ph’“h?ammf"@ A’f’e; tina .

. o1 ey . u Fig. . Francesco borromini, prolect pentru monu-
duces a strong contrast. But in the end, the ability to adapt the initial idea mentul cardinalului Giussano (Alberting, Az Rom 401).
is stated, which, precisely because it does not derogate from substantial © Wien, Graphische Sammlung Albertina

si dacd din punct de vedere general pare
sd se comporte ca MAZENTA, la nivel sub-
teran actioneaza in deplina libertate. Stim
dintr-o scrisoare a lui BORROMINI, din pa-
cate nepastrata, dar la care se refera Spada,
ca ,toate partile au o proportie pe care o
deschidere a compasului (...) le masoara in
totalitate.” Am incercat sa vad ce se poate
face cu compasul si am observat ca dis-
tanta dintre axe in naos urmeaza un raport
de aur in aliniamentele principale (Fig. 15).
Asgadar, asistam la o continuitate cu propu-
nerile deceniilor anterioare la nivel super-
ficial; dar la autonomie la nivel profund.
Faptul ca proiectul este conceput si in
aga fel incat sa dialogheze cu partile mai
vechi este evidentiat de o alegere facuta
dupa primele proiecte: adica sd nu se mai
facd o contrafatadd cu capat plat, ci cu o
concavitate in care ritmul alternativ al pi-
lagtrilor uriagi sd poata continua fara in-
trerupere (A—B— A -B...) si care sa contra-
balanseze absida medievala de pe latura
opusd (Fig. 16). Chinuitul desen Albertina
Az Rom 377 (Fig. 17) ne povesteste despre
M Fig. 25. Saint John Lateran, Giussano memorial, detail. © Augusto ROCA DE AMICIS procesul complex cu care BORROMINI
M Fig. 25. San Giovanni in Laterano, memorialul Giussano, detaliu. © Augusto ROCA DE AMICIS a ajuns la noul rezultat. Dialogul dintre
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contrafatada si absida medievala a fost in-
trerupt atunci cdnd, in timpurile moder-
ne, Papa Leon al XIII-lea (1878-1903) a lar-
git corul bazilicii, mutand absida intr-un
fundal intunecat; echilibrul calculat intre
vechi gi nou conceput de BORROMINI a
fost compromis iremediabil si astdzi nu
putem decat sa ni-l imaginam.

In plus, necesitatea pastrarii dispu-
nerii in interiorul zidurilor perimetrale
ale vechii bazilici gi conform unui plan
cu cinci nave — solutie putin practicata
in secolul al XVII-lea — l-a determinat pe
BORROMINI sa elaboreze o inlantuire
ierarhica de spatii extrem de originala si
de expertiza tehnica indrazneata: navele
intermediare cu bolti cilindrice si bolti cu
nervuri, alternante, reflecta grinda ritmica
a salii centrale (Fig. 18) si sunt un preludiu
al navelor extreme care, pentru a raimane
subordonate, au grinzi de zidarie perfect
plane, rezultatul unui tur de forta con-
structiv care implicd bare de fier introdu-
se intre caramizi (Fig. 19, 20). Adaptarea
la cladirea preexistenta favorizeaza solutii
care, intr-o oarecare masurd, sunt un pre-
ludiu al tehnicii actuale de beton armat.

Dar aici vreau sa arunc o privire mai
atenta asupra punctelor in care renova-
rea intra in contact direct cu cladirile
preexistente. In primul rand, sa luam in
considerare deschiderile ovale incadrate
de motive vegetale intre ferestrele nao-
sului. Aceste ovale adapostesc in prezent
panzele Profetilor agezate in 1718 (Fig. 21),
dar la inceput au aratat zidaria veche a
bisericii care subzista in spatele noii robe
(Fig. 22). Acele rame florale care incadrau
icoane si subiecte sacre in atdta pictura
(Fig. 23), trateaza acum consistenta pere-
telui ca pe o relicva; este tocmai ,,cimentul
sacru” despre care Fioravante MARTINE-
LLI, prietenul erudit al lui BORROMINI,
vorbeste pentru Bazilica Laterana.'” Aces-
te cimenturi, dupa cum fericit se exprima
canonicul Giovanni Filippo DE ROSSI in
1705, care s-au dovedit a fi ,aproape tri-
umfatoare asupra ravagiilor timpului,
lacomiei flacarilor si invaziilor barbare,
incoronate cu palmieri, flori si lauri”. Cu-
nunile nu mai celebreaza, nu mai sfintesc
o icoana sau o reprezentare sacra, ci ma-
teria insasi, vetustatis maiestas. Instanta
consubstantialitatii dintre vechi si nou isi
gaseste astfel expresia elocventa.

Si apoi exista memorialele funerare,
unde complexele sculpturale antice dez-
membrate sunt reasamblate de BORRO-
MINI in coridoarele laterale in timpul
Papei Alexandru al VII-lea'® (1655-1667).
BORROMINI a finalizat apoi intreprinde-
rea din Lateran, evaludndu-se in raport cu
lucrarile preexistente si cu necesitatea de

17 Archivio del Capitolo di San Giovanni in Lat-
erano, FE XXI, Notizie delle reparazioni, e
restauramenti della Chiesa Lateranense {...)
di Gio. Filippo De Rossi Canonico Antiano e
Archivista della Chiesa Lateranense nell’Anno
MDDV, cc. 130-131.

18 Augusto ROCA DE AMICIS, “Borromini e
l'alterita del passato: le memorie antiche in
San Giovanni in Laterano,” in Intentio operis:
studi di storia nell’architettura (Roma, 2015):
35-56.
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W Fig. 27. Window to the Massimo chapel
and its peak ornament to the accomplished
version. © Wikimedia Commons

M Fig. 27. Fereastra capelei Massimo si
apexul ornamental in versiunea realizata.
© Wikimedia Commons

W Fig. 26. Francesco Borromini, initial study for the
Massimo chapel (Albertina, Az Rom 922). © Wien,
Graphische Sammlung Albertina

W Fig. 26. Francesco Borromini, studiu initial pentru
fereastra capelei Massimo (Albertina, Az Rom 922).
© Wien, Graphische Sammlung Albertina

autonomy, manages to initiate a dialogue with the added inserts, absorb-
ing them within itself, creating new links and recomposing a new unity
interwoven with contrasts.

In these works, there is therefore a radical break with the Renaissance
tradition of decorum, of the principle of congruence or just formal asso-
nance, but at the same time the low intensity distinction between old and
new is overcome, a distinction that served, in the tradition of Christian
antiquarianism, to isolate the actual consistency and highlight the an-
tiquity of the monumentum religionis, as we have seen for the Leonian
Triclinium. Within these complex machines, ancient memories are in
some cases inserted a posteriori and in others arbitrarily associated on
the basis of mainly formal criteria. In short, the “relics” are a function of
the “reliquary”, and not vice versa. They play an active role in view of the
final result; they are elements in dialogue as a whole and not the gravita-
tional centre of the monument.

But these monuments take us to the heart of the question of BOR-
ROMINI the restorer, as it was addressed in an essay of over a century
ago, in 1907, by the great Czech art historian Max DVORAK:" an almost
unknown essay but still enlightening. For DVORAK there is no doubt
that the Baroque brings a strong innovative charge, but the real problem
is not so much the new in and of itself, but rather “the use of all the el-
ements, without considering their tectonic origin and their original im-
portance but only the total effect of the work”. Precisely thanks to this
new approach, which does not start from individual elements but from
the overall effect, BORROMINI is able to introduce ideas and quotations
from given elements into his compositions: “every architecture can be
important, whatever the style in which it is made, since it is not the in-
dividual form that counts, but the overall image”. And this generates the
need for a new objectivity in the analysis of forms and pre-existent build-
ings: “every space represents an artistic potential that you just need to
know how to interpret correctly”.

This new objectivity is confirmed by an interesting corollary, that is,
a completely new way of representing antiquity. If in Renaissance cul-

19 Max DVORAK, “Francesco Borromini als Restaurator,” in Kunstgeschichtilches Jahrbuch
der Zentralkommission 1 (1907): coll. 89-98.
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Hdz 4467, with the frescoes in the major nave of the Lateran basilica. © Berlin, Kunstbibliothek
M Fig. 28. Francesco Righi si discipolii lui Borromini, detaliu al desenului Berlin, Kunstbibliothek,
Hdz 4467 cu frescele din nava principald a bazilicii lateraneze. © Berlin, Kunstbibliothek

ture the ancient was seen as a model, to be reabsorbed within the con-
temporary artistic language, the Christian relic does not trigger further
sequences of forms, but must be investigated in its material existence;
hence the accuracy in depicting cracks, gaps, accidents of time. There are
no Renaissance architects who studied ancient monuments in this way,
given that in that case the drawing was a stage in the assimilation of a
model to emulate, reconstruct, and redesign.

And this justifies the reliefs, both autograph and aided, of the removed
or destroyed antiquities of the Lateran Basilica. Designs conducted with
an adherence and rare penetration of obsolete formal codes. This is the
case of the frescoes by Gentile da Fabriano and Pisanello, where an as-
sistant of BORROMINI records the sinuous drapery of the prophets, cap-
turing the late Gothic linear ductus with great adherence, never achieved
before?® (Fig. 28).

DVORAK continues his reasoning. If BORROMINI is capable of in-
cluding fragments and quotes from the past in his dialectic, it is then
possible to reach a higher level of inclusiveness. If the insertion of one
architectural unit within another is a valid principle, then it can be
expanded: as the medieval fragments are inserted into the frame, as the
splendid canopies with the green Constantinian columns are set into
order, as the apse is framed in the large central nave, then the entire
cathedral can be conceived within its urban and landscape context:
“Even today it is not the single form, but rather the overall appearance
of a monument in relation to its context, the highest source of artistic
interest in all architectural works”; and again, “for us it is above all the
portion of nature that is the highest unit that determines the modern ar-
tistic importance of an ancient architectural monument”. With “portion
of nature” I translated the term Naturausschnitt, which, with some forc-

20 Kurt CASSIRER, “Zu Borrominis Umbau der Lateransbasilika,” Jahrbuch der preussis-
chen Kunstsammlungen 42 (1921): 55-66.
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a le pastra in cadrul unor noi sistemati-
zari. Desigur, aceste lucrari, ca toate ce-
lelalte menite sa incheie reconstructia, au
fost comandate de Alexandru al VII-lea:
gasim indicatii pentru memorialele fu-
nerare din primele dispozitii referitoare
la bazilicd in timpul Vizitei Sacre a Papei
tinutd in ianuarie 1656. Dar raspunsul lui
BORROMINI este de aga natura incéat de-
pdseste cu mult ceea ce s-a solicitat. Dacd
in devizul initial de cost BORROMINI
declara, pentru a-1 linigti pe client, ca do-
reste sa lucreze pentru memorialele fune-
rare ,,in cel mai ferm si usor mod posibil”,
rezultatul final trezeste, datorita comple-
xitatii si bogatiei sale, intrebari greu de
formulat si rezolvat.

Tinand cont de scopul lor, acela de a
colecta fragmente din trecut pentru a le
transmite mai departe (colligite fragmenta
ne pereant era motto-ul cardinalului mila-
nez Federico BORROMEOQO), monumentele
funerare borrominiene au fost comparate
cu relicvarii pretioase care pazesc relicve-
le antice ale bazilicii, i pe buna dreptate.
Cu toate acestea, relatia dintre ,relicvar”
si ,relicva” sufera o transformare radica-
la aici, care iese in evidenta in compa-
ratie cu modalitatile de lucru din trecut.
BORROMINI pare sa se inspire din toate
premisele enumerate pana acum, dar in
ceea ce le priveste pe toate se misca intr-o
autonomie puternica.

Pentru a intelege mai bine noutatea
limbajului lui BORROMINI, este impor-
tant sd ludm in considerare un fapt singu-
lar: existd, de fapt, cel putin doua cazuri
in care putem reconstrui succesiunea
procesului creativ i care dovedesc ca for-
mularea imaginii de ansamblu precede
inserarea artefactelor. in desenul Alb. El.
AZ Rom 401 (Fig. 24), unde este elaborata
schema memorialului Giussano, spatierea
laterald unde astazi gasim panourile me-
dievale de mozaic din altarul distrus al
Sfintei Maria Magdalena, adapostesc sim-
bolul heraldic al familiei papei, Chigi; si
in desenul Alb. El. AZ Rom 922 (Fig. 25),
unde este identificata legatura elastica
dintre fereastra capelei Massimo si ovalul
superior, apar muntii din Chigi, in acelagi
mod, in locul reliefului din secolul al XV-
lea de pe altarul lui S. Giacomo Maggio-
re. Odata cu noile adaugiri, compozitiile
sufera un proces de adaptare care, insa,
nu contrazice conceptia initiala: in mo-
numentul Giussano (Fig. 26) usile tripti-
cului au devenit mai patrate, distanta a
devenit mai omogena, stalpii au devenit
mai subtiri cu o micgorare mai vizibila a
ermelor centrale; in peretele capelei Mas-
simo (Fig. 27) relieful inserat presupune
reajustarea proportiilor ferestrei, in timp
ce tema palmierilor este disociatd de cea
a volutelor, iar un feston vegetal il leagd
pe acesta din urma de antablatura care
inchide relieful, creand o friza artificiala.
Inserarea elementelor eterogene in acest
context prefigurat introduce un contrast
puternic. Dar, in cele din urma, se afirma
si capacitatea ideii initiale de adaptare,
care, tocmai pentru cd nu deroga de la o
autonomie substantiala, reuseste sa intre



in dialog cu insertiile adaugate, absorbin-
du-le, crednd noi legaturi si recompunand
o noua unitate intretesuta cu contrarii.

in aceste lucréri, prin urmare, exista o
rupturd radicald cu traditia renascentista
decorum, a principiului congruentei sau
doar a asonantei formale, dar in acelasi
timp depaseste si acea distinctie intre vechi
si nou la intensitate scazuta care, in tra-
ditia operelor antice crestine, servea la izo-
larea consistentei actuale si la evidentierea
vechimii acelui monumentum religionis,
asa cum am vazut la Tricliniul Leonian. In
cadrul acestor masinarii complexe, memo-
rialele antice sunt in unele cazuri inserate
a posteriori, iar in altele asociate arbitrar
pe baza unor criterii predominant formale.
Pe scurt, ,relicvele” sunt o functie a ,relic-
varului” gi nu invers. Ele joaca un rol activ
in rezultatul final; sunt elemente de dialog
ale intregului, si nu centrul gravitational al
monumentului.

Dar aceste monumente ne aduc in ini-
ma problemei lui BORROMINI ca restaura-
tor, aga cum a fost abordata intr-un eseu cu
mai mult de un secol in urma, in 1907, de
marele istoric de artd ceh Max DVORAK;"

eseu aproape necunoscut, dar totusi edifi-

cator. Pentru DVORAK nu exista nici o in-
doiald ca barocul aduce o puternica incar-
catura inovatoare, dar adevarata problema
nu este atat noul in sine si pentru sine, ci
utilizarea tuturor elementelor, fara a lua in
considerare originea lor tectonica si impor-
tanta lor originara, ci doar efectul total al
lucrarii”. Datorita acestei noi abordari, care
nu porneste de la elemente individuale,
ci de la efectul general, BORROMINI este
capabil sa introduca idei si citate ale ele-
mentelor date in compozitiile sale: ,orice
arhitecturd poate fi importanta, indiferent
de stilul in care este realizatad, deoarece nu
conteaza doar forma, ci imaginea de ansam-
blu”. Iar acest lucru genereaza necesitatea
unei noi obiectivitati in analiza formelor si
a constructiilor preexistente: ,fiecare spatiu
reprezintd un potential artistic pe care tre-
buie doar sa stii sa-1 interpretezi corect”.

Aceasta noua obiectivitate este confir-
matad de un corolar interesant, si anume,
un mod complet nou de a descrie antichi-
tatea. Daca in cultura Renagterii anticul
era vdazut ca un model, care trebuia rea-
bsorbit in limbajul artistic contemporan,
relicva crestind nu declangeaza alte sec-
vente de forme, ci urmeaza sa fie cercetata
in subzistenta sa materiala; de aici rezulta
precizia in descrierea zgérieturilor, golu-
rilor, accidentelor provocate de timp. Nu
veti gasi arhitecti renascentisti care sa
studieze monumentele antice in acest fel,
deoarece in acest caz desenul era o etapa
in asimilarea unui model care trebuie
emulat, reconstruit, reproiectat.

Si acest lucru justifica reliefurile, atat
autografe, cat si adaugate, ale antichitatilor
indepartate sau distruse ale bazilicii latera-
ne. Desene realizate cu o aderenta si o pe-
netrare rard a codurilor formale invechite.
Acesta este cazul frescelor lui Gentile da

19 Max DVORAK, “Francesco Borromini als Res-
taurator,” in Kunstgeschichtilches Jahrbuch der
Zentralkommission 1 (1907): coll. 89-98.
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M Fig. 29. The major nave of Saint John Lateran in an engraving by Giovanni Battista PIRANESI.
©in G. B. PIRANESI, Vedute di Roma, Roma 1768

W Fig. 29. Nava majord din San Giovanni in Laterano intr-o gravurd a lui Giovanni Battista PIRANESI.
©1in G. B. PIRANESI, Vedute di Roma, Roma 1768

ing, we could understand as environmental context today. BORROMINI
must therefore be understood as a restorer not in an immediate way, but
to the extent that he creates ways of operating capable of providing the
preconditions for a new evaluative attitude that does not consider the
single detached piece, but the context in which to preserve it. San Gio-
vanni in Laterano is therefore the antithesis and the surpassing of San
Pietro, constituting the culmination of respect for the “sacred cements”
which from BARONIO to the entire culture of the Counter-Reforma-
tion had generated a new attitude towards the past. And what’s more,
BORROMINTI himself brings awareness of the otherness of the past; the
perception that the monumental relics of St Giovanni speak a dead lan-
guage, endowed with its own laws of analysis with objective detach-
ment, and which nevertheless contain an aesthetic potential that can
be used. And again, the poetics of framing expressed here with such
intensity teaches us that every single element is capable of weaving an
open dialogue with a larger whole.

At the end of these notes, I hope that anyone coming to Rome and
finding the opportunity to visit the basilica of San Giovanni in Laterano
can better understand the innovative breath and the high results that a
BORROMINT at the top of his development as an architect was able to
achieve here (Fig. 29).
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Fabriano si Pisanello, unde asistentul lui
BORROMINI inregistreaza draperia sinu-
oasa a profetilor, surprinzand ductul liniar
gotic tarziu cu o mare aderenta, niciodata
realizata inainte® (Fig. 28).

DVORAK 1si continud rationamentul.
Daca BORROMINI este capabil sa includa
fragmente si citate din trecut in dialectica
sa, atunci este posibil sa se atingd un ni-
vel mai inalt de incluziune. Daca inserarea
unei unitati arhitecturale in cealalta este
un principiu valabil, atunci acesta poate
fi extins: asa cum fragmentele medieva-
le sunt inserate in ancadrament, asa cum
splendidele copertine cu coloanele con-
stantiniene verzi sunt asezate in ordine,
asa cum absida este incadratd in ampla
nava centrala, tot astfel intreaga catedrald
poate fi conceputa in contextul sau urban
si peisagistic: ,,Chiar si astazi nu este doar
forma, ci mai degraba aspectul general al
unui monument in raport cu contextul sdu,
cea mai Inalta sursa de interes artistic in
toate lucrarile arhitecturale”; si din nou,
,pentru noi, mai presus de toate, portiu-
nea naturii este cea mai inalta unitate care
determina importanta artistici moderna a
unui monument arhitectural antic”. Prin
,portiune de natura” am tradus termenul
Naturausschnitt, pe care, cu o oarecare
fortare, l-am putea intelege acum ca un
context ambiental. BORROMINI ar trebui,
prin urmare, sa fie inteles ca un restaurator
nu intr-un mod imediat, ci pentru ca cre-
eaza modalitati de operare care pot oferi
conditiile prealabile pentru o noua atitu-
dine evaluativd care nu ia in considerare
doar piesa detagata, ci contextul in care sa
o pastreze. Sfantul Ioan din Lateran este,
agadar, antiteza si depasirea sfantului Pe-
tru, constituind culmea respectului fata de
,Ccimenturile sacre” care, de la BARONIO
la intreaga cultura a Contrareformei, au
generat o noua atitudine fata de trecut. Si,
in plus, BORROMINI pune pe cont propriu
congtientizarea alteritatii trecutului; per-
ceptia ca relicvele monumentale ale Sfan-
tului Ioan vorbesc o limbd moarta, inzes-
tratd cu propriile legi care trebuie analizate
cu detagare obiectiva si ca ele contin totusi
un potential estetic care trebuie folosit. Si
din nou, poetica incadrarii exprimata aici
cu o asemenea intensitate ne invata ca fie-
care element este capabil sa teasa un dialog
deschis cu un intreg mai mare.

La sfarsitul acestor remarci, doresc ca
cei care vin la Roma si gasesc ocazia de
a vizita bazilica ,,Sfantul Ioan din Late-
ran” sd poatd intelege mai bine anvergura
inovatoare si rezultatele inalte pe care un
BORROMINI, la inaltimea evolutiei sale
ca arhitect, a reusit sa le obtina aici (Fig. 29).

20 Kurt CASSIRER, “Zu Borrominis Umbau der
Lateransbasilika,” Jahrbuch der preussischen
Kunstsammlungen 42 (1921): 55-66.



The“Modernisation”

of Mediaeval Churches

in Transylvania during

the Baroque Period.

The Franciscan Churches

in Cluj and Sibiu.

The Ursuline Church in Sibiu

W Abstract: The article explores the trans-
formation of Transylvanian mediaeval
churches throughout the 18" century. To il-
lustrate the scope of these interventions or
constructive “modernisations”, three case
studies were selected in which the build-
ings were entirely transformed in the Ba-
roque style. The three analysed churches
were originally built as Catholic monastic
churches, but during the Reformation, they
were abandoned, left unmaintained, or used
as warehouses. In a dilapidated state, they
were reclaimed after the Austrian conquest
of the principality and underwent a lengthy
process of transformation, which in the ear-
ly decades could be comprised of repairs
and the reactivation of the liturgical space.
Also, during these early phases, crypts were
excavated, allowing for the early burial of
important benefactors. These interventions
were followed by the complete transforma-
tion, during which the mediaeval substance
received a Baroque coating. The process oc-
curred both internally, through the remodel-
ling of the space, and externally, through the
transformation of the elevations. The only
elements that might betray their mediae-
val origin are the polygonal choirs and the
presence of buttresses, but even these could
appear in churches built entirely in the 18"
century. Thus, the differences are impercep-
tible, only suggested or revealed during the
latest conservation works.

B Keywords: Gothic church, Baroque
church, transformation, Transylvania, the
18" century, Baroquisation, conservation

Introduction

B Placed in the historical context of the 18"
century, the introduction and spread of the
Baroque style in Transylvania were a conse-
quence of the political changes in the Prin-
cipality, which became a component of the

1 Assist. Prof. architect, assistant professor at
the Faculty of Architecture and Urbanism,
within the Technical University of Cluj-Napo-
ca, Romania.
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+Modernizarea” bisericilor medievale
din Transilvania in perioada baroca.
Bisericile franciscanilor din Cluj si
Sibiu. Biserica ursulinelor din Sibiu

B Rezumat: Articolul exploreaza fenomenul de transformare a bisericilor
medievale transilvanene pe parcursul secolului al XVIII-lea. Pentru a ilus-
tra anvergura acestor interventii sau ,modernizari” constructive, au fost se-
lectate trei studii de caz in care edificiile au fost integral transformate in stil
baroc. Cele trei biserici analizate au fost inaltate ca biserici mandastiresti
catolice, in timpul Reformei fiind abandonate, neintretinute sau utilizate
pe post de magazii ori grinare. Ajunse in stare precard, acestea sunt reven-
dicate dupd cucerirea austriacd a principatului gi sunt supuse unui proces
indelungat de transformare, care in primele decenii se poate rezuma la re-
paratii si la reactivarea spatiului liturgic. In timpul acestor faze incipiente,
sunt sapate gi criptele, ce permit inhumarea timpurie a binefacatorilor im-
portanti. Acestor interventii le urmeaza transformarea integrald, in cadrul
carora substanta medievalad primeste un invelig baroc. Procesul are loc atat
la interior, prin remodelarea spatiului, cat si la exterior prin transformarea
fatadelor. Singurele elemente care ar trada originea medievala sunt coruri-
le poligonale si prezenta contrafortilor, insa acestea pot sa apara chiar si la
bisericile construite integral in secolul al XVIII-lea. Astfel, diferentele sunt
imperceptibile, ele fiind sugerate sau dezvdluite doar la ultimele reabilitdri.

B Cuvinte cheie: biserica gotica, biserica baroca, transformari, Transilva-
nia, secolul al XVIII-lea, barocizare, reabilitare

Introducere

M Puse in contextul istoric al secolului al XVIII-lea, importarea si raspandi-
rea barocului in Transilvania au fost o consecinta a schimbarilor politice din
Principat, care devine componenta a Imperiului Habsburgic, dupa ce ante-
rior avusese statut autonom (sub suzeranitate otomana). Aceasta schimba-
re politica a insemnat gi restructurarea confesionala, in care Catolicismul,
aproape inexistent in perioada Reformei, este impus drept credinta oficiala.
In aceste imprejurari, are loc si intoarcerea preotilor si a calugarilor cato-
lici, intéi ca preoti militari ai armatelor austriece, apoi stabiliti permanent,
formand structuri locale proprii. Fascineaza fenomenul privit in ansamblu.
Dupad cucerirea austriacd a Transilvaniei, mai precis dupa Pacea de la Satu
Mare (judetul Satu Mare), incepe acest amplu proces constructiv eclezias-
tic. Impactul acestei actiuni este cu atat mai mare cu cit pana atunci ordi-

1 Asist. dr. arhitect, asistent universitar la Facultatea de Arhitectura si Urbanism, in cadrul
Universitatii Tehnice din Cluj-Napoca, Romania.
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nele catolice fusesera interzise si construirea de biserici noi a fost aproape
nuld, inclusiv in mediul protestant, deoarece bisericile existente, anterior
catolice, erau suficiente pentru populatia Principatului. Astfel, in Transil-
vania vom asista la cele mai indepartate manifestari ale Contrareformei ca-
tolice, atat din punct de vedere arhitectural, cit si geografic si temporal.

In paralel cu construirea noilor biserici baroce, dintre care amintim
santierele iezuitilor din Cluj (judetul Cluj), Sibiu (judetul Sibiu) si Targu
Mures (judetul Mures), se urmareste si recuperarea manastirilor medievale
abandonate, aflate deseori in stare precara, cu bisericile utilizate pe post de
magazii sau granare. Bisericile revendicate sunt ulterior supuse unui proces
indelungat de transformare, care in primele decenii se rezuma la reparatii
si la reactivarea spatiului liturgic. in timpul acestor faze incipiente, sunt
sdpate si criptele, ce permit inhumarea timpurie a binefacétorilor impor-
tanti. Aceasta practica are gi valente economice, unde donatiile testamen-
tare uneori sunt efectuate doar cu aceastd conditie. Fazele ulterioare sunt
reprezentate de restaurarile baroce vizibile in prezent. In anumite situatii,
restaurarea bisericilor de méanastire este integrald, anume ca transformarea
stilistica baroca devine totala, in timp ce elementele medievale sunt ascun-
se sau indepartate. Daca facem abstractie de prezenta contrafortilor si a co-
rurilor poligonale, pe care le identificam gi la biserici baroce, construite in
plin secol XVIII, putem aprecia ca diferentele dintre o biserica baroca si una
medievald, barocizata ajung sa fie, in linii mari, nule. Cele mai remarcabile
astfel de transformari gasim la bisericile franciscanilor din Cluj si din Sibiu,
unde fazele anterioare se disting doar prin interventiile moderne care au
recurs la anumite formule plastice pentru sugerarea lor. in cadrul acestui
tip de abordare, apar si biserici in care se resimte intentia transformarii inte-
grale, insa mijloacele tehnice sau financiare au limitat acest proces. O astfel
de situatie gasim la biserica ursulinelor din Sibiu, unde exista un contrast
frapant intre prelucrarea arhitecturald a corului si a navei.

Biserica franciscanilor din Cluj

B Prima transformare baroca remarcabila din Transilvania apare la bise-
rica franciscanilor din Cluj, cedatad acestora in anul 1725. In anul 1727,
starea precarad a edificiului determina prabusirea boltilor, in anul urmator
fiind deja demarate lucrarile de ,,modernizare” ce dureaza pana in anul
1745.% Din biserica medievala se pastreaza structura peretilor, ce inclu-
de si capelele situate pe latura sudica, inaltate in secolele XV-XVI.%Inter-
ventiile constructive din epoca baroca constau in reboltirea interiorului,
remodelarea golurilor, introducerea tribunei vestice si refacerea fatadei
principale (Fig. 2). Biserica este compusa din nava, cor poligonal alungit,
specific ordinelor mendicante medievale gi turn in fatada vestica. Acce-
sul se realizeaza prin turn, sub tribuna vesticd, nava fiind articulata prin
pilastri, in cinci travee de dimensiuni aproximativ egale. Acestia sunt le-
gati de pereti prin planuri verticale curbe si imbraca vechii pilastri gotici,
vizibili in podul navei. Fatd de acestia, cota nasterii pentru boltile baro-
ce se afla mai jos cu circa 2 sau 3 metri (Fig. 1). In peretele sudic, intre
pilastri se deschid trei goluri semicirculare ce apartin capelelor laterale,
reamenajate si resfintite in secolul al XVIII-lea. Pe peretele nordic, alipit
claustrului, se sugereaza partial aceleasi arce semicirculare, fiind urmari-
td simetria compozitionala. Registrul se incheie printr-o cornisa puternic
profilata care devine capitelul pilastrilor si care sustine bolta semicilin-
drica cu penetratii. Deasupra cornigei, pe latura sudica au fost dispuse go-
luri pe segment de cerc. Arcul triumfal este in plin-cintru, nagterile fiind

Habsburg Empire, after previously having
an autonomous status (under Ottoman su-
zerainty). This political change also meant
a restructuring of confessions, in which
Catholicism, nearly non-existent during
the Reformation, was imposed as the offi-
cial faith. In these circumstances, Catholic
priests and monks also returned, initially as
military priests of the Austrian armies, then
permanently settled, forming their own lo-
cal structures. The phenomenon viewed as
a whole is fascinating. After the Austrian
conquest of Transylvania, more precisely
after the Peace of Satu Mare, this extensive
ecclesiastical construction process begins.
The impact of this action is all the greater,
considering that until then the Catholic or-
ders had been banned and the construction
of new churches had been almost non-ex-
istent, even in the Protestant environment,
as the existing churches, formerly Catholic,
were sufficient for the population of the
Principality. Thus, in Transylvania, we will
witness the furthest-reaching manifesta-
tions of the Catholic Counter-Reformation,
architecturally, as well as geographically
and temporally.

In parallel with the construction of
new Baroque churches, including the Jes-
uit sites in Cluj (Cluj County), Sibiu (Sibiu
County), and Targu Mures (Mures County),
efforts were made to reclaim abandoned
mediaeval monasteries, often in a precari-
ous state, with the churches used as ware-
houses or granaries. The reclaimed church-
es were subsequently subjected to a lengthy
transformation process, which in the early
decades consisted of repairs and the reacti-
vation of the liturgical space. During these

W Fig. 1. Cluj. Biserica franciscanilor, pilastru gotic in
podul bisericii. © Marius Mihail PASCULESCU

B Fig. 1. Cluj. Franciscan Church, gothic pilaster in the
church attic. © Marius Mihail PASCULESCU

2 Mircea TOCA, Clujul baroc (Cluj-Napoca: Editura Dacia, 1983), 30.
3 Mihaela Sanda SALONTAI, Manastiri dominicane din Transilvania (Cluj-Napoca: Edi-
tura Nereamia napocae, 2002), 162.
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early phases, crypts were excavated, allow-
ing for the early burial of important bene-
factors. This practice also had economic
implications, as testamentary donations
were sometimes made on this condition.
The subsequent phases are represented by
the visible Baroque restorations we see to-
day. In certain situations, the restoration of
monastery churches is complete, meaning
that the Baroque stylistic transformation
becomes total, while the medieval elements
are concealed or removed. If we disregard
the presence of buttresses and polygonal
choirs, which we also identify in Baroque
churches built during the 18" century, we
can appreciate that the differences between
a Baroque church and a mediaeval one that
has been Baroque-ised become, for the most
part, negligible. The most remarkable such
transformations are found in the Franciscan
churches of Cluj and Sibiu, where the earli-
er phases are distinguished only by modern
interventions that have resorted to certain
plastic formulas to suggest them. Within
this type of approach, there are also church-
es where the intention of a complete trans-
formation is felt, but technical or financial
means have limited this process. One such
situation is found at the Ursuline Church
in Sibiu, where there is a striking contrast
between the architectural treatment of the
choir and the nave.

The Franciscan church in Cluj

B The first remarkable Baroque transforma-
tion in Transylvania appears at the Francis-
can church in Cluj, transferred to them in
1725. In 1727, the precarious state of the
building led to the collapse of the vaults.
The following year, the “modernisation”
works began, lasting until 1745.% The struc-
ture of the mediaeval church is preserved,
including the chapels located on the south-
ern side, built in the 15" and 16" centu-
ries.® The constructive interventions of the
Baroque era consist of re-vaulting the inte-
rior, remodelling the openings, introducing
the western tribune, and redesigning the
main elevation. The church consists of a
nave, an elongated polygonal choir, typi-
cal of mediaeval mendicant orders, and a
tower on the western elevation. The access
is through the tower, beneath the western
tribune, with the nave articulated by pilas-
ters, in five bays of approximately equal di-
mensions. These are connected to the walls
by curved vertical planes and encase the
old Gothic pilasters, visible in the nave’s at-
tic. Compared to them, the springing level
for the Baroque vaults is about 2 or 3 me-
ters lower. In the southern wall, between
the pilasters, three semicircular openings
belong to the side chapels, reconfigured
and consecrated in the 18" century. On
the northern wall, adjacent to the cloister,
similar semicircular arches are partially
suggested, maintaining compositional sym-

2 Mircea TOCA, Clujul baroc (Cluj-Napoca: Edi-
tura Dacia, 1983), 30.

3 Mihaela Sanda SALONTAI, Manastiri domi-
nicane din Transilvania (Cluj-Napoca: Editura
Nereamia napocae, 2002), 162.
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W Fig. 2. Cluj (judetul Cluj). Biserica franciscanilor, plan si sectiuni. © desenul lui Marius Mihail PASCU-
LESCU dupa un releveu de Andrds VEOREOS

W Fig. 2. Cluj (Cluj County). Franciscan Church, plan and sections. © drawing by Marius Mihail
PASCULESCU after a survey by Andrds VEOREOS

marcate de cornisa navei care se continua si in cor. Corul se ritmeaza cu
pilastri treptati, in trei travee dreptunghiulare si una poligonalad. Acestia
sustin corniga continuda ce marcheazad nasterea boltii semicilindrice cu
penetratii (Fig. 3). Cu siguranta, ferestrele suprapuse au fost obtinute prin
divizarea si remodelarea vechilor goluri gotice.

Transformarea interiorului din secolul al XVIII-lea este completd, respec-
tand reguli clare de compozitie clasica. Abordarea amintegte de configuratiile
bisericilor iezuitilor din Principat, in care avem o unica cornisa interioara,
ce strabate atat nava, cét i corul si unde peretii longitudinali sunt prevazuti
cu céte trei capele secundare. O inspiratie certa reprezinta biserica iezuiti-

W Fig. 3. Cluj. Biserica franciscanilor, perspectivd interioard. © Marius Mihail PASCULESCU
W Fig. 3. Cluj. Franciscan Church, interior perspective. © Marius Mihail PASCULESCU
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W Fig. 4. Cluj. Biserica franciscanilor, fatada vesticd, autor Ferenc VERESS, 1869. © Biblioteca metropo-
litand Ervin Szabé din Budapesta, Ungaria

W Fig. 4. Cluj. Franciscan Church, western elevation, author Ferenc VERESS, 1869. © Metropolitan Ervin
Szabd Library, Budapest, Hungary

lor din Cluj, terminata cu patru ani inainte de demararea acestui santier. in
compozitia unitard, existd aspecte care pot aminti de structura medievala
preexistentd, precum deviatia corului, ritmarea inegald a navei si implicit a
penetratiilor din bolta. Arcul de triumf nu este concentric cu boltile si nu
preia fluid diferenta dintre nava si cor, ci separa cele doua spatii. In mod cu-
rent, aceste erori nu apar la un edificiu cu un asemenea nivel de prelucrare
interioara, inaltat intr-un santier cu o durata de timp relativ scurta. Lucrarile
exterioare reprezinta ultima etapd a interventiilor din secolul al XVIII-lea si
are loc intre anii 1738 si 1745.* Fatada principala este restructurata dupa for-
mule specifice arhitecturii baroce, fara sa tradeze constructia gotica initiala.
Aplicarea pilagtrilor pe contrafortii oblici confera imaginea concava a fatadei,
in timp ce deasupra cornigei s-au prevazut nige semicirculare pentru statui.
Importanta simetriei in compozitia fatadei este subliniata prin introducerea
traveelor suplimentare de margine, aferente capelelor laterale, respectiv ac-
cesului in claustru (Fig. 4). Fatadizarea unei travee din méanastire in limbajul
bisericii o mentionam si la fostul ansamblu al iezuitilor din Sibiu, mai precis
la fatada bisericii dinspre Piata Mare, si reflecta preocuparea epocii pentru
simetrie gi pentru caracterul reprezentativ al constructiilor ecleziastice. Ast-
fel apare si turnul adosat la mijlocul fatadei principale, divizat in registre
orizontale, cu coif baroc, in forma de bulb. Compozitia urmeaza sa fie alterata
in acelasi secol prin prelungirea capelei Mariei DE LORETTO? si in anii 1970
cand au fost descoperite cele doua arce gotice, lasate aparente. Fatada sudica
a bisericii a fost si ea modificata atat prin remodelarea golurilor de la capelele

4 Péter, SAS, A kolozsviri ferences templom (Kolozsvér: Gloria Nyomda, 1999).
5 Péter, SAS, A kolozsvdri ferences templom (Kolozsvar: Gloria Nyomda, 1999).
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metry. The register ends with a strongly
profiled cornice that becomes the capital of
the pilasters and supports the barrel vault
with penetrations. Above the cornice, on
the southern side, openings have been ar-
ranged in a segmental arch. The triumphal
arch is semicircular, with the springings
marked by the cornice of the nave, which
continues into the choir. The choir is rhyth-
mized with stepped pilasters, in three rec-
tangular bays and a polygonal one. These
support the continuous cornice that marks
the springing of the barrel vault with pen-
etrations. Certainly, the stacked windows
have been obtained by dividing and remod-
elling the old Gothic openings.

The 18%-century interior transformation
is complete, adhering to clear rules of clas-
sical composition. The approach resembles
the configurations of Jesuit churches in the
Principality, where there is a single interi-
or cornice that traverses both the nave and
the choir, and where the longitudinal walls
are equipped with three secondary chapels
each. A clear inspiration is the Jesuit church
in Cluj, completed four years before the start
of this project. In the unified composition,
there are aspects that may evoke the preex-
isting mediaeval structure, such as the devi-
ation of the choir, the uneven rhythm of the
nave and implicitly of the penetrations in the
vault. The triumphal arch is not concentric
with the vaults and does not create a smooth
transition between the nave and the choir,
but rather separates the two spaces. Typical-
ly, such errors do not occur in a building with
such a level of interior refinement, erected in
a relatively short period of time. The exterior
works represent the final stage of the 18"-cen-
tury interventions in the end take place be-
tween 1738 and 1745.* The main elevation
is restructured according to specific Baroque
architectural formulas, without betraying the
original Gothic construction. The application
of pilasters on the oblique buttresses gives
the elevation a concave appearance, while
above the cornice, semicircular niches are
provided for statues. The importance of sym-
metry in the composition of the elevation is
emphasized by the introduction of additional
bays at the edges, corresponding to the side
chapels and the entrance to the cloister. We
also mention the transformation of a bay in
the monastery in an ecclesiastic terminology
at the former Jesuit complex in Sibiu, more
precisely at the elevation of the church facing
The Large Square, reflecting the era’s concern
for symmetry and the representative charac-
ter of ecclesiastical buildings. Thus, the tower
appears attached to the middle of the main
elevation, divided into horizontal registers,
with a Baroque spire in the shape of a bulb.
The composition was altered in the same cen-
tury by the extension of the Maria de Loretto
Chapel’ and in the 1970s when the two Goth-
ic arches were discovered and left exposed.
The south elevation of the church was also
modified, both by remodelling the openings
of the side chapels and aligning them with

4 Péter, SAS, A kolozsviri ferences templom (Ko-
lozsvar: Gloria Nyomda, 1999).

5 Péter, SAS, A kolozsvdri ferences templom (Ko-
lozsvar: Gloria Nyomda, 1999).



the clerestory openings, and by aligning the
cornices of the nave and the choir. Judging
by the level of the Gothic pilasters in the
church’s attic, this alignment was achieved
by drastically lowering the walls of the nave,
perhaps also by raising those of the choir.
Transformations also occur below floor
level in the 1700s, with the church encom-
passing burial spaces in various areas of the
complex. Dug between the foundations of
the medieval choir, the main crypt has a
T-shape configuration and dates from the
period when the complex was used by the
Jesuits.® This record strengthens the as-
sumption that, as we are about to find out,
the Jesuits also built the crypt at the Ur-
suline Church in Sibiu. In the Baroque era,
two more crypts were dug under the south-
ern side chapels. The first was founded in
the 1730s by Antal KORNIS.” With exteri-
or access, the crypt consists of three halls
dug in line with the nave of the church.
The tombs are organized on two sides, with
the northern side penetrating the medieval
foundation. The second crypt belongs to
the Napoly family, having been founded by
Klara FELVINCZI, the benefactress of the
Poor Clares from the same city.® The space
is accessed under the western gallery of
the church and appears to be only partial-
ly completed, consisting of the central hall
and arcosalia on one side only. While these
crypts are intended for patron families, the
final burial space was reserved for mem-
bers of the order and is located beneath the
southern side of the cloister, in the wing
that was entirely built in the 18" centu-
ry. In this situation also, the hall extends
alongside the church foundation. In most
cases, the arcosalia are built on one side,
under the cells at the upper levels, but they
also appear at both ends of the circulation.
Remarkable are the western ones, opened
in the medieval foundation of the church.
Access to the crypt is made from the north-
western corner, through a trapdoor in the
gallery floor. It is not excluded that initial-
ly there was a descent under the western
gallery of the church, symmetrical with the
entrance to the crypt of the side chapel.
The Franciscan church in Cluj is re-
markable for the complete transformation
of the construction that takes place both
on the inside and outside. This transfor-
mation is tailored to the previous Gothic
structure, exploiting and reinterpreting
initial elements. Special attention is given
to the interior, where the side chapels are
modernized and where the slender win-
dows of the choir are divided and remod-
elled to achieve the Baroque composition,
with horizontal registers. The re-vaulting at
a lower, common level is reflected on the
southern elevation through the single cor-
nice. Equally with the interior, the quality
of the transformation is also found on the

6 Péter, SAS, A kolozsvdri ferences templom (Ko-
lozsvér: Gloria Nyomda, 1999), 96-97.

7 Péter, SAS, A kolozsvdri ferences templom (Ko-
lozsvar: Gloria Nyomda, 1999), 96-97.

8 Jozsef GYORGY, A ferencrendiek élete és mii-
kddése Erdélyben. A 200 éves jubileum alkal-
mabdél kézreadja (Kolozsvar: Szent Bonaven-
tura Kényvnyomda, 1930), 246.
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W Fig. 5. Cluj. Franciscan Church, southern elevation. © Marius Mihail PASCULESCU

laterale si alinierea lor cu golurile cleristoriului, cét si prin alinierea cornige-
lor de la nava si de la cor. JudecAnd dupa cota pilastrilor gotici din podul
bisericii, aceasta aliniere s-a obtinut prin coborirea drastica a peretilor navei,
poate si prin inaltarea celor din cor (Fig. 5).

Transformari din anii 1700 au loc si sub cota pardoselii, biserica cuprin-
zand spatii de inhumare in diferite zone ale ansamblului (Fig. 6). Sapata
intre fundatiile corului medieval, cripta principald este configurata in for-
ma literei T gi dateaza din perioada in care ansamblul era utilizat de catre
iezuiti.’ Aceasta consemnare intaregte presupunerea conform careia, dupa
cum urmeaza sd constatam, iezuitii construiesc si cripta de la biserica ur-
sulinelor din Sibiu. in epoca baroca, alte doua cripte au mai fost sapate sub
capelele laterale sudice. Prima a fost fondata in anii 1730 de catre Antal
KORNIS.” Prevazuta cu acces din exterior, cripta consta in trei holuri sapa-
te in anfilada pe langa nava bisericii. Mormintele sunt organizate pe doua
laturi, latura nordica strapungand fundatia medievala. Cea de-a doua cripta
apartine familiei Napoly, fiind fondatéd de catre Klara FELVINCZI, binefaca-

6 Péter, SAS, A kolozsvdri ferences templom (Kolozsvér: Gloria Nyomda, 1999), 96-97.
7 Péter, SAS, A kolozsvdri ferences templom (Kolozsvér: Gloria Nyomda, 1999), 96-97.

W Fig. 6. Cluj. Biserica franciscanilor, plan subsol. © desenul lui Marius Mihail PASCULESCU dupd un
releveu de Andrds VEOREDS

W Fig. 6. Cluj. Franciscan Church, basement plan. © drawing by Marius Mihail PASCULESCU after a
survey by Andrds VEOREQS
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toarea clariselor din acelasi orag.®Spatiul se acceseaza pe sub galeria vestica
a bisericii gi pare realizata doar partial, fiind alcétuita din holul central si ar-
cosoli pe o singura latura. In timp ce aceste cripte sunt destinate unor familii
de patroni, ultimul spatiu de inhumare era pentru membrii ordinului si se
afla sub latura sudica a claustrului, in aripa construita integral in secolul al
XVIII-lea. Si in aceasta situatie, holul se desfdgoara pe langa fundatia biseri-
cii. In majoritatea lor, arcosolii sunt ziditi pe o singura latura, sub chiliile de la
nivelurile superioare, insd mai apar in ambele capete ale circulatiei. Remar-
cabile sunt cele vestice, deschise in fundatia medievala a bisericii. Accesul in
cripta are loc din coltul nord-vestic, printr-o trapa din pardoseala galeriei. Nu
se exclude posibilitatea ca initial a existat o coborire pe sub galeria vestica
a bisericii, simetrica cu intrarea in cripta capelei laterale.

Biserica franciscanilor din Cluj este remarcabila prin transformarea in-
tegrala a constructiei care are loc atat la interior, cét gi la exterior. Aceasta
transformare se muleaza pe structura gotica anterioara, speculand gi rein-
terpretand elemente initiale. O atentie deosebitd primeste interiorul, unde
capelele laterale sunt modernizate gi unde ferestrele elansate ale corului
sunt divizate si remodelate pentru obtinerea compozitiei baroce, pe re-
gistre orizontale. Reboltirea la o cotd mai joasd, comuna, se reflecta si pe
fatada sudica prin cornisa unica. In egald masura cu interiorul, calitatea
transformarii se regaseste si la fatada principala. Imaginea gotica cu pini-
on ascutit si contraforti oblici a fost anulata in mod congtient prin intro-
ducerea turnului, a cornisei masive, orizontale ce incheie primul registru
si prin remodelarea contrafortilor sub forma manunchiurilor de pilagtri
aplatizati ce dau senzatia concavitatii. Totodata, rezolvarea asimetriei
provocate de prezenta capelelor laterale prin extinderea fatadei pe corpul
claustrului dovedeste o stapénire a principiilor compozitionale de factura
clasica. Coordonarea lucrarilor de reconstructie a bisericii 1i sunt atribui-
te megterului constructor si antreprenorului Konrad HAMMER, care ar fi
activat inainte la construirea bisericii iezuitilor din Cluj si pe care il gasim
ulterior asociat lucrarilor bisericii iezuitilor din Targu Mures.® Nu se poate
afirma masura in care acesta este gi autorul proiectului de transformare.

Biserica ursulinelor din Sibiu

B Biserica ursulinelor din Sibiu este ocupatd de maici incepand cu anul
1733, constructia fiind anterior utilizata de catre iezuiti. inainte de Refor-
ma, aceasta apartinuse calugarilor dominicani. Biserica este lovita de tras-
net si avariatd succesiv in anii 1746, 1760 si in anul 1771.1 in anul 1769,
impéarateasa Maria Tereza sprijind extinderea scolii,'! ocazie din care se
pastreazd planurile proiectului. In aceste planuri apare si biserica gotica
asupra careia s-a intervenit minimal pana la acea data, fiind vizibil corul
cu colonetele gotice, ulterior imbracate in pilagtri masivi de zidarie (Fig. 7).
Aceastd transformare a edificiului se incheie in anul 1774.'? Biserica este
ampld, alcatuita dintr-o unica sald, ritmatd in cinci travee egale si cor poli-
gonal alungit, similar bisericilor mendicante din Cluj si Medias (judetul Si-
biu) (Fig. 8). Interiorul navei pastreaza manunchiurile de colonete angajate
si arhivoltele pe arc frint, fiind acoperita cu un tavan de lemn ce sugereaza

8 Jozsef GYORGY, A ferencrendiek élete és miikodése Erdélyben. A 200 éves jubileum al-
kalmabdl kézreadja (Kolozsvar: Szent Bonaventura Kényvnyomda, 1930), 246.

9 Margit B. NAGY, Reneszdnsz és barokk Erdélyben. Miivészettorténeti tanulmdnyok (Bu-
curesti: Kriterion, 1970), 303.

10 Emil SIGERUS, Cronica orasului Sibiu 1100-1929 (Sibiu: Editura Honterus, 2006), 36-39.

11 Wilhelm SCHMIDT, “Geschichte des Ordenhauses der erwtirdigen Frauen Ursulinerin-
nen in Hermannstadt,” in Transilvania. Wochenschrift fur siebenburgische Landeskun-
de, Literatur und Landeskultur (Hermannstadt: Theodor Steinhausen, 1862), 260-264.

12 Wilhelm SCHMIDT, “Geschichte des Ordenhauses der erwtirdigen Frauen Ursulinerin-
nen in Hermannstadt,” in Transilvania. Wochenschrift fur siebenburgische Landeskun-
de, Literatur und Landeskultur (Hermannstadt: Theodor Steinhausen, 1862), 260-264.
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main elevation. The Gothic image with a
pointed gable and oblique buttresses was
consciously nullified by the introduction
of the tower, the massive horizontal cor-
nice that finishes the first register, and the
remodelling of the buttresses into flattened
pilaster clusters that give the impression of
concavity. At the same time, resolving the
asymmetry caused by the presence of the
side chapels by extending the elevation onto
the cloister building demonstrates a mastery
of classical compositional principles. The
coordination of the church’s reconstruction
works is attributed to the master builder and
entrepreneur Konrad HAMMER, who is said
to have been active earlier in the construc-
tion of the Jesuit church in Cluj and who is
later found to be associated with the works
on the Jesuit church in Targu Mures.® It can-
not be asserted to what extent he is also the
author of the transformation project.

The Ursuline church in Sibiu

B The Ursuline Church in Sibiu was occu-
pied by nuns starting in 1733, the building
having previously been used by the Jesuits.
Before the Reformation, it belonged to the
Dominican friars. The church was struck
by lightning and damaged successively in
the years 1746, 1760, and 1771.° In 1769,
Empress Maria Theresa supported the expan-
sion of the school," during which the plans
of the project were preserved. These plans
also include the Gothic church on which
minimal interventions had been made up to
that point, with the Gothic choir visible, later
clad in massive masonry pilasters. This trans-
formation of the building was completed in
1774.%2 The church is spacious, consisting of
a single hall, rhythmized in five equal bays
and an elongated polygonal choir, similar to
the mendicant churches in Cluj and Medias.
The interior of the nave retains the clusters
of engaged colonettes and the archivolts on
pointed arches, being covered with a wooden
ceiling that awkwardly suggests a barrel vault
with penetrations and transverse arches. The
false vault was probably constructed after the
damages caused by the last lightning strike in
1771 and includes in its composition both the
archivolts of the mediaeval vaults and the en-
gaged colonettes supporting the “transverse
arches” made of stucco.

On the northern side, there are two side
chapels with stellar vaults, preserved from
the mediaeval period, without remarkable
subsequent interventions and which do not

9 Margit B. NAGY, Reneszdnsz és barokk Erdély-
ben. Miivészettirténeti tanulmdanyok (Bucu-
resti: Kriterion, 1970), 303.

10 Emil SIGERUS, Cronica orasului Sibiu 1100-
1929 (Sibiu: Editura Honterus, 2006), 36-39.

11 Wilhelm SCHMIDT, “Geschichte des Orden-
hauses der erwtirdigen Frauen Ursulinerinnen
in Hermannstadt,” in Transilvania. Wochen-
schrift fur siebenburgische Landeskunde, Lite-
ratur und Landeskultur (Hermannstadt: Theo-
dor Steinhausen, 1862), 260-264.

12 Wilhelm SCHMIDT, “Geschichte des Orden-
hauses der erwtirdigen Frauen Ursulinerinnen
in Hermannstadt,” in Transilvania. Wochen-
schrift fur siebenburgische Landeskunde, Lite-
ratur und Landeskultur (Hermannstadt: Theo-
dor Steinhausen, 1862), 260-264.



participate in the interior composition. At
a higher level, on the same side, there are
semicircular openings, remodelled in a Ba-
roque manner, while on the southern wall,
where the cloister is attached, they are only
painted, suggesting symmetry. The signifi-
cant Baroque interventions are only found
in the choir and begin with the remodelling
of the semicircular triumphal arch and the
addition of a strong entablature, with tri-
glyphs, to mark its springing. The entabla-
ture continues into the choir, supported by
massive pilasters that connect to the walls
through curved vertical planes. The choir
is covered by a domical vault, on geminate
transverse arches, and the polygonal bay
by a half-dome. In this section, between
the pilasters, there are elongated windows,
transformed into semicircular ones. The
quality of craftsmanship and the presence
of classical elements reflect the last decades
of the 18" century.

The contrast between the architecture of
the nave and the choir is striking. The plans
for the expansion of the school and the mon-
astery do not include any transformation of
the church, which may mean that interven-
tions on the choir were not planned. Prob-
ably after the completion of the extensive
works at the monastery, the “modernisation”
of the interior was started, but it stopped at
the choir due to lack of funds.

The crypt beneath the Ursuline church
extends under the entire mediaeval build-
ing, with access points located under the
sacristy and under the gallery attached to
the church, on the western side of the nave.
The extensive basement consists of two
rows of massive pillars supporting cross-
vaults. The system changes beneath the
choir, where there is a single vault. The area
for burial niches is provided perimetrically,
including at the western end of the nave and
on the sides of the polygonal choir. As in
the case of the Jesuit crypt in the same city,
the pillars are finished with profiled bases
and capitals, but they retain the plaster and
representative stucco decorations, concen-
trated in the bay with access from the gal-
lery. The construction of the crypts seems to
have taken place before the baroquisation of
the church because the pillars of the west-
ern tribune that descend to the basement
remained unfinished. It is highly likely that
the arrangement of the crypts was carried
out by the Jesuits who owned the place until
the consecration of their own church in The
Large Square in 1733, similar to the previ-
ously mentioned case.

The exterior of the church largely re-
tains its Gothic volume with varied cor-
nices. During the restoration between 1995
and 1996," the pointed arches on the west-
ern and northern elevations were outlined,
with only slight transformations being visi-
ble. The verticality of the western elevation
is nullified by dividing it into horizontal
registers, by cutting off the Gothic pinna-
cle and transforming it into a trapezoidal

13 Alexandru AVRAM and Ioan BUCUR, Topo-
grafia monumentelor din Transilvania. Muni-
cipiul Sibiu (Kéln: Rheinland, 1999), 82.
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W Fig. 7. Sibiu (judetul Sibiu). Biserica ursulinelor, plan parter, anterior interventiilor baroce, autor Franz
CAPRELLA, 1768. © Osterreichisches Staatsarchiv, Finanz und Gofkammerarchiv, At-OeStA/FHKA
SUS KS, Rb-471 (detaliu)

W Fig. 7. Sibiu (Sibiu County). Ursuline Church, ground floor plan, prior to the Baroque interventi-
ons, author Franz CAPRELLA, 1768. © Osterreichisches Staatsarchiv, Finanz und Gofkammerarchiv,
At-OeStA/FHKA SUS KS, Rb-471 (detail)

R R e R R R
L] L] L " L}

W Fig. 8. Sibiu. Biserica ursulinelor, plan parter si sectiune. © desenul lui Marius Mihail PASCULESCU
dupd un releveu de Emil CRISAN

W Fig. 8. Sibiu. Ursuline Church, ground floor plan and section. © drawing by Marius Mihail PASCU-
LESCU after a survey by Emil CRISAN
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| Fig. 9. Sibiu. Biserica ursulinelor, perspectivd interioard. © Marius Mihail PASCULESCU
W Fig. 9. Sibiu. Ursuline Church, interior perspective. © Marius Mihail PASCULESCU

cu stangacie o bolta semicilindrica cu penetratii si arce-dublou. Bolta falsa
a fost probabil realizatd dupa stricaciunile provocate de ultimul trasnet din
anul 1771 si include in compozitia sa atat arhivoltele boltilor medievale, cat
si colonetele angajate care sustin ,,dublourile” de stuc (Fig. 9).

Pe latura nordica apar doua capele laterale, cu bolti stelate, pastrate din
evul mediu, fara interventii ulterioare remarcabile si care nu participa la com-
pozitia interiorului. La o cota mai inalta, pe aceeasi latura se afla goluri semi-
circulare, remodelate in maniera baroca, in timp ce pe peretele sudic, unde se

W Fig. 10. Sibiu. Ursuline Church, choir detail. © Marius Mihail PASCULESCU
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pediment. Above it, a small bell tower was
installed, with a Baroque appearance.

The uniqueness and charm of the Ur-
suline Church in Sibiu lie precisely in the
contrast between the nave and the choir, in
the arrangement of the nave and the ceiling
from the last decades of the 18" century. Al-
though clumsy in suggesting a semicircular
vault, it attempts to work together with the
existing elements, featuring pointed “pen-
etrations” and “double arches” in stucco,
with a Gothic profile, following the cluster
of colonettes and the mediaeval archivolts.

Regarding the author of the transfor-
mation works, we mention the possible
involvement of the Austrian engineer
Franz CAPRELLA, who signed the plans
for the monastery’s expansion. Although
these plans do not involve alterations to
the church, the vaulting of the interior is
recorded a few years later (1774), after the
dating of CAPRELLA’s drawings (1769).

The Franciscan Church in Sibiu

B One year after the completion of the works
on the Ursuline Church, the restoration of the
Franciscan Church in Sibiu also takes place.'*
The church belonged to the Dominican nuns
during the mediaeval period. The monks took
possession of the buildings in 1716, begin-
ning the repair and equipping of the church,
as well as the reconstruction of the cloister.
The walls with buttresses from the mediaeval
structure are preserved. In 1775, the vault in
the choir collapses, leading to an extensive
Baroque modernization project.'® Between
the renovations initiated after 1716 and the
Baroque transformation of the building in
1776, the interventions were likely minimal.
The interior of the nave is articulated by flat-
tened pilasters in five equal bays and is cov-
ered with a barrel vault on transverse arches.

Remarkably, the archivolts and panels of
these penetrations were executed on pointed
arches, referencing the mediaeval substance
of the church. In the northern wall of the
nave, in bays two and four, two semicircu-
lar openings were made, corresponding to
the side chapels, added during the Baroque
restoration. The nave is illuminated by the
windows of the chapels and by alternating
openings at the clerestory level. At the west-
ern end of the nave, a gallery for the organ
was introduced. The space of the nave is sep-
arated from the choir by the semi-circularly
processed triumphal arch, with the springing
located at a slightly lower level than the bar-
rel vaults. The stacked windows of the choir
were obtained as in the restoration in Cluj,
namely by the horizontal division and remod-
elling of the Gothic opening. Judging by the
absence of other traces from the church’s at-
tic, as well as from the height of the buttress-
es, the old Gothic vault was approximately
at the level of the current one. It is possible

14 Jézsef GYORGY, A ferencrendiek élete és mii-
kodése Erdélyben. A 200 éves jubileum alkal-
mabdl kézreadja (Kolozsvar: Szent Bonaven-
tura Kényvnyomda, 1930), 296.

15 Jozsef GYORGY, A ferencrendiek élete és mii-
kodése Erdélyben. A 200 éves jubileum alkal-
mabdl kézreadja (Kolozsvar: Szent Bonaven-
tura Kényvnyomda, 1930), 296.
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M Fig. 11. Sibiu. Biserica ursulinelor, perspectivd criptd.

© Marius Mihail PASCULESCU

M Fig. 11. Sibiu. Ursuline Church, crypt perspective.

© Marius Mihail PASCULESCU

that the pointed penetrations of the Baroque
vault in the choir precisely follow the origi-
nal, Gothic archivolts. The transformation of
the interior is complete. Although the ogival
penetrations create an unusual image in the
classical composition of the interior, it does
not seem to represent clumsiness but rather
an intentional gesture within the controlled
scope of this transformation.

Resolved atypically, the crypt of the
Franciscan church in Sibiu is partially un-
der both the nave and the choir, extending
beneath the sacristy as well. The current
access is through a trapdoor in the floor of
the eastern wing of the monastery, although
this configuration may be subsequent. An
axial entrance through the church is unlike-
ly due to the arcosalia in this direction. The

M Fig. 13. Sibiu. Biserica ursulinelor, fatada principald.
© Marius Mihail PASCULESCU

M Fig. 13. Sibiu. Ursuline Church, main elevation.
© Marius Mihail PASCULESCU

W Fig. 12. Sibiu. Biserica ursulinelor, detaliu criptd. © Marius Mihail PASCULESCU
W Fig. 12. Sibiu. Ursuline Church, crypt detail. © Marius Mihail PASCULESCU

alipeste claustrul, acestea sunt doar pictate, sugerdnd simetria. Interventiile
baroce consistente se afla doar in cor gi incep prin remodelarea arcului tri-
umfal in plin-cintru gi adaugarea unui antablament puternic, cu triglife, care
sd-i marcheze nasterea. Antablamentul se continua si in cor, fiind sustinut
de pilastrii masivi care se racordeaza la pereti prin planuri verticale curbe.
Corul este boltit a vela, pe dublouri geminate, iar traveea poligonala cu o se-
micalota. In acest tronson, intre pilastri se afla golurile elansate, transformate
semicircular. Calitatea prelucrarii si prezenta elementelor de factura clasica
reflecta ultimele decenii ale secolului al XVIII-lea (Fig. 10).

Contrastul dintre arhitectura navei si a corului este frapanta. Plangele
cu extinderea gcolii si a méanastirii nu includ deloc transformarea biseri-
cii, ceea ce poate insemna cé interventiile asupra corului nu au fost plani-
ficate (Fig. 7). Probabil dupa incheierea amplelor lucrari de la manastire, a
fost demarata si ,modernizarea” interiorului, insa aceasta s-a oprit in cor
din lipsa fondurilor.

Cripta de sub biserica ursulinelor se desfagoara sub intregul edificiu me-
dieval, accesele realizdndu-se pe sub sacristie si pe sub galeria alipita bise-
ricii, in partea vestica a navei. Subsolul amplu se constituie din doua siruri
de stalpi masivi ce sustin bolti incrucisate (Fig. 11). Sistemul este schimbat
dedesubtul corului unde existd o singura bolta. Zona pentru nisele de in-
humare este prevazuta perimetral, inclusiv in capatul vestic al navei si pe
laturile corului poligonal. Ca si in cazul criptei iezuitilor din acelasi oras,
stalpii sunt finisati cu baze si capiteluri profilate, insd pastreaza tencuiala
si decoratiile reprezentative de stuc, concentrate in traveea cu accesul din
galerie (Fig. 12). Construirea criptelor pare sa fi avut loc inainte de baroci-
zarea bisericii datorita faptului ca stalpii tribunei vestice ce coboara pana in
subsol au ramas nefinisati. Este foarte posibil ca amenajarea criptelor a fost
realizatd de citre iezuitii ce detin ldcasul pina la sfintirea propriei biserici
din Piata Mare, in anul 1733, similar ca in cazul tratat anterior.

Exteriorul bisericii pastreaza, in mare parte, volumetria gotica cu cor-
nise diferite. La restaurarea dintre anii 1995 si 1996 (AVRAM SI BUCUR
1999, 82) s-au conturat arcele ogivale de pe fatadele vestice si nordice,
fiind vizibile doar transformari ugsoare. Anularea verticalitatii din fatada
vestica se face prin divizarea in registre orizontale, prin retezarea pinio-
nului gotic si transformarea lui in fronton trapezoidal. Deasupra lui s-a
amplasat un mic turn-clopotnita, cu aspect baroc (Fig. 13).

Unicitatea si farmecul bisericii ursulinelor din Sibiu constad tocmai in
contrastul dintre nava gi cor, in amenajarea navei si a tavanului din ulti-
mele decenii ale secolului al XVIII-lea. Desi stAngace in sugerarea unei

13 Alexandru AVRAM si loan BUCUR, Topografia monumentelor din Transilvania. Munici-
piul Sibiu (K6ln: Rheinland, 1999), 82.
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bolti semicilindrice, aceasta incearca sa conlucreze cu elementele existen-
te, avand ,,penetratiile” frinte si ,arcele-dublou” din stuc, profilate gotic,
dupad manunchiul de colonete gi dupa arhivoltele medievale (Fig. 14).

In ceea ce priveste autorul lucrarilor de transformare, mentionam posi-
bila implicare a inginerului austriac Franz CAPRELLA, cel care semneaza
plangele pentru extinderea manastirii. Desi in aceste plange nu se inter-
vine si asupra bisericii, boltirea interiorului este consemnata la citiva ani
(1774) dupa datarea desenelor lui CAPRELLA (1769).

Biserica franciscanilor din Sibiu

B La un an dupéa terminarea lucrarilor la biserica ursulinelor, are loc si
restaurarea bisericii franciscanilor din Sibiu.'*Biserica apartinuse in perioa-
da medievala maicilor dominicane. Calugarii intra in posesia constructiilor
in anul 1716, incepand repararea si echiparea lacagului, dar si reconstruirea
claustrului. Din structura medievala se pastreaza peretii cu contraforti. in
anul 1775, bolta din cor se prabuseste, fiind apoi demarat un amplu san-
tier de modernizare baroca.’” Intre reabilitarile incepute dupa anul 1716
si transformarea barocd a edificiului din anul 1776, interventiile au fost
probabil minimale (Fig. 15). Interiorul navei se articuleaza prin pilastri
aplatizati in cinci travee egale i este acoperit cu o bolta semicilindrica pe g fig, 14. Sibiu. Biserica ursulinelor, detaliu din podul

arce-dublou. In mod remarcabil, arhivoltele si panzele acestor penetratii au méindstirii. © Marius Mihail PASCULESCU
. W Fig. 14. Sibiu. Ursuline Church, detail of the monas-
14 Jozsef GYORGY, A ferencrendiek élete és miikodése Erdélyben. A 200 éves jubileum al- tery attic. © Marius Mihail PASCULESCU

kalmdbdl kézreadja (Kolozsvar: Szent Bonaventura Kényvnyomda, 1930), 296.
15 Jézsef GYORGY, A ferencrendiek élete és miikédése Erdélyben. A 200 éves jubileum al-
kalmdabdl kézreadja (Kolozsvér: Szent Bonaventura Konyvnyomda, 1930), 296.
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i NV ﬁ_JT H reflects different stages. Moreover, the dat-
Y i TM %JJ P ing of several tombs predates the Baroque
#1 [N T il [/, transformation of 1776. In the monastery’s

NN

basements lie buried General Commander
of Transylvania, Hugo Damian VON VIR-
MOND, who died in Sibiu in 1722, as well
as Governor Ioan HALLER and his wife
—1 = Sofia DANIEL, under whose patronage the
a \}é restoration of the Franciscan church in Me-
diag (Sibiu County) was carried out. Com-
pared to the Jesuit crypts in Sibiu, the Fran-
ciscans’ crypt remains modest despite the
notable individuals interred within.

The transformation of the church also
takes place on the exterior. Wall archaeology
studies carried out during the last rehabilita-
tion revealed the extent of the 18%-century
interventions, suggested by the differences in
chromatic treatment. In fact, during the Ba-
roque restoration of 1776, the church was ex-
tended westward by another bay, so the main
elevation does not represent a reworking of
the mediaeval one. The elevation consists of
three bays, delimited by flattened pilasters,
arranged in colossal order, between which
the superimposed windows of the vestibule
and the tribune were provided. Emphasizing
these pilasters necessitated the continuation
of the composition vertically by introducing
an entablature or a pediment. The absence of

- 5 these elements creates an unfinished or pro-

vincial impression. A bell tower was added

W Fig. 15. Sibiu. Biserica franciscanilor, plan parter si sectiune. © desenul lui Marius Mihail PASCULESCU towards the south, through which access to
dupd un releveu de Andrds VEOREOS the cloister is also made, while to the north,
M Fig. 15. Sibiu. Franciscan Church, ground floor plan and section. © drawing by Marius Mihail the elevation is extended in the form of a but-
PASCULESCU after a survey by Andrds VEOREOS tress. The Baroque interventions adopt the
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M Fig. 16. Sibiu. Biserica franciscanilor, perspectivd interioard.

© Marius Mihail PASCULESCU

W Fig. 16. Sibiu. Franciscan Church, interior perspective. © Marius Mihail PASCULESCU

motif of rounded corners, which appears on
the main elevation itself, as well as on the
buttress, the side chapels, and the upper reg-
ister of the tower. Through the rigour of com-
position and treatment in colossal order, the
exterior appearance of the church express-
es Viennese influence, similar to the Jesuit
building.

Between the interior and exterior of the
nave, there is no correlation in the bay di-
vision. Inside, the nave is divided into five
equal bays, while the mediaeval buttresses
create four uneven bays on the exterior.
The Baroque intervention on the nave can
be considered all the more remarkable, as
it orders the interior and creates a coher-
ent composition. Strangely, its overall ap-

M Fig. 18. Sibiu. Biserica franciscanilor, fatada princi-
pald. © Marius Mihail PASCULESCU
M Fig. 18. Sibiu. Franciscan Church, main elevation.
© Marius Mihail PASCULESCU

W Fig. 17. Sibiu. Biserica franciscanilor, cripta.
© Marius Mihail PASCULESCU
W Fig. 17. Sibiu. Franciscan Church, crypt. © Marius Mihail PASCULESCU

fost realizate pe arce frinte, cu trimitere la substanta medievala a bisericii.
In peretele nordic al navei, in traveele doi si patru s-au deschis doua go-
luri semicirculare, aferente capelelor laterale, adosate la restaurarea baroca.
Nava se ilumineaza prin ferestrele capelelor si prin golurile alternative de
la nivelul cleristoriului (Fig. 16). In capatul vestic al navei a fost introdusa o
tribuna pentru orga. Spatiul navei se separa de cor prin arcul triumfal pre-
lucrat semicircular, cu nagterea aflata la o cota usor inferioara fata de boltile
semicilindrice. Ferestrele suprapuse ale corului au fost obtinute ca in cazul
restaurarii de la Cluj, anume prin divizarea orizontala si remodelarea golu-
lui gotic. Judecand dupa absenta altor urme din podul bisericii, dar si dupa
indltimea contrafortilor, vechea boltd gotica se afla aproximativ la nivelul
celei actuale. Este posibil ca penetratiile frinte ale boltii baroce din cor sa
urmaéreasca intocmai arhivoltele initiale, gotice. Transformarea interiorului
este integrala. Cu toate ca penetratiile ogivale creeaza o imagine neobis-
nuita in compozitia clasica a interiorului, aceasta nu pare sa reprezinte o
stdngacie, ci un gest intentionat in cadrul controlat al acestei transformari.

Rezolvata atipic, cripta de la biserica franciscanilor din Sibiu se afla partial
sub nava si cor, fiind extinsa si sub sacristie. Accesul actual se realizeaza prin-
tr-o trapa din pardoseala aripii de est a manastirii, insa aceasta configuratie ar
putea fi ulterioara. O intrare axiala prin biserica este putin probabild datorita ar-
cosolilor aflati si pe aceasta directie. Calitatea restaurarii baroce contrasteaza cu
lipsa de rigoare a criptelor si reflecta etape diferite. De altfel, datarea mai multor
morminte preceda barocizarea din anul 1776. In subsolurile manastirii se afla
inmormantat generalul comandant al Transilvaniei, Hugo Damian VON VIR-
MOND, care a decedat la Sibiu in anul 1722, dar si guvernatorul loan HALLER
si sotia Sofia DANIEL, sub patronajul carora s-a restaurat si biserica francisca-
nilor din Medias. Fata de subsolurile iezuitilor din Sibiu, cripta franciscanilor
ramane modesta in ciuda personalitatilor inhumate (Fig. 17).

Transformarea bisericii are loc si la exterior (Fig. 18). Cercetdrile de pa-
rament efectuate cu ocazia ultimei reabilitdri au dezvelit anvergura inter-
ventiilor din secolul al XVIII-lea, acestea fiind sugerate prin diferentele din
tratarea cromatica. De fapt, la refacerea baroca din anul 1776, biserica este
extinsa inspre vest cu inca o travee, astfel ca fatada principald nu reprezinta
o prelucrare a celei medievale (Fig. 15). Fatada este alcatuita din trei travee,
delimitate prin pilastri aplatizati, dispusi in ordin colosal, intre care au fost
prevazute ferestrele suprapuse ale vestibulului si ale tribunei. Accentua-
rea acestor pilastri impunea continuarea compozitiei pe verticala prin in-
troducerea unui antablament sau a unui fronton. Faptul ca acestea lipsesc
creeazi o imagine neterminata sau provinciala. inspre sud, a fost adosat un
turn-clopotnita prin care se face si accesul in claustru, iar la nord, fatada
este prelungita sub forma unui contrafort. Interventiile baroce adopta moti-
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vul coltului rotunjit care apare la fatada propriu-zisa, dar si la contrafort, la
capelele laterale si la ultimul registru al turnului. Prin rigoarea compunerii
si tratarea in registru colosal, aspectul exterior al bisericii exprima influenta
vieneza, similara edificiului iezuit.

Intre interiorul si exteriorul navei, traveatia nu este corelata. induntru
s-a constatat ritmarea navei in cinci travee egale, in timp ce contrafortii
medievali creeaza la exterior patru travee inegale. Interventia baroca asu-
pra navei se poate considera cu atat mai remarcabila, cu cat aceasta ordo-
neaza interiorul si creeazi o compozitie coerenta. in mod bizar, aspectul
ei general este asemanator cu cel al bisericii franciscanilor din Dej, con-
struitd integral in secolul al XVIII-lea. Ambele biserici sunt sprijinite prin
contraforti si au corul poligonal. Atét biserica din Sibiu, cat si biserica din
Dej contin céte un turn asimetric in fatada vestica pe sub care se accede
in claustru si ambele contin cate doua capele secundare pe latura sudica,
interioarele fiind ritmate in 5 travee.

Concluzii

B La baza transformarilor baroce integrale ale bisericilor de ménastire a stat
starea lor precard ce a impus reconstructia majora a edificiului. In cazul lor,
din structura gotica se pastreaza doar zidurile cu contraforti, uneori cornigele
aflate la cote ugor diferite, interventiile baroce ascunzand in intregime carac-
terul medieval al cladirii. Primul, totodata si cel mai avansat caz de transfor-
mare din Principat il reprezinta biserica franciscanilor din Cluj, unde trans-
formarea este integrala gi unde nivelul de prelucrare se apropie de cel al noii
biserici iezuite din acelasi oras. Cealaltd interventie remarcabila se afla la
Sibiu, unde biserica franciscanilor se transforma in intregime, primind bolti
noi, turn si o travee suplimentare inspre vest. Transformari integrale pot fi
considerate si cazurile in care, din motive structurale sau economice, se re-
bolteste doar corul, nava ramanand cu tavan sau bolta de lemn. in aceasta
situatie se afla biserica ursulinelor din Sibiu.

Etapizarea lucrarilor de transformare, rezumata la inceputul articolului,
are o ordine fireasca. Subiectul urmareste bisericile de méanastire, fiind ob-
servat faptul ca abandonarea acestora din perioada Reformei a condus la
degradarea lor. Astfel, dupé ce edificiile intrd din nou in posesia ordinelor
calugaresti, interventiile imediate nu reprezinta ,modernizari”, ci lucrari de
reparatie si de repunere in functiune. Aceasta repunere in functiune presu-
pune si realizarea spatiilor de inhumare, atat ale calugarilor, cét si ale bine-
facatorilor. In cazurile bisericii franciscanilor din Cluj si a ursulinelor din
Sibiu, primele lucrari de reparatii, probabil si o parte a spatiilor de inhumare,
sunt realizate de catre preotii iezuiti, care ocupa la inceput aceste edificii.

In cadrul exemplelor studiate, putem observa formule comune de ,moder-
nizare”. Atenuarea elansarii sau a imaginii medievale reprezinta un deziderat
important, mijloacele frecvent utilizate fiind coborirea noilor bolti si a acoperigu-
rilor, dar si zidirea partiala a golurilor gotice sau divizarea lor pe orizontala. in ca-
zul divizarii pe orizontala, se introduce o cornisa interioara, sprijinita pe pilastri,
menita sa reorganizeze spatiul dupa principii de factura clasica. Realizarea unor
pilastri aplatizati din stuc, zidirea unora masivi in care sa descarce bolta baroca
sau imbracarea pilagtrilor medievali in zidarie noua sunt formule utilizate atat in
exemplele studiate, cét gi in majoritatea cazurile de transformare.

In ce priveste transformarea exterioara, lucrarile se concentreaza asupra
fatadei vestice. Cele trei exemple studiate dezvaluie solutii cu interventii di-
ferite. Interventii minimale asupra fatadei principale gasim la biserica ursu-
linelor, prin remodelarea sau zidirea golurilor si prin realizarea frontonului
trapezoidal, deasupra caruia s-a instalat clopotnita. Interventii mai complexe
s-au identificat la franciscanii din Cluj. Fatada medievala este regandita in
intregime gi include in compozitia ei simetrica att capelele de pe latura sudi-
ca, cat i o travee din claustru, la aceasta addugandu-se apoi turnul, puternic
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pearance is similar to that of the Franciscan
church in Dej (Cluj County), built entirely
in the 18" century. Both churches are sup-
ported by buttresses and have a polygonal
choir. Both the church in Sibiu and the
church in Dej feature an asymmetric tower
on the western elevation, under which one
accesses the cloister, and both contain two
secondary chapels on the southern side,
with interiors divided into 5 bays.

Conclusions

B The precarious condition of monastery
churches was the basis for the comprehen-
sive Baroque transformations they under-
went, necessitating major reconstruction of
the buildings. In their case, only the walls
with buttresses from the Gothic structure are
preserved, sometimes along with cornices at
slightly different levels, with Baroque inter-
ventions completely concealing the mediae-
val character of the buildings. The first and
most advanced case of transformation in the
Principality is represented by the Franciscan
church in Cluj, where the transformation is
comprehensive and the level of refinement
approaches that of the new Jesuit church in
the same city. Another remarkable interven-
tion is found in Sibiu, where the Franciscan
church is completely transformed, receiving
new vaults, a tower, and an additional nave
bay towards the west. Other instances of
comprehensive transformation include cas-
es where, for structural or economic reasons,
only the choir is vaulted, leaving the nave
with a wooden ceiling or vault. This situa-
tion applies to the Ursuline church in Sibiu.

The phased approach to the transforma-
tion works, summarized at the beginning of
the article, follows a logical order. The focus
is on monastery churches, noting that their
abandonment during the Reformation led to
their deterioration. Thus, when the build-
ings once again came into the possession
of religious orders, the immediate interven-
tions were not “modernizations” but rather
repair and restoration works. This restora-
tion also involved creating burial spaces,
both for the monks and for benefactors. In
the cases of the Franciscan church in Cluj
and the Ursuline church in Sibiu, the initial
repair works, and likely some of the burial
spaces, were carried out by the Jesuit priests
who initially occupied these buildings.

Within the examples studied, we can
observe common “modernization” formulas.
Mitigating the elongation or the medieval im-
age is an important goal, with frequently used
means including lowering the new vaults and
roofs, as well as partially bricking up or di-
viding the Gothic windows horizontally. In
the case of horizontal division, an interior
cornice is introduced, supported by pilasters,
intended to reorganize the space according
to classical principles. Creating flattened pi-
lasters from stucco, building massive ones
to support the Baroque vault, or dressing the
mediaeval pilasters in new masonry are for-
mulas used both in the examples studied and
in most cases of transformation.

Regarding the exterior transformation,
the works focus on the western elevation.



The three examples studied reveal solutions
with different interventions. Minimal inter-
ventions on the main elevation are found at
the Ursuline Church, through the remod-
elling or bricking up of windows and the
creation of the trapezoidal pediment, above
which the bell tower was installed. More
complex interventions were identified at the
Franciscans in Cluj. The mediaeval elevation
is completely reimagined and includes in its
symmetrical composition both the chapels on
the southern side and a bay from the cloister,
to which the tower, strongly projecting, was
later added. The mediaeval volume is also af-
fected. Probably considered too “tumultuous”
for the taste of the time, the large difference
in size between the volume of the nave and
that of the choir was balanced to reflect the
composition inside the church, where the
single cornice marks the same springing of
the vaults of the nave and the choir. Thus, on
the exterior, the walls of the mediaeval nave
were lowered, while the walls of the choir
were slightly raised to achieve this single cor-
nice. The exterior of the Franciscan Church
in Sibiu features the most drastic interven-
tion. It appears that an additional bay was
designed and introduced here towards the
west, so in terms of rthythm or the positioning
of windows, the composition of the elevation
is devoid of the constraints of the mediaeval
structure. The studied case of the Franciscan
church in Sibiu provides clues about the rel-
ativity with which these transformations are
approached. Although the “modernisation”
is comprehensive, there are references to the
mediaeval substance through the pointed
arch penetrations, while the origin of other
features can be traced to the local model of
the Franciscan church in Dej. Built between
1726-30, the church in Dej represents an
early Baroque model from Transylvania, still
inspired by mediaeval architecture, a model
that would later inspire the transformation of
a medieval church into a Baroque one.

In conclusion, the studied examples
were selected to reflect the drastic change
that occurred in ecclesiastical architecture
in 18%-century Transylvania, as well as the
determination with which the new Baroque
style was implemented to cover the medi-
aeval substance of the buildings. Despite
these strong gestures of transformation, the
phenomenon remains relative and open. We
recall situations where churches preserve
mediaeval elements that collaborate with the
new Baroque interventions, such as the Fran-
ciscan churches in Mediag or Baia de Crig
(Hunedoara County) (a subject extensively
discussed in Marius Mihail PASCULESCU’s
work, Medieval Convents in the Baroque Era.
Restoration Approaches from Transylvania:
The Minorite Church from Bistrita).'®

16 Marius Mihail PASCULESCU, ,Medieval
Convents in the Baroque Era. Restoration
Approaches from Transylvania: The Minorite
Church from Bistrita,” in QUEST10NS: A volu-
me dedicated to the anniversary edition of the
QUEST10NS International Architecture Confe-
rence, which took place between the 27" and
the 28" of October 2022 in Cluj-Napoca, ed.
Serban TIGANAS, Silviu BORS, Andreea POP,
Cristina PURCAR (Cluj-Napoca: UTPress,
2023), 335-345.
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decrogat. Volumetria medievala este si ea afectata. Probabil consideratd prea
»zbuciumata” pentru gustul epocii, diferenta mare de gabarit dintre volumul
navei si cel al corului a fost echilibrata pentru a reflecta compozitia din inte-
riorul bisericii, unde corniga unicd marcheaza aceeasi nastere a boltilor din
nava si din cor. Astfel, la exterior peretii navei medievale au fost coboriti,
in timp ce peretii corului au fost ugor inaltati pentru a obtine aceastd unica
cornisa. Exteriorul bisericii franciscanilor din Sibiu contine cea mai drastica
interventie. Se pare ca aici a fost proiectata si introdusa o travee suplimentara
catre vest, astfel ca, in privinta ritmarii sau a pozitionarii golurilor, compo-
zitia fatadei este lipsita de constrangerile substantei medievale. Cazul studiat
al bisericii franciscane din Sibiu ofera indicii despre relativitatea cu care sunt
abordate aceste transformari. Degi ,,modernizarea” este integrala, exista trimi-
teri la substanta medievala prin penetratiile pe arc-frint, in timp ce originea
altor trasaturi se poate urmari in modelul local al bisericii franciscanilor din
Dej. Construita intre anii 1726-30, biserica din Dej reprezinta un model ba-
roc timpuriu din Transilvania, inca inspirat din arhitectura medievalad, model
care apoi va inspira transformarea unei biserici medievale intr-un baroca.

In incheiere, exemplele studiate au fost selectate astfel incat sa reflecte
schimbarea drasticd ce apare in arhitectura ecleziastica din Transilvania se-
colului al XVIII-lea, precum si hotarirea cu care se implementeaza noul stil
baroc pentru a acoperi substanta medievala a constructiilor. in ciuda acestor
gesturi puternice de transformare, fenomenul rdméne relativ si deschis. Re-
amintim situatii in care bisericile pastreaza elemente medievale care conlu-
creazd cu noile interventii baroce precum bisericile franciscanilor din Mediag
sau Baia de Cris (judetul Hunedoara).*®
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Restaurarea bisericilor medievale
in epoca baroca

B Rezumat: Termenul de restaurare a fost folosit in legatura cu construc-
tiile pentru prima oard la Roma in secolul al XVI-lea. Mult mai tarziu s-a
format disciplina pe care o numim astazi ,Restaurarea monumentelor”.
Astazi se remarca o preocupare pentru modificarea terminologiei in scopul
adaptarii la evolutia disciplinei. De altfel, de la sfarsitul secolului al XIX-lea,
cand disciplina devine de sine statdtoare, in diverse tari s-a impamantenit
o anume denumire: restaurare, conservare, protectie etc, chiar daca deja
Ia 1883 Camillo BOITO a trangat diferenta dintre restaurare gi conservare.
Preluarea termenilor care existd in toate limbile cu acelasi inteles s-a facut
pe baza unor sensibilitati nationale ce voiau in acelasi timp si sa eviden-
tieze o anumita directie. Evolutia disciplinei in secolul al XX-lea face ca
astazi dezbaterea terminologiei sa fie fara sens. Se remarca in diferite tari
cat de des se schimba denumirea ,,cursului” din programa scolara. Compa-
rdnd insa programele analitice, se constatd ca aceste cursuri sunt identice.
Schimbarile de denumire arata doar preocuparea de a tine pasul cu evo-
lutia disciplinei. In Romania, disciplina a preluat terminologia francezd
de la sfarsitul secolului al XIX-lea. Aceasta este pdstrata si astazi, inclusiv
in legislatie, chiar dacd e evident ca nu-gi mai are acoperirea in realitate.

B Cuvinte cheie: restaurare, ,,dez-restaurare”, Reforma, Contrareforma

B Intentia este de a analiza transformarea cladirilor din trecut, ca o forma
de ,restaurare”, iar in final sd se poatd concluziona ca aceasta restaurare
nu poate fi vegnica, iar cladirile au nevoie de o ,restaurare” in sensul actu-
al al disciplinei. Aceste truisme, cu toata banalitatea lor, trebuie afirmate
apasat datorita situatiei speciale a patrimoniului construit din Roméania:
dupa o perioada vitrega din ultima parte a comunismului a urmat o scurta
perioada de revigorare, sau maécar iluzia acesteia, dupa care a urmat scu-
fundarea in marasmul economic, dar mai ales moral, al societitii actuale.

S-a pastrat ambiguitatea termenului ,restaurare”, chiar si in titlu, toc-
mai pentru a accentua pericolul intrebuintarii lui cu rea intentie. Pe langa
distrugerile patrimoniului ca o consecintd a speculatiei veroase, apar si
distrugeri fard nici un substrat economic. Nu ma refer la lipsa de profesi-
onalism, ci la lipsa clarificarilor doctrinale. Barbarismul ,,dez-restaurare”
este utilizat pentru referire la interventiile din ultima jumatate de secol.
Se pare ca teoria lui HAEKEL?, ontogeneza urmeaza filogeneza, se aplica
si in evolutia profesionald a restauratorilor. Astfel intdlnim restaurari ro-
maénesti in mileniul al treilea care par sa fie facute la cumpéana secolelor
al XIX-lea si al XX-lea. Aceasta se intampla dupa ce restaurarile roménesti

1 Arhitect, profesor la Facultatea de Arhitectura gi Urbanism, Universitatea Tehnica din
Cluj-Napoca, Romania.

2 Ernst HAECKEL (1834-1919) filozof si biolog german cunoscut mai ales pentru teoria
recapituldrii: ontogeneza recapituleaza filogeneza.
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The Restoration
of Mediaeval Churches
in the Baroque Era

B Abstract: The term “restoration” was
first used in connection with constructions
in Rome, in the 16 century. Much later,
the discipline we now call “Historic Build-
ing Restoration” was formed. Today, there
is a noticeable concern for modifying the
terminology to adapt to the evolution of the
discipline. Indeed, since the end of the 19"
century, when the discipline became in-
dependent in various countries, a certain
terminology has been established: resto-
ration, conservation, protection, etc., even
though as early as 1883 Camillo BOITO
had resolved the difference between res-
toration and conservation. The adoption
of terms that exist in all languages with
the same meaning was based on national
sensitivities that wanted to highlight a cer-
tain direction. The evolution of the disci-
pline in the 20" century makes the debate
over terminology today pointless. Changes
in terminology are often seen in different
countries, such as how the name of the
“course” in the school curriculum changes
frequently. However, comparing analyti-
cal programs shows that these courses are
identical. The changes in terminology only
show a concern to keep up with the evolu-
tion of the discipline. In Romania, the dis-
cipline adopted French terminology at the
end of the 19" century. This terminology is
still used today, including in legislation,
even though it is clear that it no longer re-
flects reality.

W Keywords: restoration, “de-restoration”,
Reformation, Counter-Reformation

B The intention is to analyse the transfor-
mation of buildings from the past as a form
of “restoration”, and ultimately to conclude
that this restoration cannot be eternal, and
the buildings need a “restoration” in the
current sense of the discipline. These tru-
isms, despite their banality, must be em-
phasized due to the special situation of the
built heritage in Romania: after a difficult
period in the latter part of communism,
there followed a brief period of revitaliza-
tion, or at least the illusion of it, followed by
sinking into the economic, but especially
moral, quagmire of current society.

1 Architect, PhD, professor at the Faculty of
Architecture and Urban Planning, Technical
University of Cluj-Napoca, Romania.



The ambiguity of the term “restora-
tion” has been deliberately preserved in
the title precisely to emphasize the dan-
ger of its intentional misuse. In addition
to the destruction of heritage as a conse-
quence of malicious speculation, there are
also destructions without any economic
basis. I am not referring to a lack of profes-
sionalism, but rather to a lack of doctrinal
clarifications. The barbarism of “de-res-
toration” is used to refer to interventions
from the last half-century. It seems that
HAECKELs theory? ontogeny recapitu-
lates phylogeny, applies also to the pro-
fessional evolution of restorers. Thus, we
encounter Romanian restorations in the
third millennium that seem to be done
at the turn of the 20" century. This hap-
pens after Romanian restorations from
the 1960s-1977 were of exceptional quali-
ty, absolutely synchronous with what was
happening in Europe. The briefly devel-
oped subject could be a starting point for
future research.

The most exciting historic building is the
Black Church in Bragov (Bragov County).
It is so notorious as a Gothic monument
that the Baroque transformation is not
mentioned, even by specialists. At most,

2 Ernst HAECKEL (1834-1919) German philo-
sopher and biologist best known for his re-
capitulation theory: ontogenesis recapitulates
phylogeny.
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W Fig. 1. Martyrolugium-ul lui BARONIO (editia Roma
1586 si Venetia 1615), retipdrit de nenumdrate ori
dupd prima editie, devine un reper important pen-
tru construirea de noi capele, de introducere a noi
picturi si chiar de construire de noi biserici.
© Domeniu public

W Fig. 1. BARONIO's Martyrology (Rome edition 1586
and Venice edition 1615), reprinted countless times
after the first edition, becomes an important refer-
ence point for the construction of new chapels, the
introduction of new paintings, and even the con-
struction of new churches. © Public domain
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din anii 1960-1977 au fost de o calitate exceptionala, absolut sincrone
cu ceea ce se intampla in Europa. Subiectul dezvoltat sumar poate fi un
punct de pornire pentru cercetari viitoare.

Cel mai incitant monument este Biserica Neagra din Bragov (judetul
Brasov). Este atdt de notoriu ca monument gotic incét transformarea ba-
roca nu este pomenita nici macar de specialigti. Cel mult e pomenita ne-
norocirea care a transformat biserica in ,Biserica Neagra”. Faza baroca e
considerata in continuare o rusine ce e bine sa fie trecuta cu vederea. Ar
pérea o stirbire a prestigiului de care se bucura monumentul medieval. ,Ba-
rocizarea” bisericilor medievale este inca un teren ce-gi agteaptd atentia.

Roma

B in mod formal, Reforma este provocata la 1517 prin afisarea celor 95 de
teze pe poarta bisericii din Wittenberg. Probabil ca nici Martin LUTHER
nu si-a imaginat socul pe care avea sa-l provoace in Biserica catolica. Se
hotaraste organizarea unui conciliu. Mai intai s-a hotarat ca acesta sa aiba
loc la Mantova. Pe urma atentia s-a indreptat catre Vicenza. Intrigile nu-
meroase privind prezidarea conciliului au facut ca acesta sa fie sabotat.
Carol Quintul si Francisc I si-au adunat partizanii in locuri diferite, ratan-
du-se inceptul preconizat la Vicenza. Totusi, Andrea PALLADIO a inceput
sd ,,modernizeze” catedrala della Santissima Annunziata. A suprainaltat
altarul cu un tambur i o cupola, dand un nou aspect bisericii. in cele din
urma, conciliul se va tine la Trento incepdnd cu 1545 gi durdnd apoape
doua decenii pana in 1563. Acesta trebuia sa pregateasca Reforma biseri-
cii catolice, adica Contrareforma. Conciliul s-a intrunit In 25 de sesiuni
grupate in 3 perioade. La un moment dat lucrarile conciliului au fost mu-
tate la Bologna de frica ingerintelor imperiale, dar s-a invocat frica de o
ciuma care bantuia in nordul Italiei. Documentele care s-au publicat in
urma acestui conciliu aveau in primul rind prevederi doctrinale, dar si
multe prevederi administrative concrete: modul in care se face evidenta
casatoriilor, a botezurilor si inmorméntarilor, norme de comportament si
moralad pentru preoti si calugari. Vanzarea de indulgente, care a generat
atitea abuzuri gi nemultumiri, a fost drastic limitata, dar nu eliminata in
intregime. Indulgentele se acorda pentru a ,,alimenta pietatea” si nu pen-
tru un folos material al bisericii (sesiunea XXI, canonul IX). O interzicere
totald a indulgentelor ar fi insemnat recunoasterea drumului gresit pe care
s-a pornit. E clar cd aceasta continuare a practicii indulgentelor se face nu-
mai pentru biserica protestanta, pentru a nu ldasa impresia unei concesii.
Obiectivul principal al Conciliului tridentin raiméne condamnarea vehe-
mentd a Protestantismului. Nici o concesiune nu se face in principii si
dogma. Multe teze si principii enuntate in concilii anterioare, chiar si din
secolul al IV-lea, au fost revigorate. Anumite aspecte din ritualul bisericii
au fost clarificate, tocmai pentru a elimina tentatia interpretarilor (Fig. 1).

Actele conciliului vor fi publicate la Roma in 1564. Scribii conciliului
au facut multe adnotari ce ar fi trebuit sa elucideze semnificatiile acestu-
ia, dar prin bula de confirmare a conciliului se specifica clar cd nu se vor
face interpretéri, adnotari si glose: cuvintele exprimate la Trento, fiind sub
inspiratie divina, sunt suficiente. In schimb va face biserica reformata co-
mentarii si interpretari. In 1619 se va publica la Londra sub pseudonimul
Pietro Soave Pollano Storia del Concilio Tridentino, nella quale si scoprono
tutti gli artifici della corte di Roma. A fost reintarit cultul sfintilor, s-au
intensificat canonizarile si s-a incurajat cultul relicvelor. Cardinalul Cae-
sare BARONIO va publica in 1586 Martyrologium Romanvum ad Novam
Kalendarii Rationem, et Eclesiasticae Historie Veritatem Restitvtvm. Mar-
tyrologium-ul a avut numeroare retipariri revizuite, nu numai in Italia dar
si la Paris gi in Spania. Orice ocazie era buna pentru sporirea numarului
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de sfinti. La inceputul secolului al XVII-lea se descopera corpul sfintei
Dafrosa, mama sfintei Bibiana sub masa de altar a micutei biserici de pe
Esquilin. Biserica era construita in secolul al XII-lea peste una mai veche.
A aparut si corpul Demetrei, sora Bibianei. Pina atunci venerata era doar
Bibiana, ca martira din secolul al IV-lea. Papa Urbano al VIII-lea, Barbe-
rini, va reface complet biserica, incredintandu-i santierul lui Bernini. In
bisericd se vor construi altare speciale pentru nou descoperitele sfinte:
Dafrosa si Demetra. Picturile sfintelor vor fi executate de Pietro da Corto-
na. Papa a comandat gi un supliment de doua replici ale tablourilor din al-
tare. Biserica anterioar4, la fel ca si cea reconstruita de Bernini, sunt foarte
mici. E suprinzédtoare angajarea celor mai prestigiosi artisti ai epocii, pre-
cum gi interesul pentru noile sfinte descoperite. Doar climatul nou creat
dupa Conciliul de la Trento poate explica aceasta. Credinta religioasa are
nevoie de frumusete. Arta lor a stiut sa interpreteze perfect, cu intelegere
si afinitate, aceasta cerere si, ca urmare a unei profunde elaboréari ideolo-
gice si formale, s-a definit un nou stil, emotiv si teatral: Barocul. in acest
nou context de revigorare a credintei, Jubileele vor avea rolul lor major.
Acestea vor impune transformari uriage in Roma, urbanistice si arhitectu-
rale. Se construieste enorm, dar si vechile biserici vor fi ,restaurate”.
Vicarul lui Dumnezeu isi tinea slujbele la basilica San Giovanni in La-
terano. PAn4i la terminarea actualei basilici de la Vatican, a fost cea mai im-
portanta biserica a crestindtatii occidentale si in vecinatate isi avea papa
resedinta. Aceste motive sunt suficiente pentru atentia deosebitd pe care
o capatd biserica in perioada contrareformei. Vor fi radical innoite multe
biserici din Roma, Santa Croce in Gerusalemme, Santa Maria Maggiore,
Santa Maria in Trastevere, San Crisogono. Bisericile capatd de regula un
portic nou, iar interiorul este redecorat cu stucatura. Structurile medi-
evale si protocrestine, fiind in general fragile, nu pot fi boltite in nava
centrald. Capatad un tavan nou, puternic decorat sau o bolta falsa de lemn
peste care se aplica pictura ce sugereaza decoratia specifica boltilor, cum
ar fi San Pietro in Vincoli gi Santa Croce in Gerusalemme. Cu deschideri
mult mai mici, navele laterale primesc bolti noi in secolele al XVII-lea gi al
XVIII-lea. Santa Maria in Cosmedin (Roma, Italia) este ,restauratd” in se-
colul al XVIII-lea, primind o fatada barocd, dar catre 1900 este restaurata
wstiintific” si devine mai protocrestind decét o fi fost ea vreodata.

La nord de Alpi

B Aceastd moda a restaurdrilor din Roma secolului al XVII-lea se transfor-
ma in manie. Se va rdaspandi in intreaga Italie si in curdnd va trece la nord
de Alpi. Va cuprinde mai intai zonele de limba germana ramase catolice,
in special Bavaria si Austria. Restaurarile vor merge in paralel cu construi-
rea de biserici si inlocuirea totala a celor cu semnificatie deosebita. Astfel,
la Fulda, unde se afla biserica dedicata apostolului germanilor, Bonifaciu,
biserica romanica este demolata, iar Johann DIENTZENHOFER construies-
te 0 noua catedrala. Si in acest caz exemplul Romei este evident, cea mai
importanta bisericd se reconstruieste din temelii. La fel se va intampla si
la Einsiedeln si Sankt Gallen in Elvetia. Bisericile gotice primesc cel putin
cate o fatada baroca, iar la interior o puzderie de altare. Barocul si implicit
,restaurarea” in maniera baroca pare sa aiba o priza chiar mai mare la nord
de Alpi. In primul sat austriac de dupa creasta Alpilor, la Kétschach, bise-
rica gotica este redecorata. La exterior se vor picata chenare baroce in jurul
ferestrelor gotice iar in interior se va aplica o stucatura peste bolta in mreaja
si peste aceasta va apédrea o pictura in ,,trompe l'oeil”. Aceasta interventie
este tarzie, din secolul al XVIII-lea, avind accente si excese Rococo.

La Viena biserica Sankt Michael este redecoratd la interior numai
prin stucatura aplicata pe bolta corului. Ferestrele navei centrale sunt si
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the disaster that turned the church into
the “Black Church” is mentioned. The Ba-
roque phase is still considered a disgrace
that is best overlooked. It would seem to
diminish the prestige enjoyed by the me-
diaeval historic building. The “Baroquisa-
tion” of mediaeval churches is still a field
awaiting attention.

Rome

B In a formal sense, the Reformation was
triggered in 1517 by the posting of the 95
theses on the door of the church in Wit-
tenberg. Probably even Martin LUTHER
did not imagine the shock he would cause
in the Catholic Church. It was decided to
organize a council. Initially, it was de-
cided that it would take place in Mantua.
Then the attention turned to Vicenza. The
numerous intrigues regarding the pres-
idency of the council led to its sabotage.
Charles V and Francis I gathered their sup-
porters in different places, missing the in-
tended start in Vicenza. However, Andrea
PALLADIO began to “modernize” the Ca-
thedral della Santissima Annunziata. He
raised the altar with a drum and a dome,
giving the church a new look. Ultimately,
the council was held in Trento starting in
1545 and lasting for almost two decades
until 1563. It was supposed to prepare for
the Reform of the Catholic Church, known
as the Counter-Reformation. The council
met in 25 sessions grouped into 3 periods.
At one point, the council’s proceedings
were moved to Bologna out of fear of im-
perial interference, but invoking the fear
of a plague that was raging in northern
Italy. The documents published following
this council primarily contained doctri-
nal provisions, as well as many concrete
administrative provisions: the manner in
which marriages, baptisms, and burials
are to be recorded, norms of behaviour
and morality for priests and monks. The
sale of indulgences, which had generated
so many abuses and dissatisfactions, was
drastically limited but not entirely elimi-
nated. Indulgences are granted to “nour-
ish piety” and not for the material benefit
of the church (session XXI, canon IX). A
total prohibition of indulgences would
have meant acknowledging the wrong
path that had been taken. It is clear that
this continuation of the practice of in-
dulgences is done only for the Protestant
church, to avoid giving the impression
of concession. The main objective of the
Council of Trent remains the vehement
condemnation of Protestantism. No con-
cessions are made in principles and dog-
ma. Many theses and principles enunci-
ated in previous councils, even from the
4 century, have been revitalized. Certain
aspects of the church’s ritual have been
clarified, precisely to eliminate the temp-
tation of interpretations (Fig. 1).

The documents of the council will be
published in Rome in 1564. The council’s
scribes made many annotations that were
meant to elucidate its meanings, but the
council’s confirmation bull clearly spec-
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Fig. 2. Roma (ltalia), Santa Maria in Cosmedin inainte de ,restaurare’; Antonio de' ROSSI, 1718. © Domeniu public

Fig. 2. Rome (ltaly), Santa Maria in Cosmedin before the “restoration’; Antonio de' ROSSI, 1718. © Public domain

Fig. 3. Roma, Santa Maria in Cosmedin intr-o fotografie de la sfarsitul secolului al XIX-lea, dupa ,restaurarea in stil rococo’; aproximativ 1910. © Domeniu public
Fig. 3. Rome, Santa Maria in Cosmedin in a photograph from the late 19" century, after the “Rococo-style restoration’; about 1910. © Public domain

Fig. 4. Roma, Santa Maria in Cosmedin dupd ,restaurarea stiintificd’,

s

mai paleo-crestind decat o fi fost ea vreodatd. © Virgil POP

Fig. 4. Rome, Santa Maria in Cosmedin after the “scientific restoration’; appearing more paleo-Christian than it ever was. © Virgil POP
Fig. 5. Kbtschach (Austria), Biserica parohiald Maicii Domnului, decoratie baroca aplicatd pe bolta goticd. © Virgil POP
Fig. 5. Kotschach (Austria), Parish Church of Our Lady, Baroque decoration applied to the Gothic vault. © Virgil POP

ifies that no interpretations, annotations,
or glosses will be made: the words ex-
pressed at Trent, being divinely inspired,
are sufficient. However, the Reformed
Church will make comments and inter-
pretations. In 1619, Storia del Concilio
Tridentino, nella quale si scoprono tutti gli
artifici della corte di Roma will be pub-
lished in London under the pseudonym
Pietro Soave Polano. The cult of saints
was reinforced, canonizations were inten-
sified, and the cult of relics was encour-
aged. Cardinal Cesare BARONIUS will
publish the Martyrologium Romanvum ad
Novam Kalendarii Rationem, et Eclesiasti-
cae Historie Veritatem Restitvtvm in 1586.

ele refacute, chiar gi in zona in care nu s-a mai aplicat decoratia baroca.
Dintr-un singur motiv: cele gotice erau ,,urdte” pentru gustul baroc.

La exterior, biserica raméane neschimbata. E drept ca fatadele latera-
le nu sunt vizibile fiind intr-un context urban specific medieval. Fatada
principala a fost modificata la inceputul secolului al XIX-lea in maniera
clasicista. (Fig. 2 — 5)

Kirche am Hof din Viena, ridicata in secolul al XIV-lea in stil gotic
matur cu structura hald, este ,restaurata” in maniera barocd in vremea
reformei iosefine a bisericii catolice. Fatada devenita foarte opulenta, pri-
meste si un portic intre cele doua rezalituri adaugate. Interiorul intarzie
cu santierul, astfel ca ajunge din urma Neo-clasicismul. in nava este pas-
trata boltirea gotica, iar stalpii primesc capiteluti corintice. Navele latera-
le primesc tribune ce se sprijina pe arce semicirculare baroce. Ferestrele
altarului sunt riguros dreptunghiulare si mult mai putin inalte decéat cele
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M Fig. 6a. Viena (Austria), Kirche am Hof, fatada barocd, 2016. © Virgil POP
M Fig. 6a. Wien (Austria), Kirche am Hof, Baroque elevation, 2016. © Virgil POP

gotice. Interiorul altarului a fost mentinut, dar in fatada a fost redescoperit
chenarul gotic segmentat de buiandrugul neo-clasic. (Fig. 6 — 8)

La Buda (Ungaria), principala biserica a capitalei de astazi, Matyéas-tem-
plom, este de asemenea transformata in maniera baroca. Valul de restau-
rari de la sfargitul secolului al XIX-lea o transforma incd o data in stil
neo-gotic.

Pe celalalt mal al Dunarii, in Pesta, biserica parohialad gotica Nagybol-
dogasszony este transformata in maniera baroca, atit de tarziu incét e
atinsa si de moda clasicismului. Biserica a mai trecut anterior printr-o
refacere, dar din cu totul altfel de motive decéat cele de gust: a fost trans-
formatd in moschee. Pe fatadele laterale restauratorii secolului XX au scos
la iveala ramasite gotice ce stau sub ferestrele baroce. (Fig. 9 — 10)

W Fig. 7. Viena, Kirche am Hof, interiorul altaru-
lui, 2023. © Virgil POP

M Fig. 7. Wien, Kirche am Hof, interior of the
altar, 2023. © Virgil POP

W Fig. 8. Viena, Kirche am Hof, 2023. © Virgil POP
W Fig. 8. Wien, Kirche am Hof, 2023. © Virgil POP
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2023. © Virgil POP
W Fig. 6b. Wien, Kirche am Hof, Baroque elevation,
2023. © Virgil POP

The Martyrology had numerous revised
reprints, not only in Italy but also in Paris
and Spain. Any occasion was a good one
to increase the number of saints. At the
beginning of the 17" century, the body of
Saint Dafrosa, mother of Saint Bibiana,
was discovered under the altar table of the
small church on the Esquiline Hill. The
church was built in the 12 century over
an older one. The body of Demetra, Bibia-
na’s sister, also appeared. Until then, only
Bibiana had been venerated as a 4"-cen-
tury martyr. Pope Urban VIII, Barberini,
completely rebuilt the church, entrusting
the project to Bernini. Special altars for
the newly discovered saints, Dafrosa and
Demetra, were constructed in the church.
Paintings of the saints were executed by
Pietro da Cortona. The Pope also commis-
sioned two additional replicas of the altar
paintings. The previous church, as well as
the one rebuilt by Bernini, is very small.
It is surprising to see the engagement of
the most prestigious artists of the time
and the interest in the newly discovered
saints. Only the new climate created after
the Council of Trent can explain this. Re-
ligious faith needs beauty. Their art knew
how to interpret this demand perfectly,
with understanding and affinity, and as a
result of profound ideological and formal
elaboration, a new, emotive and theat-
rical style was defined: Baroque. In this
new context of revitalized faith, Jubilees
will play a major role. These will impose
massive transformations in Rome, both
urbanistic and architectural. Enormous
constructions took place, and old church-
es were also “restored”.

The Vicar of Christ held his services at
the Basilica of San Giovanni in Laterano.
Until the completion of the current basil-
ica in the Vatican, it was the most impor-



M Fig. 9. Buda, Budapesta (Ungaria), Biserica
parohiald Nagyboldogasszony, fatada cdtre Dundre
in stil baroc tarziu. © Virgil POP

M Fig. 9. Buda, Budapest (Hungary), Nagyboldog-
asszony Parish Church, elevation facing the Danube
in late Baroque style. © Virgil POP

M Fig. 10. Budapesta, Biserica parohiald Nagyboldo-
gasszony, sub fereastra barocd au fost evidentiate
profilele ferestrei anterioare gotice, iar piatra fatuitd
goticd a fost martelatd pentru a suporta tencuiala
barocd, acum eliminata de restauratori. © Virgil POP

M Fig. 10. Budapest, Nagyboldogasszony Parish Church,
under the Baroque window, the profiles of the previous
Gothic window were highlighted, and the Gothic stone
facing was hammered to support the Baroque plaster,
now removed by conservationists. © Virgil POP

tant church in Western Christendom, and
the Pope had his residence nearby. These
reasons are sufficient to explain the spe-
cial attention the church received during
the Counter-Reformation. Many churches
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Biserica romanica din Lébény (Ungaria) isi schimba acoperigurile de la
turnurile vestice in secolul al XVIII-lea cu unele in forma de bulb de cea-
pa. in preajma sarbatoririi mileniului unguresc, biserica este restaurata.
Se eliminda bulbii baroci. Barocul era un stil demodat, iar bulbii amintesc
de cucerirea habsburgica intr-un moment de maxima exaltare nationala in
Ungaria. In acelasi timp stilul neo-romanic este viguros reprezentat, cum
ar fi constructia fanion a Mileniului: bastionul pescarilor din Budapesta.
(Fig. 11 -12)

Fara nici o pretentie de a elucida traseul noilor tendinte de dupa Con-
trareforma, se vede cum barocul cu pletora lui de imagini persuasive este
folosit cu tenacitate.

Expansiunea Imperiului habsburgic s-a facut si cu ajutorul bisericii,
iar varful de atac a fost ordinul iezuit acolo unde catolicismul slabise si isi
pierduse din vigoare si credibilitate.

B

B Fig. 11. Lébény (Ungaria), Biserica romanicd, sec XIX, desen de August ESSENWEIN, publicat in Karl
Freiherr von CZOERNIG: Mittheilungen der Kaiserl. Konigl. Central-Commission zur Erforschung
und Erhaltung der Baudenkmale, Vol. 2, 1857. © Domeniu public

B Fig. 11. Lébény (Hungary), The Romanesque church, 19th century, drawing by August ESSENWEIN,
published in Karl Freiherr von CZOERNIG: Mittheilungen der Kaiserl. Konigl. Central-Commission
zur Erforschung und Erhaltung der Baudenkmale, Vol. 2, 1857. © Public domain

B Fig. 12. Lébény, Biserica romanicd, azi. © Virgil POP

W Fig. 12. Lébény, The Romanesque church, today. © Virgil POP

Transilvania

B Mainastirea dominicana (apoi franciscana) din Cluj (judetul Cluj), 45 ¢
pomenita in 1428 pentru prima oara, este construitad in stilul goticului
tarziu. Biserica manastirii a fost cu o structura sald. Anumite detalii ale
pilastrilor care se vad astazi in podul bisericii reficute permit analogii
cu actuala biserica reformata din str. Kogalniceanu. Biserica ar fi putut
suferi si in timpul confruntarilor din perioada de impunere a reformei.
Intre 1556 si 1693, biserica manastirii dominicane a apartinut reformati-
lor. Pentru biserica din str. Kogalniceanu avem astfel de marturii, dar nu
si pentru aceasta. Configuratia si elevatia absidei corului arata si astazi
apartenenta la stilul gotic. In interiorul manastirii care a fost afectata
mult mai putin de transformarile ulterioare, nu stim ce s-a intamplat

3 Virgil VATASIANU, Istoria artei feudale in Térile Roméane (Bucuresti: Editura Academiei
Republicii Populare Roméne, 1959).

4 Géza ENTZ, Erdély épitészete a 14—16. Szdzadban (Cluj-Napoca: Editura Erdélyi M-
zeum-Egyesiilet, 1996).

5 Géza ENTZ, ,Die Baukunst Transsilvaniens im 11-13 Jahrhundert,” Acta Historiae Ar-
tium Tomus XIV (1968).

6 Mircea TOCA, Clujul baroc (Cluj: Editura Dacia, 1983).
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Manastirea dominicana (g otica)

apoi franciscana (baroca)

W Fig. 13. Cluj (judetul Cluj), Mdndstirea dominicand (goticd) devenitd mdndstire franciscand
(barocd), plan. © Plan compilat Virgil POP

M Fig. 13. Cluj (Cluj County), Dominican Monastery (Gothic) turned Franciscan Monastery (Baroque),
floor plan. © Compiled plan Virgil POP

cu bolta navei. A fost aceasta distrusa in timpul confruntarilor dintre
catolici si reformati?

Dupa ce biserica ajunge in posesia franciscanilor, se prabuseste bolta
in 1727. Biserica ajunge in stare de deteriorare si va fi refacuta la mijlocul
secolului al XVIII-lea. Intre 1734 si 1745 este activ pe acest santier Konrad
HAMMER, ciaruia i se atribuie construirea boltii si a turnului. Transfor-
marea este radicala: se va face o noua bolta la o cotd mult mai coborita
decat cea gotica. In podul actualei biserici se vad continuarile pilastrilor
din faza gotica. (Fig. 13)

Acestia se pastreaza intacti cel putin pana la cota inferioara a fostelor
capiteluri gotice. Forma in plan a acestor pilastri nu este surprinzatoare,
fiind identica cu cea de la biserica astazi reformata din str. Kogalniceanu.
Bisericile gotice sunt construite cam in aceeasi perioada si este posibil ca
si sistemul de boltire sa fi fost aseméanator.

La noua mandstire franciscana ce va utiliza structura fostei manas-
tiri dominicane se va face adaptarea la noul gust al barocului. Raportul
unui spatiu interior gotic este mult mai accentuat decat cel al spatiului
baroc. Raportul spatiului gotic incearcd sa impresioneze sau chiar sa
inspdiméante. Raportul spatiului baroc incearca sa recucereasca si sa ofe-
re o atmosferd intimd. Asa cum spune o zicald ca imaginea in biserica
medievala este pentru cei care nu stiu sa citeascd, iar imaginea in baroc
este pentru cei care au citit prea mult, aga se intdmpla si cu impresia
creatd de spatiul interior. Impresionarea prin spaima a fost inlocuitd cu
impresionarea prin fast.

Capitelurile de pe care se nastea bolta gotica au fost retezate, lasan-
du-se pilastrul simplu pe perete. Pilastrul gotic a fost imbracat intr-un
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in Rome, such as Santa Croce in Gerusa-
lemme, Santa Maria Maggiore, Santa Ma-
ria in Trastevere, and San Crisogono, were
radically renewed. Churches typically re-
ceived a new portico, and the interior was
redecorated with stucco. Mediaeval and
early Christian structures, being general-
ly fragile, cannot support vaulting in the
central nave. Instead, they received a new,
heavily decorated ceiling or a false wooden
vault over which paintings were applied to
suggest the specific decoration of vaults,
as seen in San Pietro in Vincoli and Santa
Croce in Gerusalemme. With much small-
er openings, the side naves received new
vaults in the 17" and 18" centuries. San-
ta Maria in Cosmedin (Rome, Italy) was
“restored” in the 18" century, receiving a
Baroque elevation, but around 1900, it was
“scientifically” restored to appear Earlier
Christian than it may have ever been.

North of the Alps

B This trend of restorations in 17"-cen-
tury Rome turned into a mania. It spread
throughout Italy and soon crossed the Alps.
It first encompassed the German-speaking
regions that remained Catholic, especial-
ly Bavaria and Austria. The restorations
were carried out in parallel with the con-
struction of new churches and the com-
plete replacement of those with a special
significance. For instance, in Fulda, where
there was a church dedicated to the apos-
tle of the Germans, Boniface, the Roman-
esque church is demolished and Johann
DIENTZENHOFER builds a new cathedral.
In this case, too, the example of Rome is
evident: the most important church is re-
built from the ground up. The same thing
will happen in Einsiedeln and Sankt Gal-
len in Switzerland. The Gothic churches
received at least a Baroque elevation and
a multitude of altars inside. Baroque style
and consequently “restoration” in the Ba-
roque manner seemed to have an even
greater appeal north of the Alps. In the first
Austrian village after crossing the crest of
the Alps, in Kotschach, the Gothic church
was redecorated. On the exterior, Baroque
frames were painted around the Gothic
windows, while inside, stucco was applied
over the ribbed vault, and on top of this, a
“trompe l'oeil” painting appeared. This in-
tervention was late, from the 18" century,
featuring Rococo accents and excesses.

In Vienna, the church of Sankt Mi-
chael was redecorated inside only with
stucco applied to the vault of the choir.
The windows of the central nave were also
redone, even in areas where Baroque dec-
oration was not applied. The single reason
for this was that the Gothic windows were
considered “ugly” by Baroque tastes.

The exterior of the church remains
unchanged. It is true that the side eleva-
tions are not visible due to the specific
medieval urban context. The main eleva-
tion was modified in the early 19" century
in a classical style. (Fig. 2 — 5)

The Kirche am Hof in Vienna, built in
the 14" century in mature Gothic style,
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W Fig. 14. Mdndstire franciscand, pilastrul gotic ce iese deasupra boltii baroce. © Virgil POP

M Fig. 14. Franciscan Monastery, the Gothic pilaster protruding above the Baroque vault. © Virgil POP

M Fig. 15. Cluj, Biserica reformatd de pe str. Kogdlniceanu, pilastrul gotic. © Virgil POP

M Fig. 15. Cluj, Calvinist Church on Kogdlniceanu Street, the Gothic pilaster. © Virgil POP

W Fig. 16. Cluj, Mdndstire franciscand, pilastri baroci care imbracd pilastrul gotic. Peretele dintre pilastri este in continuare cel gotic, doar vopsit in baroc. © Virgil POP
M Fig. 16. Cluj, Franciscan Monastery, Baroque pilasters covering the Gothic pilaster. The wall between the pilasters remains Gothic and is only painted in the

Baroque style. © Virgil POP

M Fig. 17. Cluj, Biserica franciscand, 1859, foto: Ferenc VERESS. © Colectia Adrian GIURGIU
M Fig. 17. Cluj, Franciscan Church, 1859, photo Ferenc VERESS. © Adrian GIURGIU"s collection

with a hall structure, was “restored” in a
Baroque manner during the Josephinian
reforms of the Catholic Church. The ele-
vation, which became very opulent, also
received a portico between the two add-
ed projections. The interior works lagged
behind, thus catching up with Neoclas-
sicism. The Gothic vaulting in the nave
was preserved, while the pillars received
Corinthian capitals. The side naves re-
ceived galleries supported by Baroque
semicircular arches. The windows of the
altar are strictly rectangular and much
lower than the Gothic ones. The interior
of the altar was preserved, but on the el-
evation, the Gothic frame segmented by
the Neoclassical lintel was rediscovered.
(Fig. 6 — 8)

foarte gros pilastru baroc, dar care ajunge pana la o cotd mai joasd cu
aproximativ 3 metri. Pilastrul este racordat prin contracurbe la perete.
Pe fiecare pilastru e un capitel amplu de pe care se naste o bolta cilin-
dica, turtitd. Pentru a obtine un efect teatral, capitelurile au fost marite
peste limita ce o permite iesirea caramizilor in consola. In acest fel, par-
tea superioara este construitd din lemn ce a fost imbrécat in aceeasi stu-
caturd cu inceputul acestuia din caramida. Bolta are penetratii cu arhi-
volta semicirculara. Arcele descarca pe capitelurile evazate de deasupra
pilastrilor si au sectiuni concave. Si in cor se fac transformari, dar aici
se pastreaza vechea bolta gotica care este doar imbracata in stucatura.
Exteriorul corului este gotic. in fatada principala s-a construit un turn ce
acopera fereastra gotica centrala si partial cele doua ferestre laterale. In
locul ferestrelor laterale au fost realizate doua ferestre baroce mai mici.
(Fig. 14 - 17)

Lucrarile de conservare din anii 80 au scos la iveald vechile ferestre
gotice valorificate intr-o maniera post-moderna de colaj stilistic.
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Aceasta biserica gi-a pierdut din inaltime si a fost decoratd in mani-
era baroca. in acest fel este adaptata la noile cerinte ale cultului catolic.
(Fig. 18)

Fatada utilizeazd elemente de limbaj caracteristice barocului cen-
tral-european: nige la corniga cu statui, chenare specifice pentru ferestre si
usi. In fatada principala a fost construita si o capela ce altereaza simetria
fatadei, dar care aduce un echilibru in compozitia generala a bisericii si a
mandstirii. Aceasta apreciere este valabila doar astazi, printr-o interpreta-
re in maniera moderna a echilibrului compozitional.

B Biserica manastirii ursulinelor’ ¢ din Sibiu (judetul Sibiu) este con-
struitd in secolul al XV-lea. Biserica sala are un cor alungit cu absida de
5/8. Biserica avea o bolta ce descirca in manunchiuri de colonete angajate.
Aceasta bolta a disparut. Probabil au fost gi motive structurale. La sfargitul
secolului al XVIII-lea, biserica este redecorata in maniera baroca. (Fig. 19)

Mijloacele materiale nu au permis realizarea unei bolti care ar fi im-
pus si masuri de consolidare a zidurilor pentru a putea rezista suplimen-

W Fig. 18. Cluj, Biserica franciscand, rezultatul
restaurdrilor in care au fost evidentiate si rimdsitele
gotice pand atunci ascunse. © Virgil POP

W Fig. 18. Cluj, Franciscan Church, the result of the
conservations in which the previously hidden Gothic
remnants were highlighted. © Virgil POP

M Fig. 19. Sibiu (judetul Sibiu), Biserica ursulinelor. © Virgil POP

W Fig. 19. Sibiu (Sibiu County), Ursuline Church. © Virgil POP

M Fig. 20. Sibiu, Biserica ursulinelor, nava, peretele cdtre stradd cu ferestrele refdcute baroc si desen
gotic pentru arce. © Virgil POP

M Fig. 20. Sibiu, Ursuline Church, nave, the street-facing wall with Baroque redesigned windows and
Gothic designs for the arches. © Virgil POP

tarelor impingeri laterale. in fatada vestica se pastreaza chenarul gotic.
Fatada nordica, spre strada, e marcata de contrafortii gotici, iar ferestrele
de astdzi sunt in maniera baroca. Fatada sudica este spre manastire si este
complet obturata. (Fig. 20)

Redecorarea interiorului s-a facut prin tentative de a da o iluzie de bol-
ta: colturile dintre perete si tavan sunt tegite la aprox. 45 grade si sunt pic-
tate cu un desen ce imita arcele dublou. Se realizeaza o bizara combinatie
intre false arce dublou de factura baroca si arhivolte gotice, toate pictate.
Este posibil ca traseul arhivoltelor gotice sa il fi pastrat pe cel initial. Niste
lucrari de investigare de pe schela ar lamuri in mod clar acest aspect. in
podul manastirii se pot vedea ferestrele gotice de pe latura sudica care
astdzi se afla deasupra tavanului. Noua inchidere a silii s-a facut la o cota
mult mai joasa, atat din motive structurale cét si din preferinta pentru un

7 Gustav TREIBER, Mittelalterliche Kirchen in Siebenbiirgen. Beilrdge zur Baugeschichte
aufgrund der Raumverhdltnisse (Miunchen, 1971).
8 Viktor ROTH, Die deutsche Kunst in Siebenbiirgen (Sibiu, 1934).
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In Buda (Hungary), the main church
of today’s capital, Matthias Church, is also
transformed in the Baroque manner. The
wave of restorations at the end of the 19"
century once again transforms it into a
Neo-Gothic style.

On the opposite bank of the Danube in
Pest, the Nagyboldogasszony Gothic Par-
ish Church is transformed in the Baroque
manner, so late that it is also influenced
by Neoclassicism. The church had previ-
ously undergone another transformation,
but for entirely different reasons: it was
converted into a mosque. On the side el-
evations, 20%-century conservationists
uncovered Gothic remnants beneath the
Baroque windows. (Fig. 9 - 10)

The Romanesque church in Lébény
(Hungary) had its western towers roofs re-
placed with onion domes in the 18" centu-
ry. In anticipation of the celebration of the
Hungarian millennium, the church was re-
stored. The Baroque domes were removed,
as Baroque was considered an outdated
style, and the onion domes reminded people
of the Habsburg conquest during a moment
of national fervour in Hungary. At the same
time, the Neo-Romanesque style was vigor-
ously represented, as seen in the flagship
construction of the Millennium: The Fish-
erman’s Bastion in Budapest. (Fig. 11 — 12)

Without any pretence of elucidating
the trajectory of the new trends after the
Counter-Reformation, one can see how
Baroque, with its plethora of persuasive
images, is used tenaciously.

The expansion of the Habsburg Em-
pire was also achieved with the help of the
Church, and the spearhead of the attack
was the Jesuit Order where Catholicism
had weakened and lost some of its vigour
and credibility.
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M Fig. 21. Sibiu, Biserica ursulinelor, fereastra goticd obturatd din fatada
sudicd, vazuta din podul mandstirii. © Virgil POP

M Fig. 21. Sibiu, Ursuline Church, blocked Gothic window in the southern
elevation, seen from the monastery's attic. © Virgil POP

Transylvania

B The Dominican (later Franciscan) mon-
astery in Cluj (Cluj County),’® * ° © first
mentioned in 1428, was built in the Late
Gothic style. The church of the monastery
had a hall structure. Certain details of the
pilasters visible today in the church’s attic
allow analogies with the current Calvin-
ist Church on Kogdlniceanu Street. The
church could have suffered during the
confrontations from the period of the Ref-
ormation’s imposition. Between 1556 and
1693, the Dominican monastery church
belonged to the Reformers. We have such
testimonies for the church on Kogal-
niceanu Street, but not for this one. The
configuration and elevation of the choir
apse still show its belonging to the Gothic
style today. Inside the monastery, which
was much less affected by later transfor-
mations, we do not know what happened
to the nave vault. Was it destroyed during
the confrontations between Catholics and
Reformers?

After the church came into the posses-
sion of the Franciscans, the vault collaps-
es in 1727. The church fell into a state of
disrepair and was rebuilt in the mid-18"
century. Between 1734 and 1745, Konrad
HAMMER was active on this construc-
tion site, being credited with building the
vault and the tower. The transformation
was radical: a new vault was constructed
at a much lower level than the Gothic one.
In the attic of the current church, the con-
tinuations of the pillars from the Gothic
phase can be seen. (Fig. 13)

3 Virgil VATASIANU, Istoria artei feudale in
Tarile Romane (Bucuresti: Editura Academiei
Republicii Populare Romane, 1959).

4 Géza ENTZ, Erdély épitészete a 14-16.
Szdzadban (Cluj-Napoca: Editura Erdélyi Ma-
zeum-Egyesiilet, 1996

5 Géza ENTZ, ,Die Baukunst Transsilvaniens
im 11-13 Jahrhundert,” Acta Historiae Artium
Tomus XIV (1968).

6 Mircea TOCA, Clujul baroc (Cluj: Editura Da-
cia, 1983).

W Fig. 22. Sibiu, Biserica ursulinelor, nava, peretele cdtre mdndistire cu ferestrele
pictate reproduse dupd peretele opus ce are goluri reale. © Virgil POP

W Fig. 22. Sibiu, Ursuline Church, nave, the wall facing the monastery with painted
windows reproducing the opposite wall, which has real openings. © Virgil POP

alt tip de spatiu. Spatiul baroc trebuie sd impresioneze prin altceva decat
prin monumentalitate excesiva. (Fig. 21)

Boltirea corului este cu bol{i ,,a vela” agezate pe dublouri. Ferestrele au
fost refacute si aici in maniera baroca. Ambele poduri sunt cu pardoseala
realizatd din dugumele si nu lasd sa se vada structura de inchidere. Co-
lonetele de pe care se nagtea bolta gotica au fost pastrate, iar pe ele a fost
montat un soclu pentru statui. Primele doud méanunchiuri de colonete,
de langa arcul de triumf, sunt cu vaze. Pe peretele opus, catre manastire,
unde nu sunt goluri, compozitia este repetatd numai prin pictura. Feres-
trele sunt pictate pe perete. O maniera induiogatoare ce reflecta dorinta de
incadrare intr-o compozitie clasica simetrica. Procedeul este identic cu cel
de la biserica San Pietro in Vincoli (Roma, Italia). La exterior se pastreaza
volumetria gotica, doar ferestrele au fost modificate. Volumul corului este
mai mic, atit cornisa cit si coama fiind la o cota mai coboritd. Nu s-a
procedat ca la fosta manastire din Bistrita (judetul Bistrita — Nasdud). Pe
latura dinspre strada s-a addugat in secolul al XIX-lea o capeld neo-gotica
si o ediculd in fatada principala ce o addposteste pe sfanta Ursula. (Fig. 22)

M Biserica fostei manastiri minorite din Bistrita® '° a devenit biserica gre-
co-catolica, iar astdzi este ortodoxa. Manastirea este construita in ultimul
sfert al secolului al XIII-lea. Biserica este specificd ordinelor predicatoare,
are o unica sala de mari dimensiuni. Manéastirea era situata pe partea sudi-
cé a bisericii. Biserica este importanta pentru evolutia goticului timpuriu
in Transilvania. Altarul este boltit intr-o maniera derivata din cea de la
santierul cistercian din Céarta (judetul Sibiu). Arhivoltele semicirculare
sprijina pe console mici, iar panzele de caramida nu au inflexiuni. Capite-
lurile din altar sunt cu crosete. Pinzele de caramida dintre arce au o usoa-
ra tendinta de cutare, dar sunt parabole si nu semiarce cum sunt la Carta.
In acest fel monumentul bistritean reprezinti un pas citre panzele cutate
specifice goticului matur. Intersectia dintre panza si perete este directa,
fara intermedierea arcelor ce la gasim la Carta. Din acest punct de vedere
biserica din Bistrita este mai rudimentara decat cea din Carta. Volumul sa-
lii era articulat printr-un timpan cu volumul altarului. Fatadele navei sunt
ritmate prin contraforti in trepte. In fatada pricipala sunt doi contraforti
in continuarea zidurilor laterale. Fatada principald mai pédstreaza o rozasa
si doua ferestre gotice din faza initiala. in secolul al XVIII-lea biserica

9 Virgil VATASIANU, Istoria artei feudale in Tdrile Romane (Bucuresti: Editura Academiei
Republicii Populare Roméne, 1959).
10 Vasile DRAGUT, Arta gotica in Romdania (Bucuregti: Editura Meridiane, 1977).
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W Fig. 23. Bistrita (judetul Bistrita — Ndsdud), Biserica ortodoxa (fostd greco-catolicd, fostd
franciscand), altarul. © Virgil POP

B Fig. 23. Bistrita (Bistrita — Ndsdud County), Orthodox Church (formerly Greek-Catholic, formerly
Franciscan), altar. © Virgil POP

=9

este ,restaurata”. Nava va fi boltitd cu dublori si calote boeme. in dreptul
fiecarui contrafort se va construi cite un pilastru de mari dimensiuni,
asemanator cu cel de la actuala manastire franciscana din Cluj, cu curba
si racord la perete prin contracurba. Dimensiunile mari ale pilagtrilor
baroci ar putea cuprinde in interior gi un pilastru sau coloana angaja-
ta gotica. Din pod nu se vede nimic din asa ceva. Supozitia ar putea fi
confirmata doar prin cercetari de parament la nivelul pilastrilor baroci.
Chiar daca acesti pilastri gotici ar fi existat, este foarte putin probabil sa
fi sustinut si o boltd. Din acest punct de vedere, biserica bistriteana ar
fi mai degraba asemanatoare cu cea din Targu Mures (judetul Mures).
Bolta baroca modifica radical raportul spatiului interior. in fatada vestica
bolta se suprapune peste rozasa. Ferestrele gotice din aceeasi fatada sunt
usor tiiate de bolta baroca. in fatadele laterale, ferestrele au fost inlocuite
cu unele baroce mai joase, astfel incat sa nu fie taiate de bolta. Calotele
boeme sunt in raportul 1/2, cu un profil in maner de cos. In acest fel cota
cheii din arcul scurt, din fatadele laterale, este mult mai joasa decét cheia
arcului mare care se regaseste in fatada vestica si face imposibild menti-
nerea ferestrelor gotice in fatadele laterale. Acesta trebuie sa fi fost moti-
vul pentru care s-a facut inlocuirea ferestrelor si nu unul estetic. Dacé ar
fi fost altfel, s-ar fi inlocuit si cele doua ferestre din fatada vestica. Bolti-
rea corului a fost pastrata intacta. Aici asistam la o altd optiune de resta-
urare: corniga corului, care trebuie sa fi fost mult mai joasa, a fost ridicata
la cornisa navei. Aceastd dorintd de clasicism ar putea fi puséd pe seama
datarii refacerilor in jurul anului 1800. Dar si daca ar fi fost mai devreme,
o tendinta ,clasicistd” in cadrul ,barocului” nu ar fi fost contradictorie.
Prejudecatile noastre recente induse de istoriografi accentueaza aceasta
opozitie: clasic-baroc. Cornigsa mult suprainaltata lasd contrafortii intr-o
pozitie ugor ridicold, fiind accentuata lipsa structuralitatii acestora in
noua situatie. Se vede clar unde ar fi trebuit sa fie corniga, dupa pozitia
ferestrei circulare de deasupra ferestrelor gotice. Din suprainaltarea cor-
nisei fara ridicarea boltirii a rezultat un pod foarte inalt. Acesta a primit
trei ferestre baroce, dreptunghiulare, cu arcuire la partea superioara. In
acest pod se ajunge printr-o usitd la partea superioard, practicata dupa
demolarea manastirii. O alta dorinta manifestata in aceasta transformare
a fost aceea de a avea o coama unica. in acest fel rezulti pante ingale
pentru nava gi altar. Pinionul initial ce despartea cele doua parti este
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They remain intact at least up to the
lower level of the former Gothic capitals.
The plan shape of these pilasters is not
surprising, being identical to that of the
currently Calvinist Church on Kogal-
niceanu Street. The Gothic churches were
built around the same period; thus, it is
possible that the vaulting system was sim-
ilar as well.

At the new Franciscan monastery,
which will use the structure of the for-
mer Dominican monastery, adaptation
to the new taste of the Baroque will be
made. The ratio of a Gothic interior space
is much more pronounced than that of a
Baroque space. The ratio of Gothic space
aims to impress or even frighten. The ra-
tio of Baroque space tries to reconquer
and provide an intimate atmosphere. Just
as the saying goes that imagery in medie-
val churches is for those who cannot read,
and imagery in the Baroque is for those
who have read too much, so it is with the
impression created by the interior space.
The impressiveness through fear has been
replaced by impressiveness through gran-
deur.

The capitals from which the Gothic
vault arose were cut off, leaving the pi-
laster plain against the wall. The Gothic
pilaster was enveloped in a very thick Ba-
roque pilaster, which reaches a level low-
er by about 3 meters. The pilaster is con-
nected to the wall by counter-curves. On
each pilaster, there is a large capital from
which a flattened barrel vault springs. To
achieve a theatrical effect, the capitals
were enlarged beyond the limit allowed
by the bricks’ projection. In this way,
the upper part is constructed of wood,
which was covered in the same stucco
as the brick part. The vault has penetra-
tions with semicircular archivolts. The
arches unload onto the flared capitals
above the pilasters and have concave sec-
tions. Transformations are also made in
the choir, but here the old Gothic vault is
preserved, only covered in stucco. The ex-
terior of the choir is Gothic. A tower was
built on the main elevation, covering the
central Gothic window and partially the
two side windows. Instead of the side win-
dows, two smaller Baroque windows were
made. (Fig. 14 — 16)

The conservation works of the 1980s
revealed the old Gothic windows, which
were then highlighted in a post-modern
stylistic collage.

This church has lost some of its height
and has been decorated in the Baroque
style. In this way, it is adapted to the new
requirements of the Catholic cult. (Fig. 18)

The elevation uses elements of lan-
guage characteristic of Central European
Baroque: niches at the cornice with stat-
ues, and specific frames for windows and
doors. On the main elevation, a chapel
was also built, altering the symmetry of
the elevation but bringing balance to the
overall composition of the church and
monastery. This appreciation is valid only
today through a modern interpretation of
compositional balance.



B The church of the Ursuline monastery’
% in Sibiu (Sibiu County) was built in the
15 century. The hall church has an elon-
gated choir with a 5/8 apse. The church
had a vault that unloaded into clusters of
engaged colonettes. This vault has disap-
peared, likely also due to structural rea-
sons. At the end of the 18" century, the
church was redecorated in the Baroque
style. (Fig. 19)

The material means did not allow for
the construction of a vault that would
have required additional measures to
consolidate the walls in order to with-
stand lateral thrusts. The Gothic frame is
preserved on the western elevation. The
northern elevation, facing the street, is
marked by Gothic buttresses, while the
windows today are in the Baroque style.
The southern elevation faces the monas-
tery and is completely blocked. (Fig. 20)

The interior redesign consisted of the
attempt to create the illusion of a vault:
The corners between the walls and the
ceiling are angled at approximately 45
degrees and painted with a design that
imitates transverse arches. A bizarre
combination is achieved between false
Baroque transverse arches and Gothic ar-
chivolts, all painted. It is possible that the
route of the Gothic archivolts preserved
is the original one. Some investigative
work from the scaffold would clarify this
aspect. In the monastery’s attic, the Goth-
ic windows on the southern side, which
are now above the ceiling, can be seen.
The new closure of the hall was done at
a much lower level, both for structural
reasons and for a preference for a differ-
ent type of space. The Baroque space must
impress through something other than ex-
cessive monumentality. (Fig. 21)

The choir vaulting is done with sail
vaults placed on transverse arches. The
windows here have also been redone in
the Baroque style. Both attics have floors
made of floorboards that conceal the
closing structure. The colonnettes from
which the Gothic vault sprang have been
preserved, and pedestals for statues have
been mounted on them. The first two
clusters of colonnettes near the triumphal
arch have vases. On the opposite wall,
facing the monastery, where there are no
openings, the composition is repeated
only through painting. The windows are
painted on the wall. It’s a touching man-
ner reflecting the desire to fit into a sym-
metrical classical composition. The pro-
cedure is identical to that of the church
of San Pietro in Vincoli (Saint Peter in
Chains) (Rome, Italy). On the exterior,
the Gothic volume is preserved; only the
windows have been modified. The volume
of the choir is smaller, with both the cor-
nice and the ridge at a lower level. It was
not done like at the former monastery in
Bistrita (Bistrita — Nasdaud County). On

7 Gustav TREIBER, Mittelalterliche Kirchen in
Siebenbiirgen. Beitrdge zur Baugeschichte auf-
grund der Raumverhdltnisse (Minchen, 1971).

8 Viktor ROTH, Die deutsche Kunst in Sieben-
biirgen (Sibiu, 1934).
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W Fig. 24. Bistrita, Biserica fostd franciscand, Fatada sudicd, starea actuald. © Virgil POP
W Fig. 24. Bistrita, Former Franciscan Church, southern elevation, current state. © Virgil POP

mentinut, dar astazi se vad din el doar doud triunghiuri obtuze. In fatada
vesticad s-a mai introdus un turnulet realizat din lemn si inchis la partea
superioard cu un acoperis in forma de bulb de ceapa. La sfargitul seco-
lului al XIX-lea s-a aplicat un pridvor in fatada vestica. Acesta are un
caracter profund provincial, fiind marcat de tendinte culturale contra-
dictorii: are un arc neo-gotic, flancat de doi pilastri neo-renascentisti. in
cele din urma, acest melanj stilistic este chiar duios, reflectand stangacia
stilistica si confuzia culturald a comanditarilor. in prezent fatada vestica
are zidarie, ferestre si contaforti gotici, un pridvor intr-adevar eclectic cu
elemente neo-gotice si neo-clasice si un turnulet baroc cu bulb de ceapa,
suprapus peste un pinion gotic triunghiular cu o cornisa de factura cla-
sica, arcuita deasupra ferestrei circulare gotice. Parca e prea mult chiar
si pentru o predispozitie post-moderna. In ultimii ani ’970-980 biserica a
fost pictata intr-o maniera neo-post-bizantina. (Fig. 23 — 24)

B Bisericii romano-catolice din Cristestii Ciceului'' *? ** (judetul Bis-
trita-Nasaud), biserica sala, 1i este atribuita o faza romanica. Zidurile na-
vei ar putea fi de la sfargitul secolului al XIII-lea, cdrora ar fi trebuit sa le
corespunda o absida semicirculara. Din aceasta faza s-ar fi reutilizat un
arc trilobat inglobat in viitorul altar, dar acesta ar putea avea si alta prove-
nienta. Picioarele arcului triumfal cu capiteluri rudimentare sunt preluate
in faza gotica. In faza gotica se reface altarul ce este boltit pe nervuri ce
descarca direct in perete. Acum se reface gi arcul de triumf in arc frant,
dar asezat pe picioarele romanice. VATASIANU" propune pentru aceasta
faza datarea intre 1510-1520, pe baza portalului din fatada sudica. Poarta-
lul cu baghete incrucisate si rozete la intersectii este caracteristic pentru
aceasta faza tarzie a goticului in care se simt accente compozitionale ce
prevestesc aparitia renasterii. La fel gi chenarul sacristiei ce se construies-
te tot acum. Acesta are un profil simplu, tesit la 45 de grade. (Fig. 25 — 27)

De remarcat si terminatia profilului ce este specific Renasterii. in epo-
ca barocului biserica primeste un turn circular in fatada vestica. Acesta

11 Virgil VATASIANU, Istoria artei feudale in Térile Roméne (Bucuresti: Editura Academiei
Republicii Populare Roméne, 1959).

12 Gyula FORSTER, Magyarorszdg miiemlekei (Budapesta: Editura Hornyanszktéy Viktor
csészari és kiralyi udvari konyvnyomdaja, 1906).

13 Corina POPA, ,Biserici sald gotice din nordul Transilvaniei,” Pagini de artd veche roma-
neasca Tom 4 (1981): 7-79.

14 Virgil VATASIANU a fost un istoric de arti, medievist si pedagog romén (nascut in
21.03.1902 — decedat in 15.11.1993). [Nota. ed.]
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M Fig. 25. Cristestii Ciceului (judetul Bistrita — Ndsdud), Biserica romano-catolicd, plan, dupd Corina
POPA, 1970. © Domeniu public

M Fig. 25. Cristestii Ciceului (Bistrita — Ndsaud County), Roman Catholic Church, plan, after Corina
POPA, 1970. © Public domain

este inspirat de solutiile introduse de BLAUMANN? la Cluj. Fatada cilin-
drica este racordata la nava prin contracurbe. Turnul este impartit in doua
registre principale printr-o cornisd intermediard ce o continua pe cea a
navei. Registrul inferior este subimpartit, asigurdnd o dinamica si sveltete
turnului. Turnul e impartit in patru prin pilastri simpli ce au doar un ca-
pitel la partea superioard unde sustin o arhitrava formata dintr-un profil
dublu. Coiful in forma de bulb de ceapa este rudimentar gi ar putea fi de la
sfarsitul secolului al XIX-lea. Ar fi in consonanta cu exemplele clujene de
la biserica minoritilor si a unitarienilor. Fatada sudica primeste trei feres-
tre baroc tarziu, aproape clasiciste. Ultima fereastrd e mai scurtd din cauza

15 Johann Eberhard BLAUMANN a fost un arhitect german stabilit in Transilvania (ndscut
in 04.07.1732 — decedat in 05.02.1786). [Nota. ed.]

the street side, a neo-Gothic chapel and a
niche were added in the 19" century on
the main elevation, sheltering Saint Ursu-
la. (Fig. 22)

B The church of the former Minorite mon-
asteryinBistrita®’became a Greek-Catho-
lic church and is now Orthodox. The
monastery was built in the last quarter of
the 13" century. The church is character-
istic of the preaching orders, with a sin-
gle large hall. The monastery was located
on the southern side of the church. The
church is important for the development
of early Gothic in Transylvania. The altar
is vaulted in a manner derived from the
site of the Cistercian monastery in Carta
(Sibiu County). The semicircular archi-
volts are supported by small corbels, and
the brick panels have no inflections. The
capitals in the altar are with crockets.
The brick panels between the arches have
a slight tendency towards pointing, but
they are parabolic and not semicircular as
at Carta. In this way, the historic building
in Bistrita represents a step towards the
pointed panels specific to mature Gothic.
The intersection between the panel and
the wall is direct, without the intermedi-
ation of the arches found at Carta. From
this point of view, the church in Bistrita is
more rudimentary than the one in Céarta.
The volume of the hall was articulated by

9 Virgil VATASIANU, Istoria artei feudale in
Tarile Romane (Bucuresti: Editura Academiei
Republicii Populare Roméne, 1959).

10 Vasile DRAGUT, Arta gotica in Romania (Bu-
curesti: Editura Meridiane, 1977).

M Fig. 26. Cristestii Ciceului, Biserica romano-catolicd. © Virgil POP
M Fig. 26. Cristestii Ciceului, Roman Catholic Church. © Virgil POP
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W Fig. 27. Cristestii Ciceului, Biserica romano-catolicd,
arc trilobat. © Virgil POP

W Fig. 27. Cristestii Ciceului, Roman Catholic Church,
Trefoil arch. © Virgil POP
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M Fig. 28. Cristestii Ciceului, Biserica romano-catolicd, portalul gotic tdrziu din fatada sudica inconjurat de un portal clasicist. © Virgil POP

M Fig. 28. Cristestii Ciceului, Roman Catholic Church, late Gothic portal on the southern elevation surrounded by a classicist portal. © Virgil POP
M Fig. 29. Cristestii Ciceului, Biserica romano-catolicd, tribuna vesticd, parapetul ce are curbd si contracurbd. © Virgil POP

M Fig. 29. Cristestii Ciceului, Roman Catholic Church, western tribune, the parapet with a curve and counter-curve. © Virgil POP

a tympanum with the volume of the altar.
The elevations of the nave are rhythmized
by stepped buttresses. In the main eleva-
tion, there are two buttresses continuing
the side walls. The main elevation also
preserves a rosette and two Gothic win-
dows from the initial phase. In the 18"
century, the church was “restored”. The
nave was vaulted with transverse arches
and domical vaults. In line with each but-
tress, a large pilaster was built, similar to
the one at the current Franciscan monas-
tery in Cluj, with a curve and connected
to the wall by a counter-curve. The large
dimensions of the Baroque pilasters could
include inside a Gothic engaged pilaster
or column. From the attic, nothing like
this can be seen. This assumption could
only be confirmed through a wall archae-
ology study of the Baroque pilasters. Even
if these Gothic pilasters had existed, it is
highly unlikely that they would have sup-
ported a vault. From this point of view, the
church in Bistrita would rather resemble
the one in Targu Mures (Mures County).
The Baroque vault radically altered the
interior space ratio. In the western eleva-
tion, the vault overlaps the rosette. The
Gothic windows on the same elevation
are slightly cut by the Baroque vault. On
the lateral elevations, the Gothic windows
were replaced with lower Baroque ones, so
as not to be cut by the vault. The domical
vaults are in a % ratio, with a basket-han-
dle profile. Thus, the key level of the short
arch on the lateral elevation is much lower
than the key of the main arch found on the
western elevation, making it impossible to
maintain the Gothic windows on the lat-
eral elevation. This must have been the
reason for replacing the windows, rather
than an aesthetic one. If it were other-
wise, the two windows on the western
elevation would also have been replaced.
The vaulting of the choir was kept intact.
Here, we witness another restoration
option: the choir’s cornice, which must

tribunei vestice introduse tot acum, dar chenarul are aceeasi dimensiune,
fiind prelungit in jos pentru a se alinia cu celelalte. (Fig. 28 — 29)

Tribuna vestica este muscata de prezenta turnului. Balustrada ce are
trei travee este cu curba si contracurba. Panourile de parapet sunt deco-
rate cu vrejuri vegetale. in timp ce panourile sunt cu o expresie puternic
baroca, restul elementelor sunt clasiciste. Pilastrii sunt foarte simpli, cu
un rudiment de capitel. In acest caz restaurarea baroca s-a facut cu mijloa-
ce foarte modeste. Au fost redecorate numai elementele nou aparute. La
interior, doar tribuna aduce un aer de baroc si desigur altarele noi. In acest
caz restaurarea s-a redus la strictul necesar: un turn clopotnitd care pana
atunci nu exista si tribuna vestica. Biserica, ramanand romano-catolica,
avea nevoie de tribuna ce adapostea muzicantii spectacolului religios.
Biserica avea o pozitie privilegiata de la inceput; era plasata in mijlocul
drumului. Aceasta pozitie a facut sa fie necesar turnul clopotnitd ca un
semnal de propaganda.

Din pacate, recent, dupa ce s-a introdus asfaltul, drumul trece numai
pe o parte, pe la sud de bisericd. Drumul nordic s-a umplut de vegetatie
si are utilizari rurale si a fost acaparat de riverani. In acest fel se creeaza
o mare diferenta in perceptia celor doua laturi, iar biserica isi pierde din
~centralitatea” pozitiei. Aceasta situatie nu e singulara si din pacate ano-
malia nu a fost sesizata de planificatorii urbani actuali.

B Biserica evanghelica din Dipsa (judetul Bistrita — Nasaud) are pe con-
trafortul din dreptul arcului de triumf datat 1482. Intreaga constructie
trebuie sa fi fost terminata in jurul anului 1500. Chenarele si ferestrele
ar fi putut fi executate ceva mai tarziu. Are un plan compus din nava,
altar gi sacristie. Volumele navei gi altarului se afla intr-o relatie specifica
goticului tarziu: cornisele sunt la aceeasi cota si nu mai exista un pinion
de separare. O regula ce lasa sa se intrevada o compozitie derivata din
Renasterea care in alte parti era deja instalata. (Fig. 30)

Corul este compus din doua travee si e boltit pe ogive ce descarca pe
console in forma de cilindru alungit ce deriva din colonetele anterioare. Pe
fundul cilindrului se afla o mica rozeta ce seamana cu cea din cheia traveei
pentagonale. Arcul de triumf este articulat cu console, reminiscenta a faze-
lor anterioare ale goticului. Chenarul din fatada sudica este cu baghete in-
crucisate, databil si dupa 1500. Chenarul sacristiei este cu lintel pe console
curbate, prelucrat doar printr-o tesitura la 45 de grade. Chenarele ferestrelor
inalte au aceeasi cota de pornire, dar cele de la cor se termina mai jos, desi

2023|0165



Transsylvania L CERCETARE
Nostra  -xuraas

M Fig. 30. Dipsa (judetul Bistrita - Ndsdud) Biserica evanghelicd (azi ortodoxa), plan, dupd Corina
POPA, 1970. © Domeniu public

M Fig. 30. Dipsa (Bistrita — Ndsdud County), Lutheran (now Orthodox) Church, plan, after Corina POPA,
1970. © Public domain

corniga e la aceeasi cota. Aceasta implicad pod mai mare deasupra corului,
respectiv o distanta mai mare de la extrados pana la cota unica a coardelor
din cor si nava. In 1751 biserica sufera un incendiu. (Fig. 31 — 32)

In secolul al XVIII-lea, cam deodati cu biserica din Vermes (judetul
Bistrita — Nasaud), s-a boltit nava. Fatadele navei au contraforti gotici am-
plasati ordonat, probabil doar cu rol decorativ si cu intentia de a crea o
unitate intre cor si nava. Amplasarea ordonatd a acestora a permis con-
tinuarea la interior prin pile de zidarie ce lucreaza eficient. intre aceste
pile s-au introdus arcele dublou de forma eliptica cu sdgeata foarte mare,
aproape semicerc suprainaltat, completate cu arce pe langa pereti, peste
care s-au agezat calotele boeme. Se creeaza un spatiu foarte amplu, in mod

have been much lower, was raised to the
nave’s cornice level. This desire for clas-
sicism could be attributed to the renova-
tions dating from around 1800. However,
even if they had been earlier, a “classicist”
tendency within the “baroque” would
not have been contradictory. Our recent
prejudices induced by historiography ac-
centuate this opposition: Classic-Baroque.
The greatly raised cornice leaves the but-
tresses in a somewhat ridiculous position,
accentuating their lack of structurality
in the new situation. It’s clear where the
cornice should have been based on the
position of the circular window above the
Gothic windows. Due to raising cornice
without lifting the vaulting, a very tall
attic resulted. It received three Baroque
windows, rectangular with arched tops.
This attic is accessed through a door at
the top, created after the demolition of
the monastery. Another desire expressed
in this transformation was to have a uni-
fied roof ridge. This resulted in unequal
pitches for the nave and the choir. The
initial gable that separated the two parts
is maintained, but today only two ob-
tuse triangles are visible. In the western
elevation, a wooden turret was added,
topped with an onion dome roof. At the
end of the 19 century, a porch was added
to the western elevation. It has a deeply
provincial character marked by contra-
dictory cultural tendencies: a neo-Gothic
arch flanked by two neo-Renaissance pi-
lasters. Ultimately, this stylistic mix is
rather charming, reflecting the stylistic
awkwardness and cultural confusion of
the patrons. Currently, the western eleva-
tion features Gothic masonry, windows,
and buttresses, a truly eclectic porch with
neo-Gothic and neo-Classical elements,
and a Baroque turret with an onion dome,
superimposed over a triangular Gothic ga-
ble with a Classical cornice, arched above
the Gothic circular window. It seems like
too much even for a post-modern predis-
position. In the late 1970s to 1980s, the
church was painted in a neo-Byzantine
style. (Fig. 23 — 24)

M Fig. 31. Dipsa, Biserica evanghelicd (azi ortodoxd), vedere nord-est. © Virgil POP
M Fig. 31. Dipsa, Lutheran Church (now Orthodox), northeast view. © Virgil POP

W Fig. 32. Dipsa, Biserica evanghelicd, chenarul
sacristiei. © Virgil POP

W Fig. 32. Dipsa, Lutheran Church, sacristy frame.
© Virgil POP
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B A Romanesque phase is attributed to
The Roman Catholic Church in Cristestii
Ciceului'* ** ¥ (Bistrita — Nasaud County),
a hall church. The walls of the nave, to
which a semicircular apse should have
corresponded, could date from the end of
the 13" century. From this phase, a trefoil
arch incorporated into the future altar
was reused, but it could have another ori-
gin as well. The legs of the triumphal arch
with rudimentary capitals are preserved
in the Gothic phase. In the Gothic phase,
the altar is rebuilt and vaulted with ribs
that unload directly onto the wall. Now
the triumphal arch is also rebuilt in a
pointed arch but placed on Romanesque
legs. VATASIANU" proposes the dating
for this phase between 1510-1520 based on
the portal on the southern elevation. The
portal with crossed rods and rosettes at
the intersections is characteristic of this
late phase of Gothic, in which composi-
tional accents are felt, foreshadowing the
emergence of the Renaissance. Similarly,
the frame of the sacristy, which is also
built now, has a simple profile angled at
45 degrees. (Fig. 25 — 27)

It is also worth noting the termination
of the profile, which is characteristic of
the Renaissance. In the Baroque period,
the church receives a circular tower on the
western elevation. This is inspired by the
solutions introduced by BLAUMANN?™
in Cluj. The cylindrical elevation is con-
nected to the nave by counter-curves. The
tower is divided into two main registers
by an intermediate cornice that continues
from that of the nave. The lower register is
further subdivided, conferring dynamism
and slenderness to the tower. The tower is
divided in four by simple pilasters, which
only have a capital at the top where they
support a lintel formed by a double profile.
The onion-shaped dome is rudimentary
and could be from the late 19" century. It
would be in line with the examples from
Cluj at the churches of the Minorites and
the Unitarians. The southern elevation
receives three late Baroque, almost classi-
cist windows. The last window is shorter
due to the western tribune introduced at
the same time, but the frame is the same
size, being extended downwards to align
with the others. (Fig. 28 — 29)

The western gallery is affected by the
presence of the tower. The balustrade,
consisting of three bays, has a curve and
a counter-curve. The panels of the parapet
are adorned with vegetal motifs. While the

11 Virgil VATASIANU, Istoria artei feudale in
Tarile Romane (Bucuresti: Editura Academiei
Republicii Populare Roméne, 1959).

12 Gyula FORSTER, Magyarorszdg miiemlékei (Bu-
dapesta: Editura Hornyénszktdy Viktor csészari
és kiralyi udvari konyvnyomdaja, 1906).

13 Corina POPA, ,Biserici salad gotice din nordul
Transilvaniei,” Pagini de artd veche romaneas-
ca Tom 4 (1981): 7-79.

14 Virgil VATASIANU was a Romanian art his-
torian, medievalist and pedagogue (born 21
March 1902 - died 15 November 1993). [Ed.
note]

15 Johann Eberhard BLAUMANN was a German
architect established in Transylvania (born 04
July 1732 — died 05 February 1786). [Ed. note]
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W Fig. 33. Dipsa, Biserica evanghelicd, boltirea barocd. © Virgil POP
B Fig. 33. Dipsa, Lutheran Church, Baroque vaulting. © Virgil POP cd, chenarul sacristiei. © Virgil POP

surprinzator mai aproape de atmosfera gotica decat de cea baroca. Acest
efect e rezultat din amplasarea boltilor la o cotd foarte mare si de forma
prea putin turtitd. Probabil comunitatea si-a dorit o modernizare folosind
un model din satele invecinate, fird a sesiza si intentia de schimbare a
atmosferei interioare. Boltile, care cu cit sunt mai sus amplasate dau im-
pingeri laterale mai mari, nu au produs deformari ale structurii. Aceasta,
precum si conformarea exterioara a contrafortilor, a condus la concluzia
ca nava ar fi fost boltita gi in faza gotica. Greu de crezut, pentru ca daca
ar fi fost boltita gotic, ,barocizarea” s-ar fi putut realiza si prin stucatura,
iar in pod nu exista urme care sa conduca la aga o concluzie. Amplasarea
boltii baroce la o cota atit de inaltd a scutit de refacere ferestrele gotice
cu chenare profilate. Boltile sunt decorate cu stucatura. Fiecare calota are
céte un cartus cu conturul sinuos gi intortocheat. (Fig. 33)

Pilagtrii au capiteluri ce sunt decorate cu diverse motive, florale, vege-
tale, iar unul cu motivul pelicanului ce se sacrifica. Intrarea sudica a avut
o tamplarie baroca remarcabild, dar biserica a devenit ortodoxa in 1967 si

i ——

o D

o

W Fig. 34. Dipsa, Chenarul sudic cu baghete incrucisate si tdmpldria recentd. © Virgil POP

W Fig. 34. Dipsa, Southern frame, with intersecting rods and recent woodwork. © Virgil POP

W Fig. 35. Dipsa, Tampldria barocd a chenarului sudic, dupd Corina POPA, 1970. © Domeniu public

B Fig. 35. Dipsa, The Baroque woodwork of the southern frame, after Corina POPA, 1970. © Public domain
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tAmplaria a fost inlocuita, probabil odata cu introducerea iconostasului.
In acest caz interventia nu a avut intentia unei des-barocizari in sensul
purificarii stilistice, ci mai degraba de des-occidentalizare, motivele inspi-
rate din crestaturile populare fiind o dovada a intentiei. TaAmplaria sacris-
tiei, nu la fel de valoroasa, a fost pastrata.

Tribuna de lemn cu planul in forma de L, cu o laturd pe vest si una pe
nord, sta pe coloane de lemn. Ar putea fi mai degraba din prima jumatate
a secolului al XIX-lea decat contemporana cu boltirea baroca, chiar daca
unele detalii ale parapetului sunt de tip baroc.

Tipul restaurarii baroce este asemanator cu cel de la Vermes. Inter-
ventia nu este la fel de subtila, spatiul interior nu are eleganta celui de la
Vermeg, iar decoratia de stuc este mai rigida. (Fig. 34 — 35)

M Biserica reformata din Ciceu-Mihaiesti (judetul Bistrita-Nasaud) este
alcatuita dintr-o salad gi un cor compus din doua travee. Altarul este de-
crosat dar are corniga la aceeasi cota cu sala. Cele doua volume sunt
separate prin pinionul de deasupra arcului de triumf. Aceastd compu-
nere a volumelor ar putea fi datata in jurul anului 1450. Mai devreme
cornigele ar fi fost la cote diferite, iar mai tarziu ar fi disparut pinionul
si acoperigul altarului ar fi fost alipit dupa un plan inclinat cu cel al
navei. Altarul are doua travee cu bolti pe nervuri ce descarca pe console
in forma de piramida in trepte intoarsa. Arhivolta panzelor dintre arcele
de piatra este rotunjita la partea superioara, intr-o maniera asemanatoare
cu cea de la bisericile gotice timpurii, dar de data aceasta conformatia
se datoreaza apropierii de Renastere. in altar se pastreaza doua chenare
ale unor goluri, astazi inzidite, spre incaperi anexe ce trebuie sa fi fost
eliminate dupa Reforma. Un chenar are profilatura gotica si lintel pe
console curbate cu un grad mare de prelucrare si perfectiune artistica,
in timp ce celdlalt chenar este simplu, semicircular cu o tesitura la 45 de
grade. Partea inferioara nu se pastreaza pentru a incerca o restringere a
unei posibile datéari. (Fig. 36 — 41)

Chenarele par sa fie contemporane, in perioada de tranzitie de la Gotic
la Renastere, dar sunt foarte diferite ca nivel artistic. Nava a fost tavanita.
Fatadele sunt ritmate prin pilastri in trepte mici. Contrafortii din dreptul
arcului de triumf sunt perpendiculari pe fatada, in timp ce cei din fatada

il ;
M Fig. 36. Ciceu-Mihdiesti (judetul Bistrita — Ndsdud), Biserica reformatd, fatada sudicd. © Virgil POP
M Fig. 36. Ciceu-Mihdiesti (Bistrita — Ndsdud County), Calvinist Church, southern elevation. © Virgil POP
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panels exhibit a strong Baroque expres-
sion, the rest of the elements are classical.
The pillars are very simple with rudimen-
tary capitals. In this case, the Baroque
restoration was carried out with very
modest means. Only the newly added el-
ements were redecorated. Inside, only the
gallery brings a Baroque air, along with
the new altars, of course. In this case, the
restoration was limited to the essentials:
a bell tower, which did not exist before,
and the western gallery. As the church
remained Roman Catholic, it needed the
gallery to accommodate the musicians of
the religious spectacle. The church had a
privileged position from the beginning: it
was located in the middle of the road. This
position made the bell tower necessary as
a propaganda signal.

Unfortunately, recently, after asphalt
was introduced, the road only passes on
one side, to the south of the church. The
northern road has become overgrown
with vegetation, is used for rural purpos-
es, and has been taken over by local resi-
dents. This creates a significant difference
in the perception of the two sides, and the
church loses its “central” position. This
situation is not unique, and unfortunate-
ly, the anomaly has not been noticed by
current urban planners.

B The Lutheran Church in Dipsa (Bistrita
— Nasaud County) has a buttress near the
triumphal arch dated 1482. The entire
construction must have been completed
around 1500. The frames and windows
might have been made somewhat later.
The church has a layout consisting of a
nave, altar, and sacristy. The volumes
of the nave and altar have a relationship
specific to late Gothic architecture: the
cornices are at the same level and there
is no separating gable. This rule hints at
a composition derived from the Renais-
sance, which was already established in
other places. (Fig. 30)

The choir consists of two bays and is
vaulted with ogives that unload onto elon-
gated cylindrical consoles derived from
earlier colonettes. At the base of the cyl-
inder is a small rosette that resembles the
one in the key of the pentagonal bay. The
triumphal arch is articulated with con-
soles, a remnant of earlier Gothic phases.
The frame on the southern elevation fea-
tures intersecting mouldings, which can
be dated after 1500. The sacristy’s frame
has a lintel on curved consoles, fashioned
with a simple 45-degree bevel. The frames
of the tall windows have the same start-
ing height, but those in the choir end low-
er, despite the cornice being at the same
height. This suggests a larger attic space
above the choir and a greater distance
from the extrados to the unified tie-beam
level of the choir and nave. In 1751, the
church suffered a fire. (Fig. 31 — 32)

In the 18" century, around the same
time as the church in Vermes (Bistrita —
Nasaud County), the nave was vaulted.
The elevations of the nave have Gothic
buttresses arranged in an orderly manner,
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M Fig. 37. Ciceu-Mihdiesti, Biserica reformatd, boltirea altarului. © Virgil POP M Fig. 38. Ciceu-Mihdiesti, Biserica reformatd, chenar gotic catre fosta sacris-
M Fig. 37. Ciceu-Mihdiesti, Calvinist Church, vaulting of the altar. © Virgil POP tie. © Virgil POP
W Fig. 38. Ciceu-Mihdiesti, Calvinist Church, gothic frame towards the former
sacristy. © Virgil POP

W Fig. 40. Ciceu-Mihdiesti, Biserica reformatd, pseudo-bolta navei. © Virgil POP
B Fig. 40. Ciceu-Mihdiesti, Calvinist Church, pseudo-vaulting of the nave. © Virgil POP

M Fig. 39. Ciceu-Mihdiesti, Biserica reformatd, chenar
de tranzitie de la gotic la Renastere. © Virgil POP

M Fig. 39. Ciceu-Mihdiesti, Calvinist Church, transition
frame, from Gothic to Renaissance. © Virgil POP

probably only for decorative purposes
and with the intention of creating uni-
ty between the choir and the nave. The
orderly placement of these buttresses al-
lowed for the continuation inside with
masonry piers that work efficiently. Be-
tween these piers, elliptical transverse
arches with a very high rise, almost ele-
vated semicircles, were introduced, com-
plemented by arches along the walls over
which domical vaults were placed. This
creates a very spacious area, surprising-
ly closer to a Gothic atmosphere than a

T o G, T eiftan: romli o dhe W Fig. 41. Ciceu-Mihdiesti, Biserica reformatd, fatada nordicd. © Virgil POP

W Fig. 41. Ciceu-Mihdiesti, Calvinist Church, northern elevation. © Virgil POP
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M Fig. 42. Ciceu-Mihdiesti, Biserica reformatd, fereastra semicirculard introdusd de ,restaurarea”
baroca si fereastra goticd readusd la suprafata de restaurarea din secolul XX. © Virgil POP

M Fig. 42. Ciceu-Mihdiesti, Calvinist Church, semicircular window introduced by the Baroque
“restoration” and Gothic window revealed by the 20*-century restoration. © Virgil POP

vesticd sunt oblici. Fiecare fatadd este impartita in 3 panouri: egale in
fatada sudica gi cu un spatiu mai mare in mijlocul fatadei nordice: adica
contrafortii nu sunt aliniati. La sfargitul secolului al XVIII-lea sau chiar
la inceputul secolului al XIX-lea biserica a fost barocizata. S-au introdus
pile puternice pe peretii navei. E posibil sa fi existat intentia boltirii, dar
pentru ca pilele interioare din peretele nordic nu se suprapun peste con-
trafortii aceluiasi perete, s-a renuntat la aceasta. Pericolul unor impingeri
nepreluate nu a fost asumat. Sau poate interventia s-a facut atat de tarziu
incét a sosit deja moda Neoclasicismului. De pe acele pile, nefiresc de
mult latite, s-au continuat niste arce, doar decorative, ce sustin o grinda
de latimea pilastrului central. Racordarea grinzii la pilastru incerca crea-
rea unei imagini asemanatoare cu cea a unui arc dublou. Tavanul modern
este decorat astfel incat sd pard o pseudo-bolta. S-au inlocuit ferestrele
gotice cu profilatura cu unele mai mari, semicirculare. in fatada sudica,
la 0 renovare recenti s-a evidentiat urma ferestrei vechi. In altar si in
partea vestica a navei s-au introdus tribune, dar acestea sunt intr-un stil
mai apropiat de eclectismul clasicizant si ar trebui datate dupa mijlocul
secolului al XIX-lea. (Fig. 42)

Turnul clopotnita este si el din secolul al XIX-lea. Sub turn se pastreaza
vechea intrare in biserica, ce are un chenar in trepte cu profilatura gotica
databil in jurul anului 1500. O modesta biserica gotica de sat a fost ,resta-
urata” in perioada barocului intr-o manierd modesta si decentd. Decenta
si corecta este si restaurarea recenta.

M Biserica din Jelna'® V7 (judetul Bistrita — Nasaud), astazi ruina, este o
sala ce are un altar compus din doua travee ce pare derivat din arhitectura
ordinelor predicatoare ce se raspandegte in prima jumatate a secolului al
XV-lea si la bisericile parohiale de orag. Dejul (judetul Cluj), care nu e prea
departe, ar putea fi un model in acest caz. (Fig. 43 — 44)

16 Corina POPA, ,Biserici gotice tarzii din jurul Bistritei,” Pagini de arta veche romdneasca
Tom 1 (1970): 297-324.

17 Corina POPA, ,Biserici sala gotice din nordul Transilvaniei,” Pagini de arta veche roma-
neasca Tom 4 (1981): 7-79.
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placement of the vaults at a very high lev-
el and their barely flattened shape. The
community likely desired modernization
using a model from neighbouring villages
without realizing the intention to change
the interior atmosphere. The vaults,
which produce greater lateral thrusts
the higher they are placed, did not cause
structural deformations. This, along with
the exterior arrangement of the buttress-
es, led to the conclusion that the nave
might have also been vaulted during the
Gothic phase. However, this is hard to be-
lieve because if it had been vaulted in the
Gothic style, “Baroquisation” could have
been achieved through stucco work, and
there are no traces in the attic to support
such a conclusion. The placement of the
Baroque vault at such a high level avoided
the need to reconstruct the Gothic win-
dows with profiled frames. The vaults are
decorated with stucco. Each dome has a
cartouche with a sinuous and intricate
outline. (Fig. 33)

The pilasters have capitals decorated
with various motifs, including floral and
vegetal designs, and one featuring the
motif of a self-sacrificing pelican. The
southern entrance had remarkable Ba-
roque woodwork, but the church became
Orthodox in 1967, and the woodwork was
replaced, likely at the same time the icon-
ostasis was introduced. In this case, the
intervention did not aim at de-Baroqui-
sation in the sense of stylistic purifica-
tion, but rather at de-Westernization. The
motifs inspired by popular carvings are
evidence of this intention. The sacristy
woodwork, which was less valuable, was
preserved.

The L-shaped wooden gallery, with
one side on the west and one on the north,
rests on wooden columns. It is likely from
the first half of the 19" century rather
than contemporary with the Baroque
vaulting, even though some details of the
parapet are Baroque in style.

The type of Baroque restoration is sim-
ilar to that of Vermes. The intervention is
not as subtle, the interior space does not
have the elegance of Vermes, and the stuc-
co decoration is more rigid. (Fig. 34 — 35)

B The Calvinist Church in Ciceu-Mihaiesti
(Bistrita — Nasaud County) consists of a
hall and a choir composed of two bays.
The altar is recessed but has a cornice at
the same level as the hall. The two vol-
umes are separated by the gable above the
triumphal arch. This composition of vol-
umes could be dated around the year 1450.
Earlier, the cornices would have been at
different levels, and later, the gable would
have disappeared and the roof of the altar
would have been attached through a slop-
ing plan with that of the nave. The altar
has two bays with ribbed vaults that un-
load onto stepped pyramid-shaped brack-
ets. The archivolt of the panels between
the stone arches is rounded at the top, in
a manner similar to that of early Gothic
churches, but this time the conformation
is due to the proximity to the Renaissance.



In the altar, two frames of now walled-in
openings are preserved, towards annex
rooms that must have been removed after
the Reformation. One frame has a Goth-
ic profile and a lintel on curved brackets
with a high degree of craftsmanship and
artistic perfection, while the other frame
is simple, semicircular, with a 45-degree
bevel. The lower part, which could be
used in an attempt to narrow down a pos-
sible dating, is not preserved. (Fig. 36 —41)

The frames appear to be contemporary,
from the transition period from Gothic to
Renaissance, but they are very different in
artistic level. The nave was ceilinged. The
elevations are rhythmically divided by
pilasters in small steps. The buttresses in
front of the triumphal arch are perpendic-
ular to the elevation, while those on the
western elevation are oblique. Each eleva-
tion is divided into 3 panels: equal on the
southern facade and with a larger space
in the middle of the northern elevation,
meaning the buttresses are not aligned. At
the end of the 18" century or even at the
beginning of the 19" century, the church
was Baroquised. Strong buttresses were
introduced on the walls of the nave. There
may have been an intention to vault, but
because the interior pillars on the north-
ern wall do not overlap with the buttresses
of the same wall, this was abandoned. The
danger of thrusts that were not unloaded
was not assumed. Or perhaps the inter-
vention was carried out so late that the
Neoclassicism trend had already arrived.
From those unnaturally widened pillars,
some purely decorative arches were con-
tinued, supporting a beam the width of
the central pilaster. The connection of the
beam to the pilaster attempted to create
an image similar to that of a transverse
arch. The modern ceiling is decorated to
resemble a pseudo-vault. Gothic windows
with slender profiles were replaced with
larger semicircular ones. On the southern
elevation, during a recent renovation, the
outline of the old window was highlight-
ed. Galleries were introduced in the choir
and in the western part of the nave, but
these are in a style closer to classicizing
eclecticism and should be dated after the
mid-19" century. (Fig. 42)

The bell tower is also from the 19"
century. Under the tower, the old en-
trance to the church is preserved, which
has a stepped frame with Gothic profiling
that can be dated around the year 1500.
A modest Gothic village church was “re-
stored” during the Baroque period in a
modest and decent manner. The recent
restoration is also decent and correct.

B The churchinJelna'® ' (Bistrita—Nasaud
County), now in ruins, is a hall with an
altar composed of two bays, which seems
to be derived from the architecture of the

16 Corina POPA, ,Biserici gotice tarzii din jurul
Bistritei,” Pagini de artd veche romaéneasca
Vol. 1 (1970): 297-324.

17 Corina POPA, ,Biserici sala gotice din nordul
Transilvaniei,” Pagini de artd veche romdneas-
ca Vol. 4 (1981): 7-79.
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W Fig. 43. Jelna (judetul Bistrita — Néisdud), Biserica evanghelicd, plan, dupd Corina POPA, 1970. ©
Domeniu public

W Fig. 43. Jelna (Bistrita — Ndsdud County), Lutheran Church, floor plan, after Corina POPA, 1970. ©
Public domain

B Fig. 44. Jelna, Biserica evanghelicd, Cheia de boltd. © Virgil POP
B Fig. 44. Jelna, Lutheran Church, keystone. © Virgil POP

Boltile altarului se sprijind pe console cu o decoratie de exceptie pen-
tru o biserica parohiala de sat. Cheia de bolta a traveei pentagonale are un
buton de trandafir. Pe peretii altarului, dupa ce biserica a intrat in stare
de degradare avansata, au aparut urmele de pictura gotice si semnele de
martelare pregatite pentru aplicarea tencuielii de dupa Reforma. Sala este
simpla, ritmata la exterior prin contraforti iar pe colturi acestia sunt age-
zati oblic. Pe latura nordica a altarului se gaseste o sacristie. Biserica a fost
inconjurata cu o fortificatie simpla, ce are un turn masiv ce trebuie sa fie
tot din secolul al XV-lea. (Fig. 45 — 46)

In secolul al XVIII-lea sala a fost boltita cu calote pe dublouri. Dublou-
rile se sprijina pe pile interioare. De pe pile se nasc si arce turtite asezate
pe langa perete, pe care descarca calota boema. Din pacate, biserica para-
sitd s-a ruinat in ultimii ani. (Fig. 47)
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M Fig. 45. Jelna, Biserica evanghelicd, dupd Corina POPA, 1970. © Domeniu public
M Fig. 45. Jelna, Lutheran Church, after Corina POPA, 1970. © Public domain

W Fig. 46. Jelna, Biserica evanghelicd, interior cu pi-
lastru si arc de sustinere a calotei, 2004. © Virgil POP

B Fig. 46. Jelna, Lutheran Church, interior with pilaster
and supporting arch of the vault, 2004. © Virgil POP

M Fig. 47. Jelna, Biserica evanghelicd, 2011. © Virgil POP
M Fig. 47. Jelna, Lutheran Church, 2011. © Virgil POP

Acoperisul bisericii s-a prabusit iar bolta a disparut. In 2004 se mai pu-
tea vedea o parte a peretelui nordic cu arcul de sustinere a calotei agezat
pe un pilastru realizat din caramida. Ferestrele navei au fost schimbate
cu unele rotunjite la partea superioard, in timp ce la altar se pastreaza
ferestrele gotice. Probabil cd aceastd operatie s-a produs concomitent cu
coborarea cornigei la sala. Proportia dintre sala si cor, dupa cum e relevata
in fotografia din 1970, este nefireascd pentru o structura gotica. Recent s-a
prabusit si bolta gotica a altarului. in imediata apropiere s-a construit in
mod ilegal o oribild bisericd ortodoxa. Casa parohiald evanghelica are un
plan de factura clasica, simetric, cu un pridvor cu pinion in ax. Acest tip
de plan s-a raspandit in secolul al XVIII-lea si era utilizat de reguld cu un
limbaj arhitectural baroc. In acest caz fatada a fost renovata in secolul al
XIX-lea, ferestrele primind si obloane cu jaluzele de lemn. Recent fatada
a fost mutilata prin finisaje si modificarea acoperisului printr-o maniera
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mendicant orders that spread in the first
half of the 15" century to parish churches
in towns. Dej (Cluj County), which is not
far away, could serve as a model in this
case. (Fig. 43 — 44)

The vaults of the altar rest on corbels
with exceptional decoration for a village
parish church. The keystone of the pen-
tagonal bay features a rose button. On the
walls of the altar, after the church fell
into advanced disrepair, traces of Gothic
paintings and signs of hammering pre-
pared for the application of post-Refor-
mation plaster have appeared. The hall
is simple, rhythmically divided on the
exterior by buttresses, which are placed
obliquely at the corners. On the north side
of the altar, there is a sacristy. The church
was surrounded by a simple fortification
with a massive tower that must also date
from the 15" century. (Fig. 45 — 46)

In the 18" century, the hall was cov-
ered with domical vaults on transverse
arches. The transverse arches rest on inte-
rior pillars. From these pillars also spring
flattened arches placed along the wall,
which support the domical vault. Unfor-
tunately, the abandoned church has fallen
into ruin in recent years. (Fig. 47)

The roof of the church collapsed and
the vault disappeared. In 2004, part of the
north wall with the supporting arch of
the vault, set on a pilaster made of brick,
could still be seen. The windows of the
nave were replaced with ones rounded
at the top, while the Gothic windows of
the altar were preserved. This alteration
probably occurred simultaneously with
the lowering of the cornice in the hall.
The proportion between the hall and the
choir, as revealed in the 1970 photograph,
is unnatural for a Gothic structure. Re-
cently, the Gothic vault of the altar also



collapsed. In the immediate vicinity, an
ugly Orthodox church was illegally built.
The Evangelical parish house has a classi-
cal symmetrical plan with a porch featur-
ing a gable in the centre. This type of plan
spread in the 18" century and was usually
employed with a Baroque architectural
language. In this case, the elevation was
renovated in the 19" century, with the
windows also receiving wooden shutters
with louvres. Recently, the elevation was
mutilated through finishes and modifi-
cations to the roof in a manner much fa-
voured in Bistrita County. In this case, a
de-Baroquisation occurred through ru-
ination, but the process continued with
a de-Gothicisation through melting. The
interventions in the immediate vicinity
have even tainted the presence of the mas-
sive tower with unimaginably poor-quali-
ty architecture.

B The Lutheran Church in Vermes' ' 2
had a pulpit that was moved in 1993 to
a modern Calvinist church in Cluj. It is
dated 1497, which may be the year the
church’s construction was completed. The
church has a simple plan composed of a
large hall and an altar. (Fig. 49 - 52)

The altar is composed of two bays, one
of which is 5/8. The ribs, featuring profiles
with two cavettos, are executed with a pre-
cision that stands out from other church-
es in the area. The support method has
particularities: the two central ribs of the
apse unload directly onto the wall, while
the other three ribs unload onto capitals
with vegetal motifs at the ends and, in the
middle, a capital shaped like an inverted
pyramid with profiles. This leads to a pe-
culiar solution where four ribs unload in
three different ways. The solution is not
without structural logic but remains unu-
sual. The choice of the pyramidal capital
with this conformation shows an influ-
ence of Renaissance forms. Such solutions
are also found in the area in the civil ar-
chitecture of Bistrita, in the house today
known as the house of Ioan Zidarul. The
nave has walls rhythmically divided by
buttresses, but their number is not equal,
there is an extra one on the southern side.
This clearly indicates that the original
nave was not vaulted. The main elevation
is simple, framed by oblique buttresses.
With very minimal means, a dynamic spe-
cific to Gothic architecture is created. The
effect, now unobservable as the church is
supported with braces and surrounded
by excessive vegetation, is achieved by
lowering the buttresses below the cornice
level. This intention to use the buttress-
es in the composition of the elevation is
obvious since all other buttresses, which
are perpendicular to the lateral eleva-

18 Corina POPA, ,Biserici sala gotice din nordul
Transilvaniei,” Pagini de artd veche romdneas-
ca Vol. 4 (1981): 7-79.

19 Hermann FABINI, Atlas der siebenbiirgis-
ch-sachsischen Kirchenburgen und Dorfkir-
chen (Sibiu: Editura monuMenta, 2002).

20 Géza ENTZ, Erdély épitészete a 14-16. Szd-
zadban (Cluj-Napoca: Editura Erdélyi Mua-
zeum-Egyesiilet, 1996).
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W Fig. 48. Jelna, Biserica evanghelicd, turnul fortificatiei, casa parohiald si biserica ortodoxa in
constructie. © Virgil POP

W Fig. 48. Jelna, Lutheran Church, fortification tower, parish house, and Orthodox church under
construction. © Virgil POP

mult indragita in judetul Bistrita. in acest caz s-a facut o des-barocizare
prin ruinare, dar procesul a continuat gi printr-o des-goticizare prin topi-
re. Prin interventiile din vecinatatea imediata, chiar gi prezenta masivului
turn este pangarita prin arhitectura de o calitate inimaginabila. (Fig. 48)

B Biserica reformata din Vermes'® *° ?° avea un amvon ce a fost mutat in
1993 intr-o biserica reformata moderna din Cluj, datat 1497; poate fi anul
incheierii lucrarilor la bisericad. Biserica are un plan simplu compus din-
tr-o sald de mari dimensiuni si altar. (Fig. 49 — 52)

Altarul este compus din doua travee din care una de 5/8. Ogivele sunt
cu profile cu cate doua scotii, de o precizie a executiei ce se detaseaza
de celelalte biserici din zona. Modul de sprijinire are particularitati: cele
doua nervuri centrale ale absidei descarca direct in perete, in timp ce ce-
lelalte cate trei nervuri descarca pe capiteluri cu motive vegetale la capete,
iar in mijloc un capitel cu forma de piramida intoarsa cu profile. Aceasta

18 Corina POPA, ,Biserici sald gotice din nordul Transilvaniei,” Pagini de artd veche roma-
neasca Tom 4 (1981): 7-79.

19 Hermann FABINI, Atlas der siebenbiirgisch-sichsischen Kirchenburgen und Dorfkirchen
(Sibiu: Editura monuMenta, 2002).

20 Géza ENTZ, Erdély épitészete a 14-16. Szdzadban (Cluj-Napoca: Editura Erdélyi M-
zeum-Egyestilet, 1996).
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W Fig. 49. Vermes, Biserica evanghelicd, plan, dupd Corina POPA, 1970. © Domeniu public
W Fig. 49. Vermes, Lutheran Church, floor plan, after Corina POPA, 1970. © Public domain
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M Fig. 50. Vermes, Biserica evanghelicd. © Virgil POP
M Fig. 50. Vermes, Lutheran Church. © Virgil POP

W Fig. 51. Vermes, Biserica evanghelicd, absida alta-
rului. © Virgil POP

W Fig. 51. Vermes, Lutheran Church, altar apse.
© Virgil POP

duce la o solutie bizara in care patru descarcari de nervuri sunt in trei
feluri. Solutia nu e lipsitd de o logicad structurald, dar raméane ciudata.
Optiunea pentru capitelul piramidal cu aceastd conformatie aratd o in-
fluenta a formelor renascentiste. Astfel de solutii mai intalnim in zona la
arhitectura civila din Bistrita, casa numita astazi a lui Ioan Zidarul. Nava
are peretii ritmati prin contraforti dar numarul lor nu este egal, pe latura
sudica e unul in plus. Aceasta indica in mod clar cad nava initiala nu a
fost boltita. Fatada principala este simpla, fiind incadrata intre contrafortii
oblici. Cu mijloace foarte reduse se creeaza o dinamica specifica goticului.
Efectul, astazi neobservabil, biserica fiind sprijinitd cu contravantuiri gi
inconjurata de vegetatie excesiva, e obtinut prin coborirea contrafortilor
sub cota cornigei. Aceasta intentie de a folosi contrafortii in compozitia
fatadei e evidenta, intrucét toti ceilalti contraforti ce sunt perpendiculari
pe fatadele laterale se termina sub nivelul cornigei. Numai cei oblici din
fatada principala sunt mai scurti. Biserica a avut si o sacristie. In altar se
vede chenarul inzidit, gotic tarziu al ugii. Chenarul intrarii sudice este

o
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M Fig. 52. Vermes, Biserica evanghelicd, traveea dreptunghiulard cu console in piramidd intoarsd.
© Virgil POP
M Fig. 52. Vermes, Lutheran Church, rectangular bay with inverted pyramid brackets. © Virgil POP
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tions, end below the cornice level. Only
the oblique ones on the main elevation are
shorter. The church also had a sacristy. In
the altar, the walled-in late Gothic frame
of the door can be seen. The frame of the
southern entrance is Renaissance. The en-
closure and bell tower are datable to the
first half of the 16" century. (Fig. 53)

In the 17" century, the village be-
came depopulated. By 1700, the majority
of the population was Romanian, with
only 8 Saxon families. It was only after
the middle of the century that the Saxon
population was restored. Following this,
the Lutheran church was “restored” in
the Baroque manner. Inside, massive rec-
tangular pilasters were introduced. These
pilasters have a slight projection, creating
a stepped structure effect. The same pro-
file continues on the transverse arches
that originate from the capitals, which
are also very simple in volume. At the
corners, the rectangular pilasters become
square. From the three pairs of pilas-
ters, transverse arches form four domical
vaults. The pilasters are also connected
to each other with arches attached to the
walls. The pilasters on the southern side
were constructed in continuation of the
Gothic buttresses. On the northern side,
where there are only two exterior but-
tresses, they do not align properly. This
situation can cause structural problems.
A similar issue occurred with the Cal-
vinist church in Dej, which serves as a
model for many churches in the area, es-
pecially those in the western part of Bis-
trita — Nasdud County, which was part of
Solnoc County. In Dej, the medieval vault
collapsed because the buttresses did not
align with the interior pilasters. The very
solid arches flanking each vault resem-
ble a coffered ceiling. Usually, the arches
exceed the level of the vault only by the
width of a brick, and the massive struc-



tural part develops on the extrados of the
vault. (Fig. 54)

The Baroque vaults are raised so high
that they exceed the upper level of the
windows, allowing them to remain intact.
Typically, in such situations, the Baroque
vault is somewhat lower, and the Gothic
windows are cut down and transformed
into Baroque windows. This approach
makes the interior space’s atmosphere
closer to Gothic than Baroque. Perhaps
to counterbalance this effect, the stucco
decoration is exceptionally refined. Its
elegance, rather than excess, achieves its
preciousness. The interior stucco can be
classified in the Rococo style. Each domi-
cal vault is decorated with a sinuous car-
touche. In the two central ones, there are
four angels, each playing trumpets. In one
of the vaults, a central disc bears the in-
scription ANO (!) 1775, likely marking the
completion of the modernization works.
The pilasters’ capitals also have stucco
with garlands and anthropomorphic mo-
tifs. On the walls, between the pilasters,
there are nearly circular cartouches with
garlands. The sinuous lines and tendrils
forming these cartouches are very grace-
ful. The representations of anthropomor-
phic figures, if we can call the angels that,
are not the stucco artist’s strong point.
Baroque-style vaults exert greater lateral
thrust than Gothic ones. For this reason
and others, the rule is to place these vaults
as low as possible to reduce the lever arm
formed by the wall. The high unloading
point of the vaults has caused excessive
thrust, which has been mitigated by metal
ties. (Fig. 55)

These elements might belong to anoth-
er renovation from the 19" century when
wooden galleries were introduced on two
sides. These galleries imitated in wood
the artistic forms specific to stone archi-
tecture. They were removed during an
attempted restoration in the early 1990s.
In this case, a modestly sized communi-
ty transformed their church, possibly to
mark their revitalization. In the Lutheran
church, decorative elements specific to
the Catholic church appear. By the end of
the 18" century, the dispute around the
Reformation and the Counter-Reformation
had lost significance. The transformation
merely marked a status that the communi-
ty had achieved and a desire for aesthetic
comfort.

B The Orthodox Church of Saint Nicholas
in Hunedoara? * (Hunedoara County)
was built in the mid-15" century. It has
a plan that is a combination of a Byzan-
tine-style Greek cross plan and a Western
polygonal altar. The naos is influenced
by Constantinople, transmitted through
Serbian channels. In 1458, King Matthias
Corvinus allowed Serbs and Wallachians
in Hunedoara to build a church. The Serbs

21 Virgil VATASIANU, Istoria artei feudale in
Tarile Romane (Bucuresti: Editura Academiei
Republicii Populare Romane, 1959).

22 Virgil VATASIANU, Kunstdenmdler in Rumd-
nien (Edition Leipzig, 1986).
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W Fig. 53. Vermes, Biserica evanghelicd, bolta navei cu stucaturd rococo. © Virgil POP
W Fig. 53. Vermes, Lutheran Church, nave vault with Rococo stucco. © Virgil POP

renascentist. Incinta si turnul clopotnitd sunt databile in prima jumitate a
secolului al XVI-lea. (Fig. 53)

In secolul al XVII-lea, satul s-a depopulat. La 1700 populatia majori-
tara era cea roméaneasca cu doar 8 familii sasesti. De-abia dupa jumatatea
secolului se reface populatia sdseascd. Dupa aceasta, biserica evangheli-
ca va fi ,restauratd” in maniera baroca. La interior se intoruduc pilagtri
masivi, dreptunghiulari in plan. Au un usgor rezalit care produce efectul
de structurd in trepte. Acelasi profil continud gi pe arcele dublou ce se
nasc de pe capitelurile de asemenea foarte simple ca volum. Pe colturi,
pilastrul dreptunghiular in plan devine patrat. De pe cele trei perechi de
pilastri pornesc arce dublou formand patru calote boeme. Pilagtrii sunt
legati si intre ei cu arce adosate peretilor. Pilastrii de pe latura sudica au
fost construiti in continuarea contrafortilor gotici. Cei de pe latura nordi-
cd, unde sunt doar doi contraforti la exterior, nu potrivesc in continuare.
Aceasta situatie poate produce probleme in comportamentul structurii.
O astfel de situatie s-a creat la biserica reformata din Dej, care este un
model pentru multe biserici din zona, in special pentru cele din vestul ju-
detului Bistrita — Nasaud, ce facea parte din comitatul Solnocului. La Dej
bolta medievala s-a prabugit pentru céd contrafortii nu erau in continuarea
pilastrilor interiori. Arcele foarte solide ce flancheaza fiecare calota aduc
ceva din imaginea de tavan cu casete mari. De regula, arcele depasesc ni-
velul calotei numai cu latimea unei caramizi, iar partea masiva necesara
structurii se dezvolta la extradosul boltii. (Fig. 54)

Boltile baroce sunt atat de mult ridicate incit depasesc cota superioa-
ra a ferestrelor, astfel cd acestea au putut fi pastrate intacte. in astfel de
situatii, de regula, bolta baroca este ceva mai jos, iar ferestrele gotice sunt
retezate si transformate in ferestre baroce. in acest fel atmosfera spatiului
interior este mai apropiatd de gotic decat de baroc. Poate pentru a con-
trabalansa acest efect, decoratia de stucatura este deosebit de pretioasa.
Pretiozitatea este atinsa prin eleganta gi nu prin exces. Stucatura interi-
oard este incadrabila in stilul Rococo. Fiecare calota este decorata cu un
cartus sinuos. In cele doua cartuse centrale apar cate patru ingeri ce suna
in trompete. Intr-una din calote, intr-un disc central e inscriptia ANO (!)
1775. Aceasta trebuie sa fie data finalizarii lucrarilor de modernizare. Ca-
pitelurile pilagtrilor au de asemena stucaturi cu ghirlande si motive an-
tropomorfe. Si pe pereti, intre pilastri se afla cartuge aproape circulare cu
ghirlande. Liniile sinuoase si vrejurile ce alcatuiesc aceste cartuse sunt
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M Fig. 54. Vermes, Biserica evanghelicd, peretele nordic dupd desfacerea
tribunei laterale. © Virgil POP

M Fig. 54. Vermes, Lutheran Church, north wall after the removal of the
lateral gallery. © Virgil POP

foarte gratioase. Reprezentarile de figuri antropomorfe, daca putem numi
astfel ingerii, nu sunt punctul forte al stucatorului. Boltile de tip baroc
produc impingeri mai mari decat cele gotice. Si din acest motiv, dar nu
numai, regula e ca aceste bolti sa fie amplasate cat mai jos, pentru a redu-
ce bratul de parghie format de perete. Inaltimea mare la care este cota de
descarcare a boltilor a produs impingeri excesive ce au fost atenuate prin
tiranti metalici. (Fig. 55)

Acestia ar putea aprtine unei alte refaceri din secolul al XIX-lea, cind
s-au introdus tribune de lemn pe doua laturi. Acestea imitau in lemn forme
artistice specifice arhitecturii de piatrd. Au fost eliminate la o tentativa de
restaurare de la incepul anilor 1990. In acest caz, o comunitate modestd nu-
meric gi-a transformat biserica, poate tocmai pentru a-gi marca revigorarea.
In biserica evanghelica apar elemente decorative ce sunt specifice bisericii
catolice. La sfargitul secolului al XVIII-lea, disputa in jurul reformei gi a
contrareformei nu mai avea nici o insemnatate. Transformarea marca doar
un statut ce a fost atins de citre comunitate si dorinta unui confort estetic.

M Biserica ortodoxa Sfantul Nicolae din Hunedoara?' ?* (judetul Hune-
doara), este construita la mijlocul secolului al XV-lea. Are un plan ce este
o combinatie intre un plan tip bizantin de cruce greaca si altar poligonal
occidental. Naosul este de influenta constantinopolitana, sosit pe filiera

21 Virgil VATASIANU, Istoria artei feudale in Tarile Romane (Bucuresti: Editura Academi-
ei Republicii Populare Romane, 1959).
22 Virgil VATASIANU, Kunstdenmdler in Rumdnien (Edition Leipzig, 1986).

W Fig. 56. Hunedoara (judetul Hunedoara), Biserica Sf. Nicolae, plan, dupa Virgil VATASIANU, 1986. ©
Domeniu public

W Fig. 56. Hunedoara (Hunedoara County), Church of St. Nicholas, floor plan, after Virgil VATASIANU,
1986. © Public domain
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M Fig. 55. Vermes, Biserica evanghelicd, stucaturd cu ingeri. © Virgil POP
M Fig. 55. Vermes, Lutheran Church, stucco with angels. © Virgil POP

were the ones who made up the garrison
of the castle. This explains the direct Byz-
antine influence, rather than an influence
coming through Wallachia. (Fig. 56)

The four arms have barrel vaults and
converge through four central columns.
The vaulting continues and begins the in-
tersection of the cylinders but is interrupt-
ed by the penetration of the tower, which
has a smaller diameter than the square
space between the pillars. The system is
rudimentary and primitive, indicating the
presence of modest craftsmen. The altar
is polygonal with only four sides, anoth-
er primitive solution. The vaulting of the
altar is Gothic in style, but the ribs do not
come together at a keystone. The crafts-
man of this vault must have been a Roma-
nian labourer from a Catholic construc-
tion site. A more skilled craftsman would
have designed the plan with five sides,
one perpendicular to the church’s axis,
and the ribs would have met. The church
was extended with another vaulted room,
probably in 1634, as indicated by the in-
scription, while the tower dates from the
19" century. Each arm of the Greek cross
was independently covered until the tow-
er’s position, which must have been more
prominent. The tympanums of the short
arms were modified in the 18" century.
The trapezoidal shape of the pediment
is typical of provincial Baroque, used in
housing architecture. There must have
been a roof repair or reconstruction car-
ried out by local craftsmen. The Baroque
element is so modest that it cannot be
considered an attempt at Baroquisation.
It was merely the result of an 18"-century
housing craftsman’s intervention.

The church was restored before 2000,
and the Baroque tympanums were re-
placed with semicircular ones. Addi-
tionally, a highlighting of the roof of the
17"-century building was made through
a tympanum perpendicular to the ridge.

The choice for this option was dictat-
ed by the doctrines valid in the early 20"



century and by a tendency in the recent
restorations of the Romanian Orthodox
Church to re-Byzantinise the image of the
churches. To achieve this form, a detail of
the interior painting depicting the church
was used. The restorer’s desire was to
re-orientalise the image at the expense of
the Western image, even though this one
was very modest. The adopted details are
improper. On a cylindrical surface, shin-
gle tile roofing was introduced when such
surfaces were traditionally covered with
clay tiles or shingles. The semicircular
ending was approximated with a polygo-
nal wooden ridge. In this case, the restora-
tion did not have an aesthetic or historical
purpose but an ideological one. Currently,
the Romanian Orthodox Church has an
attitude of rejecting modernity and “Eu-
ropeanization”, perceived as a danger.
The forms appreciated as “Byzantine” are
also adopted in the construction of new
churches. This is a specific attitude of
the 19" century. Consistently, the same
attitude is adopted in restorations. The
trapezoidal tympanums reminded of an
undesirable “Westernization”, while the
circular ones are considered native. (Fig.
57 — 61)

B The Lutheran church in Reghin? # % 26 27
(Mures County) was initially a basilica
with a ceilinged central nave, built to-
wards 1300, dedicated to the Virgin Mary.
The church underwent changes and trans-
formations during the Gothic period. A
staircase remains on the southern side, in-
dicating the intention to build two towers
on the western elevation. Later, this plan
was abandoned, and the church ended up
with a single bell tower. In the 15" cen-
tury, a chapel was added on the southern
side, with a height much higher than the
cornice of the side aisle and lower than
the cornice of the central nave. The Gothic
windows of the chapel suggest a dating to
the late Gothic period. The side aisle win-
dows could have been remade during this
period as well. The church also received
a sacristy on the northern side, much
simpler in construction than the chapel.
Towards the end of the 18" century, the
church, long converted to the Reforma-
tion, was rearranged in the Baroque style.
The central nave was vaulted with domical
vaults on transverse arches. Each bay of
the central nave corresponds to two bays
of the side aisles, so the transverse arches
overlap rhythmically over the pillars and

23 Virgil VATASIANU, Istoria artei feudale in
Tarile Romane (Bucuresti: Editura Academiei
Republicii Populare Roméane, 1959).

24 Gustav TREIBER, Mittelalterliche Kirchen in

Siebenbiirgen. Beitrdge zur Baugeschichte auf-

grund der Raumverhdltnisse (Munchen, 1971),

181.

Géza ENTZ, Erdély épitészete a 11-13. Szd-

zadban (Cluj-Napoca: Editura Erdélyi Mua-

zeum-Egyesiilet, 1994).

26 Géza ENTZ, Erdély épitészete a 14-16. Szd-
zadban (Cluj-Napoca: Editura Erdélyi Mua-
zeum-Egyesiilet, 1996).

27 Hermann FABINI, Atlas der siebenbiirgisch-
sachsischen Kirchenburgen und Dorfkirchen
(Sibiu: Editura monuMenta, 2002).
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sarbeasca. In 1458 regele Matei Corvin permite sarbilor si valahilor din
Hunedoara sa-si ridice o biserica. Sarbii erau cei care alcatuiau garnizoa-
na castelului. In acest fel se explica influenta bizantina directa si nu pe
filiera munteneasca. (Fig. 56)

Cele patru brate sunt boltite cilindric gi se reunesc prin patru coloane
centrale. Boltirea continua si incepe intersectia cilindrilor, dar este intre-
rupta de penetrarea turlei care are diametrul mai mic decat spatiul patrat
dintre stalpi. Sistemul este rudimentar gi primitiv si denota prezenta unor
mesteri modegti. Altarul este poligonal gi are numai 4 laturi. Si aceasta
rezolvare denota primitivism. Boltirea altarului este de tip gotic, dar ner-
vurile nu ajung sa se uneascéa intr-o cheie. Megterul acestei bolti trebuie
sd fi fost un salahor roméan provenit de pe un santier catolic. Un mester
mai iscusit ar fi pus 5 laturi la plan, cu una perpendicularad pe axa biseri-
cii, iar nervurile s-ar fi intalnit. Biserica a fost extinsa cu inca o incédpere

,...:‘? 5 ’ - METTTR R Y W
W Fig. 57. Hunedoara, Biserica Sf. Nicolae, la inceputul secolului al XX-lea, dupdi Virgil VATASIANU,
1986. © Domeniu public

W Fig. 57. Hunedoara, Church of St. Nicholas, at the beginning of the 20" century, after Virgil
VATASIANU, 1986. © Public domain

W Fig. 58. Hunedoara, Biserica Sf. Nicolae, 2012. © Virgil POP
W Fig. 58. Hunedoara, Church of St. Nicholas, 2012. © Virgil POP
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M Fig. 59. Hunedoara, Biserica Sf Nicolae, 1938, dupad
Virgil VATASIANU, 1986. © Domeniu public

M Fig. 59. Hunedoara, Church of St. Nicholas, 1938, after
Virgil VATASIANU, 1986. © Public domain

tavanita probabil in 1634, dupa cum indica pisania, iar turnul este din
secolul al XIX-lea. Fiecare brat al crucii grecesti era acoperit independent
pana in dreptul turlei care trebuie sa fi fost mai degajate. Timpanele brate-
lor scurte au fost modificate in secolul al XVIII-lea. Forma trapezoidala a
pinionului este specifica barocului provincial, folosita la programul de
locuinta. Trebuie sa fi fost o refacere sau reparatie la acoperis facuta de
megteri locali. Elementul de baroc este atat de modest incat in acest caz nu
se poate pune in discutie o incercare de barocizare. A fost doar rezultatul
interventiei unui mester de locuinte din secolul al XVIII-lea.

Biserica a fost restaurata inainte de 2000, iar timpanele baroce au fost
inlocuite cu unele semicirculare. De asemenea, s-a facut o marcare prin-
tr-un timpan perpendicular pe coama acoperisului a corpului din secolul
al XVII-lea.

Optiunea pentru aceasta varianta a fost dictatd de doctrinele valabile pe
la inceputul secolului al XX-lea si de o tendinta in restaurdrile recente ale
Bisericii Ortodoxe Roméne (BOR) de a re-bizantiniza imaginea bisericilor.

M Fig. 61. Hunedoara, Biserica Sf Nicolae, detaliu al restaurdrii recente, timpanul nordic. © Virgil POP
M Fig. 61. Hunedoara, Church of St. Nicholas, detail of the recent restoration, Northern tympanum.
© Virgil POP
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W Fig. 60. Hunedoara, Biserica Sf Nicolae, detaliu picturd interioard. © Virgil POP
W Fig. 60. Hunedoara, Church of St. Nicholas, Interior painting detail. © Virgil POP

the tops of the large arches in the system.
On the opposite side, the Gothic structure
was destroyed and rebuilt in a Baroque
manner. Wall archaeology research would
clarify if any of the Gothic stone pillars
were preserved inside the massive brick
pillars. On the northern side, a second tier
of galleries was introduced. The Baroque
arches are massive, without profiles, and
on the elevation, there are some accents
made with simple profiles made only
from mortar. On the northern side, all the
vaults are Baroque, while in the southern
aisle, the Gothic vaulting is preserved.
The southern nave also received a gallery,
which is interrupted at the first two bays,
where the chapel added in the 15" century
is located. (Fig. 62-64)

The southern gallery, likely construct-
ed for the sake of a dubious symmetry, is
ceilinged and made of wood. The parapet
of the galleries, probably completed to-
wards the end of the works, is very sim-
ple, divided into rectangular panels. The
baroque-style alterations begun in 1778
were completed in 1803. The influence
of neoclassical taste is evident. The rais-
ing of the northern nave also affected the
external volume. The roof reached almost
the same level as the roof of the central
nave. The slopes are interrupted only by
the original Gothic profiling. (Fig. 65)

The appearance of the northern eleva-
tion resembles an almost hall-like struc-
ture. This modification also affects the
main elevation. The northern part of the
western elevation was raised to enclose
the extension of the northern nave. To
maintain the symmetry of the main ele-
vation, the western end of the southern
collateral was also completed with a wall.
For lighting the northern gallery, a small
Gothic-style window with a pointed arch
was introduced. On the southern side, a



blind window with the same profile was
added. (Fig. 66 — 69)

It is noteworthy that the craftsman
who carried out the Baroque transforma-
tion opted for Gothic forms on the ele-
vation, where major alterations were not
desired. This stylistic “coherence” on the
main elevation can be interpreted as a de-
sire for “classicism” in an era that disliked
the Gothic and transformed the church
into a Baroque style. The spire of the tow-
er and the two porches on the side eleva-
tions date from the 19* century.

B The church of the former Franciscan
monastery in Targu Mures,”® now the
Calvinist Church in the citadel, belongs to
the category of large halls similar to the
one in Cluj on Kogdlniceanu Street, which
underwent similar changes in denomina-
tion. It has a choir composed of three rec-
tangular bays and a pentagonal one. The
volume of the choir is slightly recessed,
and the roof ridge is somewhat lower, with
equal slopes. The two very clear volumes
are separated by a gable. The structure is
built of brick, with only the buttresses and
the frames being made of stone. The cur-
rent differentiation between the choir and
the nave, exposed brick and plaster, is the
result of a restoration from the 1950s. The
church must have been ceilinged from the
beginning. The choir has Gothic vaulting,
typical of the 15" century. In the second
half of the 18" century, the church, which
had in the meantime become Reformed,
was renovated in the Baroque style.

It is likely that there were also struc-
tural reasons for this intervention. At the
same time, the roof structure is being
reconstructed. The difference in dating
between the two roofs is also made by
the characteristics of the different peri-
ods, but it has also been confirmed by a
dendrochronological study. The original
ceiling of the Gothic Hall must have been
formed of wooden beams placed side by
side. This system is typical in Gothic ar-
chitecture but is also used in the Renais-
sance period. Among the tie-beams of the
Gothic structure, one can see the extrados
of the brick vaults. These do not have re-
inforcements at the inflexions at the top,
and the vaults’ webs are of small dimen-
sions. Only in the case of large vaults do
the bends have reinforcements at the ex-
trados. The nave was “baroquised” at the
end of the 18" century. Due to the large
openings, a vault could not be introduced,
and the nave was re-ceilinged. Connectors
were placed at the corners between the
ceiling and the wall, and pillars were in-
troduced at the location of the buttresses.
These are decorated in a “twinned” man-
ner, with two registers of capitals. The
conformation of these pillars is similar to
that of the Franciscan monastery in Cluj.
(Fig. 70)

It is difficult to determine whether
these pilasters overlap smaller Gothic stone

28 Grigore IONESCU, Istoria arhitecturii in Ro-
mania, I (Bucuresti: Editura Academiei R.PR.,
1963).
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Pentru obtinerea acestei forme s-a utilizat un detaliu al picturii interioare ce
prezinta biserica. Dorinta restauratorului a fost de a re-orientaliza imaginea
in dauna imaginii occidentale, chiar daca si aceasta e foarte modesta. Deta-
liile adoptate sunt improprii. Pe o suprafata cilindrica s-a introdus tigla solz,
cand astfel de suprafete erau acoperite cu olane sau cu sindrila. Terminarea
semicirculara a fost aproximati cu o pazie de lemn in forma poligonala. in
acest caz restaurarea nu a avut un tel estetic sau istoric, ci unul ideologic.
in prezent BOR are o atitudine de respingere a modernitatii si a ,,europeni-
zarii” percepute ca un pericol. Formele apreciate ca ,,bizantine” sunt adop-
tate si in ce priveste construirea bisericilor noi. Este o atitudine specifica
secolului al XIX-lea. In mod consecvent se adopta aceeasi atitudine si in
restaurari. Timpanele trapezoidale aduceau aminte de o nedorita ,,occiden-
talizare”, iar cele circulare sunt bastinage. (Fig. 57 — 61)

M Biserica evanghelica din Reghin? 2 25 26 27 (judetul Mures) a fost initial
o basilica cu nava centrala tavanita realizata catre 1300, dedicata Maicii
Domnului. Biserica a suferit schimbari in santier si transformari inca din
perioada goticului. Pe latura sudica se pastreaza o scara ce ar indica in-
tentia de a realiza doud turnuri in fatada vestica. Ulterior se renunta, iar
biserica va avea un singur turn clopotnita. In secolul al XV-lea s-a adaugat
o capela pe latura sudica cu inaltime mult mai mare decét corniga colate-
ralei si mai mica decat cornisa navei centrale. Ferestrele gotice ale capelei
indica datarea in ultima faza a goticului. Ferestrele colateralelor au putut
fi refacute cu aceasta ocazie. Biserica va mai primi si o sacristie pe latura
nordicad, mult mai simpla ca realizare decét capela. Catre sfarsitul secolu-
lui al XVIII-lea biserica, trecuta de mult la reforma, va fi reamenajata in
stil baroc. Nava centrala va fi boltita cu calote pe dublouri. Structura goti-

23 Virgil VATASIANU, Istoria artei feudale in Tarile Romane (Bucuresti: Editura Academi-
ei Republicii Populare Roméne, 1959).

24 Gustav TREIBER, Mittelalterliche Kirchen in Siebenbiirgen. Beitrige zur Baugeschichte
aufgrund der Raumverhdltnisse (Minchen, 1971), 181.

25 Géza ENTZ, Erdély épitészete a 11-13. Szdzadban (Cluj-Napoca: Editura Erdélyi Mua-
zeum-Egyesiilet, 1994).

26 Géza ENTZ, Erdély épitészete a 14-16. Szdzadban (Cluj-Napoca: Editura Erdélyi M-
zeum-Egyestilet, 1996).

27 Hermann FABINI, Atlas der siebenbiirgisch-sichsischen Kirchenburgen und Dorfkirchen
(Sibiu: Editura monuMenta, 2002).

B Fig. 62. Reghin (judetul Mures), Biserica evanghelicd, plan, dupa Hermann FABINI, 1996.
© Domeniu public
B Fig. 62. Reghin, Lutheran Church, plan, after Hermann FABINI, 1996. © Public domain
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M Fig. 63. Reghin, Biserica evanghelicd, fatada sudicd cu capela adaugatd in sec XV. © Virgil POP
M Fig. 63. Reghin, Lutheran Church, southern elevation with chapel added in the 15% century.
© Virgil POP

cd este in sistem legat, astfel cd dublourile se suprapun ritmic peste stalpi
si peste véarfurile arcelor mari din sistemul legat. Pe latura opusa structura
gotica a fost distrusa si refacutd in maniera baroca. Cercetari de parament
ar lamuri daca s-a pastrat ceva din stélpii gotici de piatrd din interiorul
stalpilor masivi de caramida. Pe latura nordica s-a introdus un al doilea
registru de tribune. Arcele baroce sunt masive, fara profilatura, pe fatada
apar niste accentudri prin profile simple realizate numai din mortar. Pe
latura nordic4, toate boltirile sunt baroce, in timp ce in colaterala sudica
se pdstreaza boltirea gotica. Nava sudica a primit si ea o tribuna ce se in-
trerupe in dreptul primelor doua travee, unde se afla capela adaugata in
secolul al XV-lea. (Fig. 62 — 64)

Tribuna sudica, realizatd doar de dragul unei simetrii dubioase, este
tavanitd, fiind realizatd din lemn. Parapetul tribunelor, realizat probabil
la sfarsitul lucrarilor, este foarte simplu, impartit in panouri rectangulare.

M Fig. 64. Reghin, Biserica evanghelicd, fatada nordicd. © Virgil POP
M Fig. 64. Reghin, Lutheran Church, northern elevation. © Virgil POP
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W Fig. 65. Reghin, Biserica evanghelicd, interior.
© Virgil POP

B Fig. 65. Reghin, Lutheran Church, interior.
© Virgil POP

pilasters. No such traces are visible in the
attic, but the church’s cornice has also not
been modified. Over each pair of pilas-
ters, a double beam has been introduced,
which attempts to create the appearance
of an arch through the connectors at the
ends. The effect is questionable, indicat-
ing a fixation on a type of image that was
achieved using different technical means.
A vault would not have been possible as
it would have exerted too much lateral
force, and the original buttresses would
not have withstood it. These buttresses
were designed only to stiffen the wall. The
ceiling is connected to the wall by a pseu-
do-archivolt in a pointed arch. The Gothic
shape of this feature can be explained by a
desire for unity and coherence in the inte-
rior space. The triumphal arch has a large
span, with the width of the nave compa-
rable to that of the chancel, allowing the
ceiling of the nave and the vault of the
chancel to be encompassed in the same
view. Since the vault in the chancel was
preserved, the same type of pointed arch
decoration was repeated. (Fig. 71 — 73)

The wall facing the former monastery
was preserved intact, even though win-
dows could now have been added since
the monastery was demolished. (Fig. 74
- 75)

In this case, the church was decorated
in a Baroque manner with relatively mod-
est material means, even though it now
belonged to the Reformed Church. The
church also had a Baroque porch, which
was removed in the 1970s. Above the en-



“RESEARCH  Transsylvania
CRCETA YV Gstra

- et Beihgndide o
1
¥Em .hlﬂ.mhitj
!

1
I

—
AR gk

e ¥ L EEER R EEEE S T I .
[
46"

SddhaivRegan

R "

S

M Fig. 66. Reghin, Biserica evanghelicd, interior, nava nordicd privitd din nava sudicd. © Virgil POP

M Fig. 66. Reghin, Lutheran Church, interior, northern nave seen from the southern nave. © Virgil POP

M Fig. 67. Reghin, Biserica evanghelicd, bolta goticd din nava sudicd si boltile baroce din nava centrald si nava nordicd. © Virgil POP

M Fig. 67. Reghin, Lutheran Church, Gothic vault from the southern nave and Baroque vaults from the central nave and northern nave. © Virgil POP
M Fig. 68. Reghin, Biserica evanghelicd, schema sectiune a lui Gustav TREIBER. © Domeniu public

M Fig. 68. Reghin, Lutheran Church, Gustav TREIBER's sectional diagram. ©Public domain

M Fig. 69. Reghin, Biserica evanghelicd, fatada vesticd. © Virgil POP

M Fig. 69. Reghin, Lutheran Church, Western elevation. © Virgil POP

trance, there is a new gallery, but it is al-
most certain that there was also a Gothic
one. The stucco decoration is characteris-
tically elegant. Certain details of the stuc-
co might indicate that it was made after
1800. A certain awkwardness can be seen
in the way the twisted ribbons decorating
two bays of the gallery parapet are shaped.
This type of decoration is very common
in Baroque art, with numerous examples
even in stone, both in palaces and church-
es. Copying these would have been nat-
ural. Another surprising element is the
plan shape of the gallery: it is in a straight
line. In most cases, a Baroque gallery with
three bays would have curves and coun-

Lucrarile de barocizare incepute in 1778 sunt terminate in 1803. Con-
taminarea cu gustul neo-clasic este evidentd. Iniltarea navei nordice a
afectat si volumetria exterioara. Acoperigul a ajuns aproape in acelasi plan
cu acoperisul navei centrale. Pantele sunt intrerupte doar de profilatura
initiala gotica. (Fig. 65)

Aspectul fatadei dinspre nord este de ,,aproape” hala. Aceasta modifi-
care afecteaza gi fatada principala. Partea nordica a fatadei vestice a fost
inaltata pentu a inchide adaosul navei nordice. Pentru a péastra simetria
fatadei principale s-a completat cu un zid si capatul vestic al colateralei
sudice. Pentru luminarea tribunei nordice s-a introdus o mica fereastra
de tip gotic in arc frnt. Pe partea sudica s-a practicat o fereastra oarba cu
acelasi profil. (Fig. 66 — 69)

De remarcat ca mesterul care a fiacut transformarea baroca a decis pen-
tru forme gotice in fatada in care nu dorea sa aduca transformari majore.
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Aceasta ,,coerenta” stilistica din fatada principala poate fi interpretata ca
o dorinta de ,,clasicism” a unei epoci ce detestd goticul si transforma bi-
serica in stil baroc. Coiful turnului si cele doua pridvoare de pe fatadele
laterale sunt din secolul al XIX-lea.

B Biserica fostei méanastiri franciscane din Targu Mures,*® azi biserica
reformata din cetate, este din categoria salilor mari precum cea din Cluj
de pe strada Kogalniceanu, trecuta prin aceleasi schimbari de cult. Are un
cor compus din trei travee dreptunghiulare si una pentagonald. Volumul
altarului este ugor decrosat, iar coama acoperigului este ceva mai jos, pan-
tele fiind egale. Cele doud volume foarte clare sunt separate de un pinion.
Structura constructiva este de caramida. Doar contrafortii si chenarele sunt
de piatra. Diferentierea actuala dintre cor si nava, caramida aparenta si ten-
cuiald, este rezultatul unei restaurari din anii 1950. Biserica trebuie sa fi
fost tavanita de la bun inceput. Corul este boltit gotic, specific secolului al
XV-lea. In a doua jumaitate a secolului al XVIII-lea, biserica, devenita intre
timp reformata, a fost reamenajata in stil baroc. Probabil ca au fost si motive
structurale pentru aceastd interventie. Tot acum este refacuta si structura
acoperigului. Diferenta de datare intre cele doua acoperisuri se face si prin
caracteristici ale epocilor diferite, dar a fost confirmata si de un studiu den-
drocronologic. Tavanul initial al silii gotice ar fi trebuit sa fie format din
grinzi de lemn asezate una langa alta. Sistemul este specific in arhitectura
din perioada goticului, dar este folosit si in perioada Renasterii. Printre cor-
zile structurii gotice se poate vedea extradosul boltilor de caramida. Acestea
nu au intarituri la inflexiuni la partea superioara, panzele din cor fiind de
mici dimensiuni. Numai in cazul boltilor de mari dimensiuni inflexiunile
au cute si la extrados. Nava a fost ,barocizata” la sfargitul secolului al XVI-
[I-lea. Datorita deschiderii mari, nu s-a putut introduce o bolta, iar nava a
fost retavanita. La colturile dintre tavan si perete s-au facut racorduri, iar in
dreptul contrafortilor s-au introdus pilastri. Acegtia sunt decorati in forma
»,geminata”, cu doua registre de capiteluri. Conformarea acestor pilastri
e asemdnatoare cu cea de la manastirea franciscanilor din Clyj. (Fig. 70)

28 Grigore IONESCU, Istoria arhitecturii in Romdnia, I (Bucuresti: Editura Academiei
R.PR., 1963).

M Fig. 70. Targu Mures (judetul Mures), Biserica franciscand, astdzi reformatd, apare si pridvorul baroc
eliminat de restaurarea din a doua jumdtate a secolului al XX-lea, dupd Grigore INESCU, 1965.
© Domeniu public

M Fig. 70. Targu Mures (Mures County), Franciscan Church, now Calvinist Church, the Baroque porch,
which was removed during the restoration in the second half of the 20th century, is also visible, after
Grigore INESCU, 1965. © Public domain

82 2023 |01

ter-curves. Did modest material means or
the proximity to the new style, Neoclassi-
cism, lead to this solution? (Fig. 76)

It is possible that a catastrophe or de-
terioration of the church made this resto-
ration necessary. This hypothesis is plau-
sible because the roof was also rebuilt.
Such an interior redecorating could have
been done under the original roof. Since
the upper part of the nave needed to be
redone, it was given a “touch” of Baroque.
The example is impressive, or rather emo-
tional, showing us the desire for “baroqui-
sation”, which is reduced to superficial
decoration. Regarding the spatial config-
uration and construction technique, noth-
ing is Baroque. But the result exists.

B The parish church of Cluj, St. Michael,*
was begun in mid-14" century. It is the
first complete realization of the new trend
that now appears in Transylvania: the
hall church. The construction started as
a church with a basilica structure, but af-
ter the completion of the altar with side
apses, the concept was changed. Initially,
it was designed with two towers on the
western elevation. Of these, only the one
in the north-western corner was built. The
shape of the tower was specific to Tran-
sylvanian Gothic. In the 18" century, the
tower’s spire was modified to an onion
dome shape, specific to the new influence
from the German and especially Austrian
areas. Modifications were also made to the
interior. These were limited to furniture
and decoration. Baroque altars of modest
quality were added. These are preserved
today in the neo-Gothic tower. The pulpit
has an exceptional value. The vault of the
altar was also rebuilt in the 18" century,
but in a style that rather resembles Gothic
than Baroque. However, the vault is made
of brick and is flatter than the original.
(Fig. 77)

A Baroque portal will be built in front
of the church. This contributes to creat-
ing processional routes with an enhanced
dramatic character, so beloved by the Ba-
roque taste. At the end of the 18" century,
a great earthquake occurs, destroying the
only tower built on the western elevation.
The reconstruction of the corner will be
done without the tower. In the first half
of the 19" century, the issue of rebuild-
ing the damaged church, now without a
bell tower, arises. One of the proposals
is inspired by urban Austrian Baroque:
a church with two towers on the west-
ern elevation. Even though this proposal
is made around 1820, it is in the spirit of
the Baroque. In Transylvania, the Baroque
style appears a century later than in the
rest of Europe, but will persist into the
first two decades of the 19" century. (Fig.
78 — 81)

This proposal will not be carried
out. The church will eventually receive a
neo-Gothic tower on the northern eleva-

29 Virgil VATASIANU, Istoria artei feudale in
Tarile Romane (Bucuresti: Editura Academiei
Republicii Populare Roméne, 1959).



tion. Between 1957 and 1963, the church
underwent extensive restoration. The Ba-
roque interior decorations were removed,
preserving only the pulpit. The Baroque
vault was demolished and replaced with
a reinforced concrete one designed to im-
itate Gothic forms. The restoration had a
purifying character. In the mindset of the
time, a historic building had to clearly be-
long to a specific style. The overlapping of
styles was not appreciated by architects
educated in the purist style of modernism.
(Fig. 82)

Conclusion

B The transformation of churches began
as an ideological program of the Catholic
Church aimed against the Reformation,
triggered at the heart of Catholicism, in
Rome. By an irony of fate, it came to be
used a century later, at the periphery of
Europe, in Transylvania, even by the Re-
formed Church, this time merely because
it was a trend, an adaptation to the new
taste. Without these “restorations”, the Re-
formed Church would have fallen into an
even deeper provincialism.

Almost no new churches were built
in Transylvania during the 16" and 17
centuries. The Gothic Catholic church-
es were sufficient for the new Reformed
Church. The incorporation of Transyl-
vania into the Habsburg Empire led to a
revival of Catholicism. Initially, impor-
tant Catholic churches that had suffered
during the Reformation were “restored”,
including those of former monasteries
devastated by Reformers and Unitarians.
For the Romanian Orthodox population,
a new church was created to attempt to
modernize a population that had not pre-
viously looked toward the Western civili-
zation. However, since the Greek-Catholic
ritual is almost identical to the Orthodox
one, there was no need for a moderniza-
tion of the church space. In fact, main-
taining the appearance of Eastern tradi-
tion was a condition for the acceptance
of the new church. The modernization of
old churches was limited to the addition

M Fig. 72. Targu Mures, Biserica reformatd, podul gotic al corului. © Virgil POP
W Fig. 72. Targu Mures. Calvinist Church, Gothic attic of the choir. © Virgil POP
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W Fig. 71. Targu Mures, Biserica reformatd, fatada nordicd. © Virgil POP
B Fig. 71. Targu Mures, Calvinist Church, Northern elevation. © Virgil POP

Greu de precizat daca acesti pilastri se suprapun peste unii gotici de
piatrd de dimensiuni mai mici. In pod nu se vad astfel de urme, dar nici
cornisa bisericii nu a fost modificata. Peste fiecare pereche de pilagtri
s-a introdus o grinda dubla care prin racordurile de pe capete incearca
sa dea imaginea unui arc. Efectul este indoielnic. Denota fixatia pe un
tip de imagine care a fost realizat cu alte mijloace tehnice. O boltd nu ar
fi fost posibild intruncét ar fi dat impingeri prea mari, iar contrafortii
initiali nu ar fi rezistat. Acestia erau conceputi doar pentru rigidizarea
peretelui. Tavanul este racordat la perete printr-o pseudo-arhivolta in
arc frant. Forma gotica a acesteia poate fi explicatd printr-o dorinta de
unitate gi coerentd a spatiului interior. Arcul de triumf are o deschidere
mare, latimea navei este comparabila cu cea a altarului, astfel ca tava-
nul navei si bolta altarului pot fi cuprinse in aceeasi imagine. Iar cum
bolta din altar a fost pastratd, s-a reluat acelasi tip de decoratie in arc
frant. (Fig. 71 - 73)

Peretele dinspre fosta manastire este pastrat intact cu toate ca acum
s-ar fi putut introduce ferestre, intrucit manastirea a fost demolata.
(Fig. 74 — 75)

In acest caz biserica a fost decorata cu mijloace materiale relativ mo-
deste intr-o maniera baroca, chiar daca acum apartinea bisericii refor-
mate. Biserica a capatat si un pridvor baroc ce a fost eliminat in anii

W Fig. 73. Targu Mures, Biserica reformatd, podul baroc al navei. © Virgil POP
W Fig. 73. Targu Mures. Calvinist Church, Baroque attic of the nave. © Virgil POP
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M Fig. 74. Targu Mures, Biserica reformatd, interior navd cu pilastri baroci.
© Virgil POP

M Fig. 74. Targu Mures. Calvinist Church, interior of the nave with Baroque
pilasters. © Virgil POP

’70. Deasupra intrarii este gi o tribunéd noua, dar e mai mult ca sigur ca
a existat gi una goticd. Decoratia cu stucatura are o eleganta specifica.
Anumite detalii ale stucaturii ar putea indica realizarea acesteia dupa
1800. O oarecare stangicie se vede in modul in care panglicile rasucite
ce decoreaza doua travee ale parapetului tribunei sunt conformate. Acest
tip de decoratie e foarte raspandit in arta barocd. Exemple numeroase
exista chiar si in piatrd, atat la palate cét si la biserici. Copierea acestora
ar fi fost fireascd. Un alt element surprinzator il reprezinta forma in plan
a tribunei: aceasta este in linie dreapta. In majoritatea cazurilor o tribuna
baroca cu trei travee este cu curba si contracurba. Mijloacele materiale
modeste sau apropierea noului stil, neo-clasicismul, au dus la aceasta
solutie? (Fig. 76)

E posbil ca o catastrofa sau o deteriorare a bisericii sa fi impus aceasta
refacere. E plauzibila o astfel de ipoteza pentru ca a fost refacut si acoperi-
sul. O astfel de redecorare interioara se putea face gi sub acoperisul initial.

W Fig. 75. Targu Mures, Biserica reformatd, unitatea de stil in decoratie impune
folosirea arcului frant si la arhivolta baroca. © Virgil POP

W Fig. 75. Targu Mures. Calvinist Church, unity of style in decoration necessi-
tates the use of the pointed arch even in the Baroque archivolt. © Virgil POP

Daca tot a fost nevoie de o refacere a partii superioare a navei, i s-a dat si o
~tusd” de baroc. Exemplul este impresionant sau mai degraba emotionant,
aratindu-ne dorinta de ,barocizare” care se reduce la decoratia superfici-

W Fig. 76. Targu Mures, Biserica reformatd, fatada
interioard vesticd si tribuna © Virgil POP

W Fig. 76. Targu Mures. Western interior elevation
and gallery. © Virgil POP

ala. In ce priveste conformarea spatiala si tehnica constructiva, nimic nu
este baroc. Dar rezultatul exista.

M Biserica parohiala din Cluj, Sf. Mihai,? este inceputa la mijlocul se-
colului al XIV-lea. Este prima realizare integrala a noii tendinte ce apa-
re acum in Transilvania: biserca hald. Santierul debuteaza ca o biserica
cu structurd bazilicala, dar dupa terminarea altarului cu abside laterale,
se schimba conceptia. Initial a fost prevazutd cu doua turnuri in fatada
vestica. Dintre acestea s-a executat doar cel din coltul nord-vestic. For-
ma turnului era specifica goticului transilvinean. In secolul al XVIII-lea
coiful turnului a fost modificat, in forma de bulb de ceapa, specific noii
influente din spatiul german si in special austriac. Si in interior s-au facut
modificari. Acestea se rezuma la mobilier si decoratie. Se vor adduga al-
tare baroce, dar de calitate modesta. Acestea se pastreaza astazi in turnul
neo-gotic. Amvonul este de valoare exceptionala. Bolta altarului a fost re-
facuta tot in secolul al XVIII-lea, dar intr-un stil ce aminteste mai degraba
de gotic decat de baroc. Bolta este in schimb de caramida gi mai turtita
decét cea initiala. (Fig. 77)

29 Virgil VATASIANU, Istoria artei feudale in Tdrile Romane (Bucuresti: Editura Academi-
ei Republicii Populare Romine, 1959).
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of new rooms that were vaulted in a Ba-
roque manner but did not lead to a radical
change in the exterior image.

After the second half of the 18" cen-
tury, Baroque architecture became wide-
spread and was no longer associated with
the expansion of Catholicism, but with
modernity. The second half of the 18"
century was a period of relative peace and
increased comfort in life in Transylvania.

The term “restoration” used in connec-
tion with the transformation of churches
in Rome during the 16" and 17 centuries
perfectly fits the etymological sense of the
word. It is our fault that we appreciate it
through the lens of the modern discipline
of “historic building restoration” where
the word has a completely different mean-
ing, far removed from its original sense.

These transformations are very rarely
studied, probably due to the overspecial-
ization of art historians. In art histories,
buildings are treated in two ways that
could be summarized with the remarks:
“unfortunately, the church was mutilated



during the Baroque period” or “unfortu-
nately, the artist could not fully express
themselves because they had to use the
existing structure”. The stylistic analy-
sis viewed through the lens of the style
purity specific to the 20" century, is still
present in the general mentality. And this
is natural. The retrospective historical
view of these transformations has been
done by interpreting a term that under-
went a major change in the second half
of the 19" century. The aesthetic rejection
of these transformations was formed pre-
cisely during the period of establishment
or stabilization of the new discipline,
Art History. Once judged negatively, this
“prejudice” has been maintained to this
day. In other aspects, principles and val-
ue judgments have been easily modified,
but not regarding these “alterations”. Pri-
marily because art history is done chron-
ologically. Historians face the difficulty
of chronological classification and conse-
quently an “objective” analysis in accord-
ance with their specialization.

The cultural environment in which
restorers, who often come from the ranks
of architects, are trained, is also not con-
ducive to developing a taste that appre-
ciates stylistic overlays. Architectural
education has been, and still was to some
extent until the 1970s, naturally militant
for modernism and purity. This militancy
has persisted even after modernism be-
came dominant.

The type of intervention from the end
of the 19" century at Santa Maria in Cos-
medin created a dogmatic school of res-
toration. It spread throughout Europe. At
that time, the notion of a “historic build-
ing” was a recent one, less than 100 years
old. After the mid-19" century, we wit-
nessed the birth and subsequent spread of
nationalisms of all kinds. Being in the era
of “historicisms”, we witnessed the birth
of “national styles in architecture” or at
least national schools. (Fig. 83 — 84)

The ancient monument was univer-
sal. Baroque art also, or at least it presents
itself as universal, serving a “Catholic”
church. The early Middle Ages were asso-
ciated with the birth of nations (Romania
being an exception because its “national”
architecture was borrowed from the early
18" century). In this way, mediaeval his-
toric buildings were overwhelmed with
the attention of disciplines that were ma-
turing at that time: art history and histor-
ic building restoration. Thus, at the end
of the 19" century, with extensions into
the early 20" century in Eastern Europe,
the boundary between “historic building
restoration” and architectural design is
very thin. The work of VIOLLET-LE-DUC
is revealing, mentioned here only because
he is the most notorious. The Matthias
Church in Buda, mentioned earlier, is a
clear example of merging architectur-
al design and “restoration”. Because, in
general, “historic building restoration”
is considered an objective science rather
than a creative act, the impact of cultural
context is not analysed at its true value.
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W Fig. 77. Cluj, biserica Sf. Mihail, planul actual, turnul sud vestic construit pand la cornisd, turnul
nord-vestic dispdrut si turnul neo-gotic pe fatada nordica terminat la sfarsitul secolului al XIX-lea,
dupa Virgil VATASIANU, 1959. © Domeniu public

B Fig. 77. Cluj, St. Michael's Church, current plan: the south-western tower built up to the cornice, the
demolished north-western tower, and the neo-Gothic tower on the northern elevation, completed
at the end of the 19th century, after Virgil VATASIANU, 1959. © Public domain

In fata bisericii se va construi un portal baroc. Acesta contribuie la
realizarea unor trasee a procesiunilor cu un sporit caracter dramatic, atat
de drag gustului baroc. La sfarsitul secolului al XVIII-lea are loc un mare
cutremur si unicul turn construit in fatada vesticd se prabuseste. Refa-
cerea coltului va fi fara turn. in prima jumaitate a secolului al XIX-lea se
pune problema refacerii bisericii avariate, lipsitd acum de clopotnitad. Una
dintre propuneri este inspirata de barocul austriac urban: biserica cu doua
turnuri in fatada vestica. Chiar daca aceasta propunere se face pe la 1820,
ea este in spiritul barocului. In Transilvania stilul baroc apare cu un secol
mai tarziu decat in restul Europei, dar va dainui si in primele douéa decenii
ale secolului al XIX-lea. (Fig. 78 — 81)

Aceasta propunere nu va fi dusa la bun sfarsit. Biserica va primi in cele
din urma un turn neo-gotic pe fatada nordica. intre 1957 si 1963 biserica
va face obiectul unei restaurari ample. Decoratiile baroce interioare au
fost eliminate. S-a pastrat doar amvonul. Bolta baroca a fost demolata si
inlocuitd cu una din beton armat cu forme ce doresc sa le imite pe cele
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W Fig. 78. Cluj, biserica Sf. Mihail, Georg HOFNAGLIUS, gravurd din 1617, dupd tabloul lui Egydius VAN
DER RYE de pe la 1580. © Gravurd domeniu public

W Fig. 78. Cluj, St. Michael's Church, Georg HOFNAGLIUS, engraving from 1617, after the painting by
Egydius VAN DER RYE from around 1580. © Public domain engraving
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M Fig. 79. Cluj, biserica Sf. Mihail, diplomd de tamplar din sec al XVlll-lea. Turnul este cu coif in formd de bulb. © Colectie personala Virgil POP
M Fig. 79. Cluj, St. Michael's Church, carpenter's diploma from the 18" century. The tower has an onion-shaped spire. © Virgil POP"s personal collection
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M Fig. 80. Ferenc VERESS, fotografie din 1859 in care apare portalul baroc
realizat de Anton SCHUCHBAUER, mutat in 1901 in fata Bisericii Sf. Petru.
© Colectie personald Adrian GIURGIU

M Fig. 80. Ferenc VERESS, photograph from 1859 showing the Baroque portal
created by Anton SCHUCHBAUER, relocated in 1901 in front of St. Peter's
Church. © Adrian GIURGIU's personal collection

gotice. Restaurarea a avut un caracter purificator. In mentalitatea epocii,
un monument istoric trebuia sa apartina clar unui anumit stil. Suprapu-
nerea de stiluri nu putea fi gustata de arhitectii educati in stilul purist al
modernismului. (Fig. 82)

Incheiere

B Transformarea bisericilor a inceput ca un program ideologic al bisericii
catolice indreptat impotriva reformei, declangat in inima catolicismului, la
Roma. Printr-o ironie a sortii, a ajuns sa fie folosita un secol mai tarziu la
periferia Europei, in Transilvania, chiar de catre biserica reformata, de data
aceasta doar pentru ca era o moda, o adaptare la noul gust. Fara aceste ,resta-
uréari”, biserica reformata ar fi cdzut intr-un si mai adanc provincialism.

In Transilvania in secolele al XVI-lea si al XVII-lea aprope ci nu s-au
construit biserici. Cele gotice, catolice au fost suficiente pentru noua bise-
rica reformata. inglobarea Transilvaniei in Imperiul Habsburgic a condus
la o revigorare a catolicismului. Au fost ,restaurate” mai intéi bisericile
importante catolice ce au avut de suferit in perioada reformei, cele de fos-
te manastiri devastate de reformati si unitariei. Pentru roménii ortodocsi
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M Fig. 81. Tablou in care biserica nu are nici un turn, Josef HOFREIT, aproxi-
mativ 1840. © Biblioteca Centrald Universitard ,Lucian Blaga’; Cluj

M Fig. 81. Painting in which the church has no towers, Josef HOFREIT, about
1840. © Lucian Blaga Central University Library, Cluj

In any case, much less than in the case of
architecture.

Action was taken in the same manner
in the case of the Calvinist Church in Acés
(Satu Mare County). The Romanesque
church with two towers on the western
elevation acquired, around the year 1800,
two onion-shaped roofs. The “restoration”
was done to adapt to the stylistic context
of the Baroque. (Fig. 85)

Around the year 1900, the roof was
replaced with one having a populist tone,
part of the regional character of the Se-
cession style. The pinnacle at the top,
which resulted in the typical trapezoidal
Baroque pediment, was eliminated. The
transformations carried out removed the
Baroque elements, considered by then
outdated, in the name of “restoration” as
a purifying science. Shortly thereafter, it
was “restored” again to be brought back to
its “original state”. Now the pinnacle is be-
ing rebuilt, but this time it is Romanesque
and also gains a bifora. At the base of the




W Fig. 82. Cluj, Biserica Sf Mihai, cu propunere de
refatadizare prin addugarea a doud turnuri in
manierd barocd. © Arhiva parohiei Sf. Mihai, Cluj

W Fig. 82. Cluj, St. Michael's Church, with a proposal
for the redesign of the elevations by adding two
towers in a Baroque manner.
© Archive of St. Michael parish, Cluj
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W Fig. 83. Acds (judetul Satu Mare),
foto: Gyula FORSTER in Magyarorszag
Muemlékei, 1905. © Domeniu public

W Fig. 83. Acds (Satu Mare County),
photo: Gyula FORSTER in Magyarorszag
Memlékei, 1905. © Public domain
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s-a inventat o noua biserica care incearca sd modernizeze o populatie care
péana atunci nu privise deloc spre civilizatia occidentald. Dar pentru ca
ritualul greco-catolic este aproape identic cu cel ortodox nu a fost nevoie
si de o modernizare a spatiului bisericesc. Dealtfel chiar aceastd mentine-
re a aparentei orientale a fost o conditie pentru acceptarea noii biserici.
Modernizarea vechilor biserici s-a redus la adaugarea unor incaperi noi
care erau boltite in maniera baroca, dar care la exterior nu au condus la o
schimbare radicala a imaginii.

Dupa a doua jumatate a secolului al XVIII-lea, barocul se generalizeaza
si nu mai este asociat cu expanisiunea catolicismului, ci cu modernitatea.
A doua jumatate a secolului al XVIII-lea este in Transilvania o perioada de
relativa linigte si de crestere a confortului vietii.

Termenul restaurare utilizat in legaturd cu transformarea bisericilor
din Roma din secolul al XVI-lea si al XVII-lea isi are o perfecta acoperire
in sensul etimologic al cuvantului. E doar vina noastra ca-1 apreciem prin
prisma disciplinei moderne ,restaurarea monumentelor”, unde cuvantul
are o cu totul alta semnificatie, departata de intelesul initial.

Aceste transformari sunt foarte rar studiate. Probabil din cauza supras-
pecializarii istoricilor de arta. In istoriile de arta, edificiile sunt tratate in
doua maniere ce ar putea fi sistematizate in remarcile: ,din pacate biserica
a fost mutilatad in perioada barocului” sau ,,din pacate artistul nu s-a putut
desfagura deplin pentru ca a fost nevoit sa foloseasca structura anterioara”.
Analiza stilistica facuta prin prisma puritatii stilului, specifica secolului XX,
este inca prezenta in mentalitatea generala. Si de altfel firesc. Privirea istori-
ca retrospectiva asupra lor s-a ficut prin interpretarea termenului ce sufera
o majora schimbare in a doua jumatate a secolului al XIX-lea. Atitudinea de
respingere esteticd a acestor transformari s-a format tocmai in perioada de
impamantenire, sau stabilizare a noii discipline, Istoria artelor. Fiind odata
judecate negativ, s-a pastrat pana in zilele noastre aceasta ,prejudecata”. in
alte aspecte, principii si judecati de valoare au fost cu usurintd modificate.
Dar nu si in ce priveste aceste ,alterari”. In primul rind pentru ci istoria artei
se face cronologic. In fata istoricilor se ridica dificultatea incadrarii cronolo-
gice gi in consecinta o analiza ,,obiectiva” in acord cu specializarea lor.

Si mediul cultural in care se formeaza profesional restauratorii, care
provin din rAndul arhitectilor, nu este propice pentru dezvoltarea unui
gust care sa aprecieze suprapunera stilistica. Invatamantul de arhitectura
este, si a fost firesc sa fie asa pana in deceniul al saptelea al secolului tre-
cut, militant pentru modernism gi puritate. Acest militantism s-a pastrat
chiar gi dupéa ce modernismul s-a impus.

Tipul de interventie de la sfarsitul secolului al XIX-lea de la Santa Ma-
ria in Cosmedin a creat o scoala dogmatica in restaurari. S-a raspandit in
intreaga Europa. La vremea respectivd notiunea de ,monument istoric”
era una recentd. Avea mai putin de 100 de ani. Dupa mijlocul secolului
al XIX-lea asistam la nasterea si pe urma generalizarea nationalismelor de
toate felurile. Asistam la nasterea ,stilurilor nationale in arhitectura”, sau
macar a scolilor nationale. Fiind in epoca ,istorismelor” si ,,eclectismelor”,
cautarea stilului national nu se poate face decét in trecut. (Fig. 83 — 84)

Monumentul antic era universal. La fel gi arta baroca are un caracter
universal, sau cel putin se prezinta pe sine ca fiind universala, doar ser-
veste o biserica ce e ,,catolica”. A fost perioada evului mediu timpuriu care
a fost asociata cu nagterea popoarelor (Roménia e o exceptie prin faptul
ca arhitectura ei ,,nationald” va fi imprumutata din inceputul secolului al
XVIII-lea). in acest fel monumentele medievale au fost coplesite cu atentia
unor discipline ce atunci se maturizau: istoria artei gi restaurarea monu-
mentelor. In acest fel, la sfarsitul secolului al XIX-lea, cu prelungire si la
inceputul secolului al XX-lea in Europa de est, granita dintre ,,restaurarea
monumentelor” si proiectarea de arhitectura este foarte subtire. Activita-
tea lui VIOLETT-LE-DUC este revelatoare; pomenita aici doar pentru ca
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este cea mai notorie. Biserica Matyas din Buda, mai inainte mentionata
este un exemplu clar de contopire intre proiectare de arhitectura si ,resta-
urare”. Pentru ca in general ,,restaurarea monumentelor istorice” este con-
siderata o stiinta obiectiva gi mai putin un act creator, impactul contex-
tului cultural nu este analizat la justa lui valoare. in orice caz mult mai
putin decét in cazul arhitecturii.

In acelasi sens s-a actionat la biserica reformata din Acas (judetul Satu
Mare). Biserica romanica cu doua turnuri in fatada vestica a cdpatat in
jurul anului 1800 doua acoperiguri in forma de bulb de ceapa. ,Restaura-
rea” s-a facut pentru adaptarea la contextul stilistic al Barocului. (Fig. 85)

In jurul anului 1900 acoperisul a fost schimbat cu unul cu o tenta po-
poranistd, parte a caracterului regional al stilului Secesion. Pinionul tegit
la varf, din care rezulta tipicul timpan trapezoidal baroc, a fost eliminat.
Transformarile efectuate eliminau elementele baroce, atunci demodate.
De data aceasta in numele ,restaurarii” ca stiinta purificatoare. La scurt
timp a fost din nou ,restaurat” pentru a fi adus la ,starea initiala”. Acum
se reface si pinionul, dar de data aceasta e romanic si capata si o fereastra
bifora. La baza pinionului ,romanic” sunt doua garguie ,,gotice”. O fi fost
o placere pentru arhitectul istorist care si-a putut etala toate cunostintele;
si in plus s-a si putut justifica ca face o ,,restaurare”.

In cazul bisericii evanghelice din Teaca (judetul Bistrita — Nasaud) s-a
facut in anii "90 ai secolului al XX-lea o restaurare purificatoare. Biserica
din Teaca este una dintre putinele structuri bazilicale gotice. Putine pentru
cd in perioada goticului matur se construiesc hale si sili, iar bisericile sa-
testi cu structura bazilicald au fost de regula transformate in sali in secolul
al XV-lea, cand sunt adaptate la functiunea militara. In secolul al XVIII-lea
nava centrala tavanitd pana atunci a fost boltitd cu un cilindru cu penetratii.
Structura s-a comportat mai bine decat in cazul bisericilor sald. La incepu-
tul secolului al XIX-lea s-a continuat ,restaurarea” in stil baroc si s-au in-
trodus tribune laterale in navele secundare. Astfel, sub arcul gotic a aparut
un balcon cu parapet curbat sprijinit pe un arc in méner de cos. Restaurarea
recentd a ,purificat” monumentul. In acest caz de ,des-restaurare” e mai
degraba vorba de o reluare a unei boli de copilérie, intrucéit se intAimpla cu
un secol mai tarziu decat in restul Europei.

Intre cazurile de la Santa Maria in Cosmedin si Acas exista aceeasi suc-
cesiune de intamplari si un decalaj ce se reduce. Intre inceputurile ,baroci-
zarii” exista aproximativ un secol, in timp ce intre fazele ,des-barocizarii”
este aproximativ un deceniu. De aceea apare ca nefireascd recenta inter-
ventie de la Teaca. Parea o faza care ar fi tebuit depasitd acum un secol.

M Fig. 85. Acas, Biserica reformatd. © Virgil POP
M Fig. 85. Acas, Calvinist Church. © Virgil POP
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W Fig. 84. Acas, ilustratie in Die 6sterreichisch-
ungarische Monarchie in Wort und Bild, vol. 6,
Viena, 1902. © Domeniu public

W Fig. 84. Acds, illustration in Die osterreichisch-
ungarische Monarchie in Wort und Bild, vol. 6,
Wien, 1902. © Public domain

“Romanesque” pinnacle are two “Gothic”
gargoyles. It must have been a pleasure for
the historicist architect who could show-
case all their knowledge; moreover, they
could justify it as a “restoration”.

In the case of the Evangelical Church
in Teaca (Bistrita — Nasaud County), a
purifying restoration was carried out in
the 1990s. The church in Teaca is one
of the few Gothic basilical structures.
These are rare because hall churches
were constructed during the period of
mature Gothic and village churches with
a basilical structure were typically trans-
formed into hall churches in the 15" cen-
tury when they were adapted for military
purposes. In the 18" century, the central
nave, which had been ceilinged until
then, was covered with a barrel vault with
penetrations. The structure fared better
than in the case of hall churches. At the
beginning of the 19" century, the Baroque
“restoration” continued, and side galleries
were introduced in the secondary naves.
Thus, under the Gothic arch appeared a
balcony with a curved parapet supported
by a basket handle arch. The recent res-
toration “purified” the historic building.
In this case of “de-restoration”, it is more
like a recurrence of a childhood illness,
since it happened a century later than in
the rest of Europe.

Between the cases of Santa Maria in
Cosmedin and Acas, there is the same suc-
cession of events with a decreasing time
lag. There is approximately a century be-
tween the beginnings of “baroquisation”,
while between the phases of “de-baroqui-
sation” there is about a decade. This is
why the recent intervention in Teaca ap-
pears unnatural. It seems like a phase that
should have been surpassed a century ago.
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B MESZAROS Bernadett'

Vilagorokségi kezelési terv mint
modszertani eszkdz alkalmazasa
mUemléki éplletegylttesre -

az értékrdl és a kezelés stratégiairdl,
valamint a fejlesztési tervrol.

I-Il. rész

W Kivonat: 2014-2016 kozott MEZOS Tamds* és BACHMAN Zoltan® felké-
résére turisztikai szakértéként részt vettem a pécsi helyszin kezelési tervé-
nek elkészitésében. Ez a munka egyrészt visszatekintést adott az 6rékség-
menedzserként megélt nyolc évre, mdsrészt ahhoz a felismeréshez vezetett,
hogy a projektmenedzsmentben jol ismert eszkézoknek az oérokségkezelés-
ben is helyiik van.

Az évek soran olyan kezelésre, menedzsmentre vonatkozo iranymutatd-
sok utan kutattam, melyek torténeti épiilet esetében jol alkalmazhatéak, a
hazai szabalyozasbdl példaként talan csak a Kivitelezési kédex® emlithetd.

Részben ez inditott el abba az iranyba, hogy kiprébdljam, miként iiltet-
heté at az igen komplex médon, nemzetkézi szinten kidolgozott vilagorok-
ségi helyszinkezelési terv a tirténeti épiilet, épiiletegyiittes kezelésébe.
Vizsgdlatom tdrgydul az egyik ikonikus pécsi miiemléki épiiletegyiittest, a
Nick-udvart valasztottam. A témavdlasztasra jo indokot adott az épiilet-
egylittes kozponti (a varoshdza mellett, a vdros f6terét alakité témb) elhe-
Iyezkedése, tirténete, mely dsszefonddik a polgari varos nevét oly régéta
fémjelzé ZSOLNAY névvel. Aktualitdst adott az épiilet meglehetdsen mosto-
ha dllapota, mely ma mar fontos miiemlékmegdrzési és hasznositdsi fela-
dat a varos és 6nkormdnyzata szamdra.

B Kulcsszavak: vilagorokség, kezelési terv, fejlesztési terv, orokségme-
nedzsment, Pécs, Nick-udvar, kezelési stratégia, paradigmavéltds a mi-
emlékvédelemben, miiemlék-hasznositas

1 Adjunktus, okleveles kozgazdéasz, miiemlékvédelmi szaktanacsad6, Pécsi Tudomany-
egyetem, Pécs, Magyarorszag.

2 Jelen cikk a Budapesti Mtiszaki Egyetem mtiemlékvédelmi szakmérnoki tanfolyaman
2022-ben megvédett, A pécsi Nick-udvar kezelési terve cimi munkara épiil.

3 AIIL rész a kovetkez6 lapszamban lesz olvashat6, a kovetkez6 cimmel: Vildgorokségi
kezelési terv mint mddszertani eszkéz alkalmazdsa mitemléki épiiletegytittesre — a moni-
toringrdl [szerk. megj.]

4 Prof., dr., okl. épitémérnok, miemlékvédelmi szakmérnok, Magyarorszag.

5 Prof., dr., a Nemzet Miivésze, Kossuth-dijas épitész, nevéhez flizédik a pécsi dkeresz-
tény temetd emlékeinek helyreéllitdsa, Magyarorszag.

6 2015 maérciusdban az orokségvédelmi jogszabélyvaltozasokkal fontos mddositédsok 1ép-
tek hatdlyba az épitdipari kivitelezési tevékenységrél sz6l6, 191/2009. (IX. 15.) korm.
rendeletben is (Kivitelezési kddex). F6ként a szervizkonyv és a jokarbantartasi kotele-
zettség 1j el6irdsait kell megismerniiik a miemlék épitmények tulajdonosainak.
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The Application of

the World Heritage
Management Plan as a
Methodological Instrument
for Listed Building
Complexes — about the
Value, Management
Strategies and the
Development plan.z

Part 1-2.

B Abstract: I participated between 20142016
as a tourism expert in the preparation of the
management plan of the Pécs site on request of
Tamds MEZOS* and Zoltén BACHMAN®. This
work gave me a look back on eight years as a
heritage manager on the one hand, and on the
other hand it made me realise that the tools
that are well known in project management
have their place in heritage management also.

Over the years I have been looking for
guidelines on treatment and management
that are valid for historic buildings, but at that
time I could only find the Building Code in the
Hungarian national legislation.®

This is partly what made me try to apply
the World Heritage Site Management Plan, de-
veloped in a very complex way at international
level into the management of historic buildings
and complexes. I have chosen as the subject of
my study an iconic listed building complex in
Pécs, the Nick Court. The main reason for the
choice of topic was the central location of the
building complex (next to the town hall, mak-
ing up the main square of the city), its history,
which is intertwined with the Zsolnay name,

1 Lecturer, chartered economist, consultant in heri-
tage conservation, University of Pécs, Hungary.

2 This article is based on the work titled The
Management Plan of the Nick Court in Pécs,
defended in 2022 at the course of the Buda-
pest University of Technology in the field of
monument conservation engineering.

3 Part IIT will be published in the next issue,
under the following title: The application of a
World Heritage Management Plan as a meth-
odological tool for listed building complexes —
on monitoring [editor’s note].

4 Professor, PhD, dipl. civil engineer, historic build-
ing conservation engineer, Hungary.

5 Prof., PhD, Artist of the Nation, Kossuth Prize-
winning architect, architect responsible for
the restoration of the monuments of the Early
Christian cemetery in Pécs, Hungary.

6 In March 2015, important amendments to the
Government Decree No 191/15-09-2009 on the
construction industry (Building Code) came
into force, in line with the changes in the heri-
tage protection legislation. In particular, owners
of listed buildings should be familiar with the
new provisions on the service book and the ob-
ligation to keep the building in good condition.



which has so long been a hallmark of the name
of the bourgeois city. The rather poor condition
of the building, which nowadays represents a
major challenge for the city and the local gov-
ernment in terms of conservation and use, has
also made the problem actual.

B Keywords: world heritage site, manage-
ment plan, development plan, heritage man-
agement, Pécs, Nick Court, management
strategy, paradigm shift in heritage protec-
tion, monument utilisation

What is a management plan?’

B The management plan is based on a very
thorough assessment of the current situation,
setting out the strategic directions and func-
tioning of the development and management
of the site, with the outstanding universal val-
ue and its conservation at its core. In order to
protect this value, the plan also includes the
development of a detailed monitoring system
to supervise the implementation of the strategy
and allow for corrections to the plan. In terms of
topics, it covers the areas and tasks of heritage
management, which are illustrated in Figure 1.*

The Government Decree regarding this
sets out the content requirements for the
preparatory documentation and the manage-
ment plan in a chapter-by-chapter format.®

In implementing it, the legislator paid
particular attention to:

o partnership, stakeholder meetings to
involve stakeholders in the strategy de-
velopment process, as part of the plan
preparation process;

o professionalism, not leaving the prepara-
tion to the site managers alone, requiring
the involvement of a team of experts with
appropriate qualifications and expertise;

o multidisciplinarity, involving the dif-
ferent disciplines concerned, be it ar-
chitecture, urban planning, tourism,
heritage management, archaeology,
landscape architecture, etc.;

o linking the local level with the state
level, through a process of on-the-run
monitoring and approval of plans by de-
partments.

It considers that the operationalization of
the strategic plan can be realised through the
management manual, which it sets as a task
for the local authorities.

Stakeholders and working
method

B The professional staff preparing the man-
agement plan must work very closely with the
relevant actors involved in the national gov-
ernance of the sector, and on the other hand,
at the local level, from the very beginning of
the plan preparation, they must give the local
professional public also a strong participatory

7 Act 77/ 2011 on World Heritage, section 7. §.

8 Abbreviations: W.H. Act: World Heritage Act
| WH: world heritage | OUV: outstanding uni-
versal value | U.D.: underlying documenta-
tion | M.P: management plan

9 Guideline, Aug. 2013., MAD-KET- annex to
the call for tenders, mandatory table of con-
tents, pp. 1-118.
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A kezelési tervrdl’

B A kezelési terv igen alapos helyzetfeltarason alapuld, a fejlesztés és keze-
1és stratégiai irdnyait és miikodtetési modjat meghatarozé munka, melynek
célkeresztjében a kiemelked§ egyetemes érték és annak meg6rzése 4ll. Ennek
védelméért a kezelési terv részét képezi a stratégia végrehajtdsdnak ellenér-
z6sét, a terv korrekcidjat lehetévé tevd részletes monitoring-/figyel6rendszer
kidolgozasa is. Témakoreit tekintve lefedi az orokségkezelés vagy orokség-
menedzsment teriileteit, feladategységeit, amirél j6 attekintést ad az 1. 4bra.®

Egyiittmikodés
Megovas, védelem '
Fejlesztés Cooperation
Népszerdisités
Latogatok fogadasa " gl
Ll ~ Kutatds,

érték-vizsgalat

Preservation, protection
Development
Popularization
Welcoming visitors
Education

Research,

_ value-testing

Szenzibilizacio
(érintettekkel valo
megértetés)

Sensitization
(making stakeholders
understand)

B 1. dbra. A helyszinkezelés teriiletei. © MESZAROS Bernadett
W Fig. 1. Areas of site management. © Bernadett MESZAROS

Az erre vonatkoz6 kormanyrendelet fejezetekre bontva hatarozza meg
a megalapoz6 dokumentacié és a kezelési terv tartalmi kovetelményeit.°

Megvalésitasa soran a torvényalkoté kiillonos figyelmet forditott:

e a partnerség érvényesiilésére: arra, hogy a kidolgozas, a tervkészi-
tési folyamat része legyen a stakeholder-talalkozok lebonyolitasa,
melyek az érintetteket bevonjéak a stratégiaalkotésba;

e a szakmaisagra: nem bizza az elkészitést csak a helyszinkezel6kre,
kotelez6vé teszi megfelel végzettséggel és tapasztalattal rendelke-
z06 szakértGstdb bevonasat;

e a multidiszciplinaritasra, az érintett kiillonb6z6 szaktertletek bevo-
nésara: épitészet, varosépitészet, turizmus, 6rokségmenedzsment,
régészet, tajépitészet stb.;

¢ a helyi szint és 4llami szint 6sszekapcsoldsara, azéltal, hogy a terve-
ket a szaktarcdk menet kézben ellenérzik és jévahagyjak.

A stratégiai terv végrehajtasat a térvényhozé a kezelési kézikényvben
l4tja megvalésithaténak, melyet mar a helyi szinten levé hatésagok felada-
taul szab ki.

Szerepl6k és a munkamaodszer

B A kezelési tervet készit§ szakért6i stdbnak igen szorosan egyiitt kell
dolgoznia a szakteriilet orszagos iranyitdsaban érdekelt, érintett szerep-
l6kkel, masrészt helyi szinten a tervkészités nulladik 1épésétél kezdve a
helyi szakmai kozvélemény is markans résztvevéi, alakitoi szerepet kap.

7 2011. évi LXXVIL torvény a vilagorokségrél 7. §-a.

8 Roviditések felolddsa: VO-tv: térvény a vilagorokségrsl | VO: vilagorokség | KEE: ki-
emelt egyetemes érték | MAD: megalapoz6 dokumentécié | KET: kezelési terv

9 Utmutaté, 2013. aug., MAD-KET- kozbeszerzési felhivasmelléklet, kotelezd tartalom-
jegyzék-eléiras, pp. 1-118.
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Ehhez a stab elkésziti az un. stakeholder-térképet, azaz azt az érintettségi
hélét, amely tobbek kozott azt mutatja meg, hogy kik egy-egy civil szer-
vezet, vallalkozas, intézmény vagy akar a helyi kézvélemény meghataro-
z6 szerepl6i, és milyen mértékben vannak hatassal, befolyassal a projekt
megvalositasara. Igy val6jaban igen demokratikus, széles tarsadalmi ba-
zist koncepcié- és tervalkotasi folyamat johet 1étre.

A modszertanrol

B A kezelési terv a hasznositasi, fejlesztési folyamatok alfaja és émegéja,
att6l nem vélaszthato el. Ha val6ban igy jarunk el, akkor a fenntarthatésag
felé igen nagy lépést tettiink, hiszen a fejlesztéskor nem csupan a projekt/
beruhézas ciklusban, hanem az épitmény, mtemléki épiilet/épiiletegytit-
tes teljes életciklusaban gondolkodunk.

A miiemlékek hasznosithatésdganak vizsgalata altaldban a nagyobb
egység fejlesztési programjaba is illeszkedik, ezért 6sszefoglalva alljon itt
a teljes folyamat:

e kutatas, el6készités, tervezési program;
o tervezési folyamat:
A. funkcidk vizsgélata, korlatai, helyi sajédtossdgai, programkor-
nyezete, hatarai;
B. épitészeti terv, hasznosithatdségi terv;
C. menedzsmentterv;
¢ kivitelezés, projektmenedzsment;
o {lizemeltetés, hasznositas:
A. éptliletek kezelése, tizemeltetése;
B. mtiemlék éptiletek fenntarthaté6 menedzsmentje.

Erzékelhet, hogy a koncepciotol a megvaldsitason at az tizemeltetésig
a folyamat sordn valtoz6 hangstlyokkal, de egyarant lényeges a miiem-
l1éki, az épitészeti, a mérnoki/miiszaki, valamint a hasznalé6i és menedzs-
mentoldal megjelenése.

A magyarorszégi gyakorlat a jelen dokumentum szerzé6je 4ltal megis-
mert nemzetkozi mintakhoz (Regensburg, Bath Durham stb.) képest szem-
léletbeli eltérést mutat, mely az 1. tablazatban?? jél lathato.

A pécsi Nick-udvar kezelési terve -
esettanulmany a részletek,
a moédszertan gyakorlatba ultetésérdl

A terv készitésének modszertanarol
A Nick-udvar mtemléki épiiletegyiittes kezelési tervének alapjat tehat
a hazai vilagorokségi helyszinekre vonatkozo kezelési terv szabalyozasa,
tartalmi keretei adtak. A felkésziilés, adatgytijtés, majd a megértést és kon-
cepciok tesztelését segit6 folyamat részei voltak tobbek kozott: a 2006-os
miiemléki felmérés; a restauratori jegyzékonyvek attanulmanyozésa; kon-
zultacié az épiiletrél az érintett szakemberekkel, valamint a tulajdonos és
az uzemeltetd képviselGjével, és természetesen a teriilet tobbszori bejarasa.
A teljes kezelési tervbdl a médszertan bemutatdsara harom teriiletet
szeretnék kiemelni:
1. az értékekhez rendelt kezelési stratégiakat;
2. a fejlesztés lehetséges iranyainak meghatérozasat, kapcsol6dé méd-
szertanat;
3. a fenntartas monitoring eszkozeit, a nemzetkozi ajanlasokbdl a min-
taéptletre ,leforditott” ajanlasokat.

10 A cikkhez kapcsol6dé tablazatok mindegyikét a tanulmény végén mutatjuk be.
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and shaping role. To this purpose, the team will
draw up a stakeholder map, i.e. a network of
interests that not only shows who the key play-
ers are in a local NGO, company, institution or
the local influencers but also to what extent
they define the implementation of the project.
In fact, this creates a very democratic, broadly
based concept and plan-making process.

About the methodology

M The management plan is therefore the alpha
and omega of the utilisation and development
process, and cannot be separated from it. If we
stick to it, we will have taken a big step towards
sustainability, as when we think about develop-
ment, we are not only considering the project/
investment cycle, but also the entire life cycle
of the building or historic building/building
complex.

The study of the utility of historic build-
ings is usually part of the development pro-
gramme of a larger entity, so here is a summa-
ry of the whole process:

e Research, preparation, planning pro-
gramme;
o Planning process:

A. Analysis of functions, limits, local
characteristics, programme scope,
boundaries;

B. Architectural plan, utility plan;

C. Management plan;

¢ Implementation, project management;
e Operation, utilisation:

A. Management and operation of
buildings;

B. Sustainable management of listed
buildings.

It can be noted that, from the concept
through the implementation to operation, the
historic, architectural, engineering/ technical,
user and management sides are all equally
important, with varying emphasis through-
out the process.

The Hungarian practice shows a differ-
ence of approach compared to the interna-
tional models (Regensburg, Bath Durham,
etc.), illustrated in Table 1.1°

The management plan of the
Nick court in Pécs — a case study
on the details of methodology
implementation

On the methodology of planning

The management plan for the Nick Court
listed building complex was therefore based
on the regulations and content of the man-
agement plan for the Hungarian World Her-
itage sites. The process of preparation, data
collection and then testing of understanding
and concepts involved, among other things
the following: the 2006 heritage survey, study
of restoration records, consultation about the
building with the relevant professionals and
the owner and operator’s representatives, and
of course, repeated visits on the site.

From the overall management plan, I
would like to highlight three areas in order to
illustrate the use of the methodology:

10 All tables referenced in this article are presen-
ted at the end of the text.



1. the management strategies assigned to
the values;

2. identification of possible directions for
development, related methodology;

3. maintenance monitoring tools, recommen-
dations “translated” from international re-
commendations to the model building.

Pécs and the examined buildings
The Early Christian cemetery of Pécs/
Sopianae has been a UNESCO World Heritage
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Pécs és a vizsgalt épiiletek

Pécs (Sopianae) Okeresztény temetGje 2000 6ta az UNESCO Vilagorok-
ség része. Pécs Eurdpa Kulturélis Févarosa volt 2010-ben, a Béke varosa, a
dél-dunantuli régié oktatasi, kulturalis és miivészeti centruma. Torténel-
mi belvarosaban egymast érik a miiemlék épiiletek, mazeumok, galériak, a
koztereket értékes mualkotasok diszitik. Utcdit, tereit, kulturélis intézmé-
nyeit az év minden id6szakéban szinvonalas és valtozatos miivészeti feszti-
valok, képzémiivészeti, zenei, szinhézi, tdncos és irodalmi el6adasok teszik
mozgalmassa. Torténelmi miltja és hagyoményai, az egyes korok egymasra
rétegz6dé emlékei egyiitt formaljak a mai Pécs arcat és kultarajat. (2. dbra)

helyrajzi szam: 17541: Széchenyi tér 16., 17., 18.
Kiraly u. 1.

parcel number: 17541: Széchenyi Square no. 16, 17, 18,
Kirdly street no. 1

helyrajzi szam: 17542: Széchenyi tér 18.
parcel number: 17542: Széchenyi Square no. 18

miiemléki azonosité: 1822, 1823
monument identification no.: 1822, 1823

eredeti kategoria lakoépiilet (a kivett lakéépiilet),
eredeti fotipus: lakohaz

original category: dwelling-house (the exempted dwel-
ling-house), original main type: dwelling-house

rovid leiras: 19. sz. masodik fele, kora eklektikus, laké6-
haz, lizlet, iroda

brief description: second half of the 19t c., Early Eclectic,
dwelling house, shop, office

beépitett szintteriilet: 3315 m?
built floor area: 3315 m?

épiilet teriilete: 1836 m?
building area: 1836 m?

tulajdonos: Pécs varos 6nkormanyzata
owner: Municipality of the city of Pécs

besorolas: miiemlék
classification: monument

kornyezet: miiemléki kornyezet
environment: historic environment

a miemléki épiiletegyiittes kialakitéja: ZSOLNAY
Vilmos, 1859

the architect of the building complex: Vilmos ZSOLNAY,
1859

épiiletkutatas, restauratori jelentések: Allami Miemlék-
helyreallitasi és Restauralasi Kézpont (AMRK), 2006
building survey, restoration reports: State Centre for Resto-
ration of Monuments and Sites, 2006

épitészeti tervek: 2006, 2013, 2016
architectural plans: 2006, 2013, 2016

W 2. dbra. Pécs vizsgdlt épiiletei. © MESZAROS Bernadett
W Fig. 2. Examined buildings in Pécs. © Bernadett MESZAROS

Site since 2000, Pécs was the European Cap-
ital of Culture in 2010, the City of Peace, the
educational, cultural and artistic centre of the
South Transdanubian region. Its historic city
centre is dotted with listed buildings, muse-
ums, galleries and public squares adorned
with valuable works of art. At all times of the
year, its streets, squares and cultural institu-
tions are animated by high-quality and varied
art festivals, visual arts, music, theatre, dance
and literary performances. Its historical past
and its traditions, the overlapping memories

A miemlékek jelentGsége

A Nick-udvart harom, klasszicista stilusban épiilt, kétemeletes haz ha-
tarolja a varos f6terén, az épiiletegytittes negyedik eleme, a Kiraly u. 1.
szam alatt talalhat6 BAZAR feliratt épiilet pedig a pécsi romantikus épité-
szet leglatvanyosabb példaja, maga az udvar is romantikus stilust. A mai
szamozas szerint a Széchenyi tér 16-17-18. szdmu épiileteit, valamint a
Kirdly u. 1. sz. tomb egyuttesét tekintjiikk a Nick-udvarnak, amelyet tulaj-
donképpen két, utcardl nyil6 bejarattal fognak kozre.

Bar a megvasérolt ingatlanok kiilonb6z6 kortaak voltak, a Nick-udvar
a mai formajdban 1859-1860 koriil keletkezett, amikor a Zsolnay csalad
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megvasarolta a Kiraly utcai ingatlant, és atépitésbe kezdett. Ekkor alakult
ki a T alaku keskeny belsé udvar, melynek homlokzati diszei és nyilasza-
r6i egységesen, egy idében késziiltek el. Az Giveggel fedett bels§ udvar az
els6 vidéki passzazs lett, amely a nagyvaradi Aranysas-tombhéz és a buda-
pesti Pdrizsi udvarhoz hasonlit. A foldszinten tizletek és vendégléatéhelyek
nyiltak, ez volt a Zsolnay-bazar, és itt nyilt meg az udvar névadéjanak, az
Erdélybdl hazatelepiilt NICK Samuelnek a sorf6zdéje és sorozéje, amely
az udvart rovid id6én beltl igen népszertivé tette.

Telekkonyvekbdl és a varos torténeti leirasaibdl ismert, hogy a kés6ébbi-
ekben itt mikodott a Pécs-Baranyai Kozponti Takarék, majd késébb a fold-
szinten kereskedelmi tevékenységek valtottak egymast, mig az emeleteken
polgari lakésok voltak, egészen az 1990-es évek végéig. Ezt kovetben egy
évtizednyi elhagyatottsag és elhanyagoltsag kovetkezett.

A mutemlékek jelentésége tehat nem csupén az anyagban és szerkeze-
tekben megtestesiilé épitészeti, torténeti érték, hanem értelemszertien elhe-
lyezkedésébdl (helyzeti energiajabol) fakado, valamint a helyi kozosség tor-
ténete, a polgéarvaros életében betoltott szerepe adta meghatarozé érték is.
Jelképez egyfajta torténetiséget, a polgarvarossa valasra, a varos fénykorara,
a kozosséghez tartozésra emlékeztet. A ZSOLNAY csalad elkolt6zése utan
az éplilet diszitémotivumaiban tovébb 6rizte mivészi kvalitasait. (3. 4bra)

A kezelési terv célkitiizései
Altalénos cél:
e az éplletegyiittes eredeti, szazadfordulés jellegének, értékeinek
meglrzése és méltd hasznositasa;
e az éplletegyiittes bevondsa a varos vérkeringésébe.

M 3. dbra. A Nick-udvar homlokzata.

. P © MESZAROS Bernadett
Sp ec1f11<us célok: M Fig. 3. The Fagade of the Nick Court.
¢ afenntarthat6sag novelése, megbrzés, fenntartas, javitas (helyrealli- © Bernadett MESZAROS

tas, kezelés, gondozas, felajitas);

o az értékek fenntarthatésdgdnak biztositasa: funkcionalitasa révén
ez a megfelel§ hasznalatot jelenti, és a hasznalatra alkalmas allapot
létrehozasat meg fenntartasat;

e az épiiletek szakszerti és folyamatos karbantartasa, fizikai értelemben
az épiilet életben maradésat garantalé eszkozrendszer muikodtetése;

¢ az értékek bemutatdsa a nagyk6zonség szamara. Ez jelenti egyrészt bizo-
nyos tereinek a hasznalhat6sagat, bejarhatdsagat, ami részben ma is adott,
masrészt az épiiletek szellemiségének, torténetiségiikbél fakado értékei-
nek 4tadésat, amely ma még nem biztositott. Bizonyos épiiletrészek te-
kintetében fontosabb a funkcionalités és fenntarthatésag, mint hogy meg
lehessen mutatni a nagyk6zonség szdméra is ezeket az értékeket.

A kezelés tematikus stratégidi:

¢ a kezelést megalapozé felmérés, kutatas, tervezés;

e teriilethasznalati, infrastrukturalis kihivasok kezelése (varosszerke-
zeti szinten: megkozelithet6ség, parkolas; infrastruktira: az épiilet
hasznalhat6sagat lehet6vé tevd infrastrukturalis rendszerek kiépi-
tése, a habora utani ,felGjitasok” és bérlakaskénti miikodés, infra-
strukttra-épités ,nyomainak” kezelése);

e teleptilésképi kihivasok kezelése (ha allapota annyira leromlana,
hogy amiatt el kellene bontani, ,,nemcsak” négy miiemlék épilet
semmisiilne meg, hanem visszafordithatatlanul megvaltozna a va-
ros miiemléki és arculati szempontbél meghatarozo fétere is);

e a kornyezeti kockéazatok, havaria, klimavaltozés, szerkezetek keze-
lése (szitkséges elsGsorban a belsé udvar, a betonfeltletek, a kor-
nyez6 beépitések negativ hatasait figyelembe venni, valamint az
épiilet teherbirasat vizsgélni);

e a helyszin bemutatdsanak fejlesztése és a turizmussal kapcsolatos
kihivasok (vonzeréndvelés, terhelhet6ség) kezelése (a sziik, 3,5 m
széles atjarofeliilet atereszt6képességének és fogadoképességének
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of different eras, shape together today the face
and culture of Pécs. (Fig. 2)

The importance of historic buildings

The Nick Court is bordered by three
two-storey neoclassical houses on the main
square of the town. The fourth element of the
site, the building at Kirély Str. no. 1, featuring
the inscription BAZAR, is the most spectac-
ular example of Pécs romantic architecture,
while the courtyard itself is also romantic.
According to today’s street numbering, the
buildings at 16-17-18 Széchenyi Square and
the block at 1 Kirdly Str. are considered to
form the Nick Court, actually connected by
two entrances from the street.

Although the properties purchased were
of different ages, the Nick Court in its present
form dates from around 1859-1860, when
the Zsolnay family bought the Kiraly Str.
property and began its rebuilding. The nar-
row T-shaped inner courtyard was formed
at this time, with the fagade ornamentation
and the windows and doors being com-
pleted at the same time. The glass-roofed
courtyard was the first passageway in the
countryside, similar to the Aranysas block in
Oradea and the Paris Courtyard in Budapest.
Shops and restaurants were opened on the
ground floor, which was the Zsolnay Bazaar,
and it was here that Nick Sdmuel, the court-
yard's namesake, who had returned from
Transylvania, opened his brewery and pub,
which soon made the courtyard a popular
destination.



It is known from land registers and his-
torical descriptions of the town that the
Pécs-Baranya Central Savings Bank operated
here later and also various commercial activ-
ities alternated on the ground floor, while the
upper floors were occupied by apartments
until the late 1990s. This was followed by a
decade of abandonment and neglect.

The significance of the historic building
complex is therefore not only their architec-
tural and historical value in terms of materials
and structures, but also, by definition, their
location (the energy of their location) and the
history of the local community and its role in
the life of the town. They are a sense of history,
they represent the way in which Pécs became
a bourgeois town, the town’s heyday, the sense
of belonging to the community. After the Zsol-
nay family moved, the building’s decorative
motifs continued to preserve its artistic qual-
ities and its connection to art. (Fig. 3)

The objectives of the management plan

General objective

To preserve the original, turn-of-the-

century character and values of the build-
ing complex and to make it worthy of use.
Involvement of the complex in the urban
bloodstream.

Specific objectives

e Increasing sustainability, maintaining
— improving the state of conservation
(restoration, management, mainte-
nance, renovation).

e Ensuring the sustainability of assets —
this means their appropriate use and
the establishment and maintenance of
a fit-for-use condition in order to pre-
serve functionality.

e The professional and continuous main-
tenance of buildings, the operation of
an infrastructure that guarantees the
existence of the building.

o Presenting the values to the general
public. This means, on the one hand,
making certain spaces usable and ac-
cessible, as they are today, and on the
other hand, conveying the spirit of
the buildings and their historic value,
which is not yet available. For certain
parts of buildings, the display of their
assets to the public must necessarily
come second after functionality and
sustainability.

The thematic management strategies

e The assessment, research and planning
that management is based upon.

e Addressing land use and infrastructure
challenges (at urban level: accessibility,
parking; infrastructure: building infra-
structure to enable building usability,
addressing the “legacy” of post-war “re-
novations” and managing “the traces”
of the rental housing infrastructure).

o Addressing cityscape challenges (if its
condition were to deteriorate to the
point where it would have to be de-
molished, “not only” would four listed
buildings be destroyed, but the city’s his-
toric and architecturally significant main
square would be irreversibly altered).

e Management of environmental risks,
hazards, climate change, structural
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figyelembevétele, valamint az épilet szintjei vonatkozésaban eltéré
funkciok meghatéarozasa).
A kezelés atfogo, komplex stratégidi:
o szervezeti-intézményi, miikodtetési hattér és partnerségek kialakitasa;
e tarsadalmi beagyazottsag, részvétel, kommunikacio fejlesztése.
Az attributumspecifikus kezelési stratégidkat az értékek listdzdsanal
tantetjiik fel.

A miemlékek jelenlegi kezelésének leirasa

Tulajdonosi és egyéb érdekviszonyok leirasa

Tulajdonos: Pécs M. J. Varos Onkorményzata

Kezeld: Pécsi Vagyonhasznosit6 Zrt. (PVH Zrt.)

Pélyéazati fejlesztések esetén bekapcsol6d6 6nkorményzati tarsasag: Pé-
csi Varosfejlesztési Nonprofit Zrt. (PécsInvest)

Bérlék: vendégléatéipari és kiskereskedelmi egységek, kozuliik stabilita-
saval kiemelkedik a Mecsek cukraszda, és kozosségi események szinhelye
a Nick Galéria.

Erdekek

Az 6nkorményzat érdeke a véros frekventalt pontjan 1évé ingatlan tu-
lajdonjogédnak megtartasa és varosfejlesztési célokat szolgdlé hasznosité-
sa. Tulajdonosi, 6nkorményzati érdek a veszélyhelyzet elharitasa, a botra-
nyoktél mentes épiiletmentés is.

A kezel6 érdeke a fenntartasi, karbantartasi koltségek alacsonyabb
szinten tartésa.

A tulajdonos és a kezel6 hosszi tava érdeke a koltségek megtériilése és
fenntarthat6é ingatlan létrehozéasa, azaz olyan funkci6 megtaldlasa, mely
kitermeli a mtkodtetés, karbantartas, felajitas-visszapétlas koltségeit.

A jelenlegi bérl6k érdeke a kitermelhet6é mértéki bérleti dij és karban-
tartasi koltségek, hosszu tava biztonsagos miikodés és bérlet garancidja.
Folyamatos igényként fogalmazédik meg a behajtds az udvarra, az tizletek
arufeltoltése, a vendégek éltali megkozelithetdség, a parkolés lehetésége.

A kezelés jelenlegi gyakorlata és hattere

Az épllet 2013. évi kiilsé tatarozasat és a foldszinti helyiségek haszno-
sitdsat nem kovette tovabbi feldjitas, azéta elhagyottan, tiresen all mind
a harom haz, az elsd, a méasodik és a harmadik tet6téri szintek allapota
kritikus. A vagyonhasznosit6 idészakosan a minimalis allagmegévési, ve-
szélyelharitasi munkakat elvégzi.

2019-ben az emeleti szinten mintegy 40 m?en beszakadt a fodém.
A fagerendak teljes metszetitkben elkorhadtak. Tébb helyen a fodémet fel-
tartak és trapézlemezzel kivaltottak. A falak alulrél is intenziven nedve-
sednek, a beazasok miatt pedig feliilrél, ezaltal beliilrél is. A 2022. évben
az ideiglenes megerdsités és a kozvetlen veszély elhéaritdsa megtortént.

Tervezési, stratégiai keretek

Az épiiletet sziikséges meg6rizni, hasznalhatéva tenni az értékei fenn-
tartdasa mellett.

A 2006-0s mtiemléki vizsgalat eredményeit figyelembe kell venni, ugyan-
akkor sziikség van az épulet allapotanak jboli felmérésére és az azota eltelt
idében bekovetkezett tovabbi kérok kezelésére. Emellett az egyes szerkezeti ele-
mek megérzésére, helyreallitdsara, esetleges elbontasara vonatkozdan legyen
miiemléki, épitész, statikus, egyéb szakagi szakmai 4llasfoglalas, irianymutatés.

Az egészen biztos, hogy az értékek kozott is kiemelt attributumok meg-
tartasanak, helyreéllitisanak meg kell torténnie. Ajanlott torekedni az
egységes homlokzatok kialakitaséra. A hdrom klasszicista épiilet esetében
ez azt jelenti, hogy azoknak a nyildszar6knak, amelyeket az elmult évtize-
dekben nem szakszertien cseréltek ki és djitottak fel (stilus- és formabon-
tok), helyreallitasa az eredeti forméval sziikséges.
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Kiilon6sen fontos a Kirdly u. 1. sz. alatti hdz homlokzatanak, nyilas-
zaroinak és épiiletdiszeinek meg6rzése. Azonban itt is igen eltéré a hom-
lokzaton kivilrél lathat6tol a bels6 allapot. Ezeket valdszintleg tjra kell
gyartani az eredeti allapot szerint.

Az épiilet hasznalaténal, a tervezésnél térekedni kell a funkciék foly-
tonossagara, a tarsadalmi elvarasokra, a nappali és éjszakai hasznalat egy-
ségességére.

Minden lehet6ség adott ahhoz, hogy az épiiletek az als6 szinten to-
vabbra is vendéglaté és kereskedelmi, mig az emeleteken lakascélokat
vagy egyéb varosi turisztikai és/vagy gazdaségi célt szolgéljanak.

Jelentds kérdést vet fel a forrés, finanszirozas, hogy vajon Pécs vérosa
jelen tarsadalmi, gazdasagi helyzetében meg tud-e fizetni kézel 1.000.000
forint/m? feltjitasi arat a 4000 m? ingatlanon. Ha ezt a jelen piaci viszo-
nyok elbirndk, akkor nagy val6szintiséggel a haz ma nem allna romosan.
Tehat a vegyes hasznositas, vegyes finanszirozas és jelentés kozosségi val-
lalas t{inik a jarhaté ttnak.

A pécsi Nick-udvar fejlesztési koncepciéjanak megalapozasa
A fejlesztési koncepciét a mtiemléki épiiletegytittes tanulményozasa
alapozta meg, igy kiilonosen:

e az épllet és az épittetd torténete;

e az éplileteknek a varos szerkezetében betoltott helye (mtiemléki
nagytopogréfia szerinti vizsgélattal is alatdmasztva);

e az épités torténetérdl igen kevés rendelkezésre all6 forras, habar az
épiilet szerkezeteirél, anyagairdl fellelhet6 adatok, informaciok 6sz-
szegyUjtheték voltak;

¢ az épiileten az utébbi 6tven évben elvégzett kisebb-nagyobb miisza-
ki beavatkozasok és a hasznalat médja;

¢ a mtemlékegyiittes védelmi dokumentumai;

e a2006-os mtiemléki restauratori felmérési anyagok, jegyzékonyvek;

¢ az id6kozben késziilt épitészeti tervjavaslatok.

A jelenlegi helyzet feltarasa, kiillonosen:

e a varos idevago fejlesztési elképzelései;

o az éplilet kezelésének médja;

e az épulet hasznélatdban érintettek feltérképezése, igényeik, elvara-
saik azonositésa;

e varosszerkezeti helyzet és szabalyozasi kornyezet;

e Pécs turisztikai teljesitménye;

¢ piaci trendek;

e jo6 példak, alkalmazhat6 mintak (benchmark).

A hasznositas keretei
A hasznositds dltalanos iranyelvei:
¢ olyan funkciékat kell talalni, amelyek biztositjak az épiiletegyiittes
bevonésat a varos vérkeringésébe;
e olyan funkcidkat kell talalni, amelyek legaldbb részben torténeti
kontinuitast biztositanak az épiiletegyiittesnek;
¢ olyan funkcidkat kell talalni, amelyek &altal kihasznalhaté az épii-
letegytittes torténetiségébdl, miiemléki értékébdl, varoskozponti el-
helyezkedésébdl adddo jelentGsége, szerepe.
Keretek, fékek, gatak:
o muemléki védettség;
¢ muemléki kérnyezet;
e varosképi, varosarculati szerep;
e tarsadalmi elvarasok és kotédés;
e OTEK, HESZ, TAK, TKR, vérosfejlesztési stratégia!'.

11 OTEK: Orszégos Teriiletrendezési és Epitési Kovetelmények | HESZ: helyi épitési szabélyzat
| TAK: Telepiilésképi Arculati Kézikonyvek | TKR: Telepiiléskép védelmérdl szol6 rendelet.
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management (in particular, the negative
effects of the inner courtyard, concrete
surfaces, surrounding structures need
to be taken into account and the build-
ing’s load-bearing capacity should be
assessed).

e Improving the presentation of the site
and addressing tourism challenges
(attractiveness, carrying capacity) (tak-
ing into account the throughput and
reception capacity of the narrow 3.5
m wide passage and defining different
functions for the different levels of the
building).

Comprehensive, complex management

strategies

o Establishing organisational, institution-
al, operational background and partner-
ships

¢ Developing social inclusion, participa-
tion, communication

Attribute-related management strategies

are indicated in the listing of values.

Description of the current

management of the historic buildings

Description of ownership and other interests

Owner: Municipality of Pécs

Manager: Pécsi Vagyonhasznosit6 Zrt.
(PVH Zrt.)

Municipal company involved in the case
of tendered developments: Pécsi Vérosfejlesz-
tési Nonprofit Zrt. (PécsInvest)

Tenants: touristic facilities and retail
stores, among which the Mecsek confec-
tionery has decades of stability, as well as
the Nick Gallery, as a venue for community
events.

Interests

The municipality has an interest in re-
taining ownership of the property in a prom-
inent location in the city and using it for ur-
ban development purposes. It is also in the
interest of the owner and the municipality to
avert danger and to rescue the building scan-
dal-free.

It is in the interest of the operator to keep
maintenance and upkeep costs down.

The long-term interest of the owner and
operator is to create a profitable and sustain-
able property. That is, to find a function that
recovers the costs of operation, maintenance
and renovation.

Current tenants have an interest in re-
coverable rent and maintenance costs, with
a guarantee of long-term safe operation and
rental. There is an ongoing demand for ac-
cess, stocking of shops, accessibility for
guests, parking.

Current practice

and background to treatment

After the exterior renovation of the build-
ing in 2013 and the use of the ground floor
premises, no further renovation has taken
place and since then all three buildings have
been abandoned and empty, with the first,
second and third floors in a critical condition.
Periodically, the asset manager carries out
the minimum conservation and emergency
works.

In 2019, about sqm. 40 of the top ceiling
collapsed. The wooden beams were com-
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érdekek és elvarasok

interests and expectations

funkcidhianyok
feature gaps

épiilet jellemzoi
building features

gazdasagossag
economic efficiency

lehetséges funkcidk
possible features

Funkcionalitas: Functionality:

Alkalmas-e az épiilet a tervezett funkciéra? Is the building suitable for the intended function?
Sziikséges-e a tervezett funkciot abban az épiiletben Is it necessary to implement the intended function
megoldani? in the building?

Nem indokolt-e mds funkcié prioritdsa az adott Is it not justified to give priority to another function
épiiletben? in the building?

Gazdasagossag: Cost effectiveness:

Megéri-e a funkciét ahhoz az épiilethez kotni? Is it worth linking the function to the building?
Onkormanyzati/ beruhazéi érdekek: Municipal/ investor interests:
Beleillik-e az épiiletben mikadtetett funkcié az onkor- Does the function in the building fit into the
manyzati/ beruhdzoi fejlesztési elképzelésekbe? municipal/ investor development vision?
Erdekében all-e az Snkormanyzatnak/ beruhazénak Isitin the interest of the municipality/ investor to take
vagyonkezeldi, izemeltetdi szerepet vllalnia valamelyik onatrustee/ operator role for any of the properties?
ingatlan esetében? Project interests:

Projektérdekek: Can the building be used for other functions with
Lehet-e az épiiletet a projekt finanszirozasaval més project funding?

funkcidra haszndlni? Public expectations:

Lakossagi elvarasok: Does the use of the building meet the needs of the
Kielégiti-e az épiilet hasznositdsa a lakossagi igényeket?  residents?

fejlesztési lehetdségek
development opportunities

W 4. dbra. Mdiemlék épiiletek fejlesztési lehetéségeinek vizsgdlati szempontjai. © MESZAROS Bernadett
B Fig. 4. The assessment criteria for the development of listed buildings. © Bernadett MESZAROS

pletely rotten. In several places, the slab was
dug up and replaced with trapezoidal sheet-
ing. The walls were severely affected by mois-
ture from below as well as from above and
inside due to rain water leakages. In 2022, a
temporary reinforcement was performed mit-
igating any immediate danger.

Planning, strategic framework

The building should be preserved and
made usable while maintaining its assets.

The results of the 2006 heritage survey
should be taken into account, but there is also
a need to reassess the condition of the build-
ing and record any further damage that has
occurred since then. In addition, there should
be a professional statement from the heritage
specialist, architect, structural engineer, other
professionals, guidelines for the preservation,
restoration and possible demolition of certain
structural elements.

It is certain that the preservation and res-
toration of the attributes must take place as
a priority among the valuable elements. It is
recommended that efforts should be made to
design a solid fagade. In the case of the three
neoclassical buildings, this means that those
windows and doors which have not been pro-
fessionally replaced and renovated in recent
decades (unfit in style and shape) should be
restored to their original form.

The fagade, windows and doors as well
as the ornaments of the house at 1 Kirély Str.
are particularly worth preserving. However,
the interior condition is very different here
from the exterior one. These elements need to
be rebuilt in the original style.

In the design of the building’s utility, the
continuity of functions, social expectations
and the correlation between daytime and
night-time use should be taken into account.

All the premises are given to continue
using the buildings for touristic and com-
mercial purposes on the ground floor and for
residential or other urban tourism and/or eco-
nomic purposes on the upper floors.

The question of resources and financing
is an important one and it also raises the ques-
tion of whether the city of Pécs, in its current

A hasznositas épitészeti iranyelvei:
¢ a funkcidkat ugy kell egységenként 6sszerendezni, hogy az lehet6vé
tegye a mtiemléki értékek érvényesiilését;
e az épiiletszerkezetek megerdsitésekor a funkcidk és a szerkezet alla-
potatdl fliggd szlikséges, minimalis mértéki beavatkozas;
e az éplletgépészeti és elektromos rendszerek teljes rekonstrukciéja.
Epiiletek funkcidkeresésénél célszerti torekedni az elsédleges, azaz f6
funkcié és a méasodlagos, alternativ funkcié megtaldlésara, lehetéség sze-
rint Ggy, hogy azok ne zarjak ki egymast. (4. 4bra)

Helyi szabalyozasi kérnyezet'

A szabéalyozast attanulmanyozva két, a fejlesztésben komolyabb kor-
latot jelentd tényezérél olvashatunk: az egyik az, hogy a lakéfunkcié az
50%-ot nem haladhatja meg (ez rendeletmddositassal, varosfejlesztési cé-
lok figyelembevételével akar meg is valtoztathatd), a masik a parkolasra
vonatkozé el6irasok és annak fizikai lehetségei. Eszerint Pécsett az ingat-
lanhoz legkozelebb csak 500 méter tavolsagban lehet parkolét létesiteni.
Ez méar komolyabb gétja a kés6bbi fejlesztésnek, hasznositasnak. (5. abra)

12 A hatalyos szabalyzat elérhetd a kovetkezd linken: https://gov.pecs.hu/upl/aUplSearch?mid=9.
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W 5. dbra. Helyi szabdlyozdsi kérnyezet. © Pécs M. J. Vdros Polgdrmesteri Hivatala
W Fig. 5. Local regulatory environment. © Pécs City Hall
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A miemlék megérzendé sajatossagai

e hérom klasszicista homlokzat és szerkezet, illetve nyilaszarék;

e egy romantikus épiilet, szerkezet és nyilaszardk;

e passzazs;

e passzazs — belsé enteridr, Zsolnay-épiuletdiszits elemek;

o lehet6ség szerint az értékesebb belsé diszitéfestések;

e vOrésmarvany lépcséhaz;

e belsd, korabeli fa nyildszarék (ahol nem cserélték le dket) meg6r-
zése, a hidnyzokat, lepusztultakat azonos stilustra kell cserélni; a
vasalatok korhdi, mindségi, illeszkedé megoldésai (sajnos a restau-
rétori jelentésben mutatott gyonyori kilincs és zarszerkezet helyén
ma lyuk tatong);

e az alagsori és foldszinti részeken vendéglétéi, miivészeti, kereske-
delmi funkciék, egységes bazarjelleggel.

A 6. dbra 0sszefoglaléan szemlélteti a négy vizsgalt, lehetséges fejlesz-

tési iranyt.

A négy hasznositési javaslat négyféleképpen kozeliti meg a véros fej-
lesztési céljait, egytuttal részben vagy egészében megnyitja a mtemléki
belsé tereket a nagyk6zonség szamara. Tekinthetjiik a ,bazér” koncepciot
a konzervativ miivészvaros-imazs megtestesitéjének, ennek ellenpontja a
,Kredit”, a fiatalok szérakozohelye, egyfajta alternativ kulthely.

Mindketté a Pécs, a miivészetek varosa imazst erdsiti, és kozéppont-
jukban a Pécsi Képtéar és Dizdjnbolt 1étrehozasa all. Ennek a hatterérdl
roviden: Pécs varos kulturalis életében a vizualis mivészetek ma is meg-
hatarozo6 szerepet jatszanak. Az itt élt vagy é16 miivészek a magyar, ese-
tenként az eurdpai szintéren is figyelemre szdmithatnak. A miivészek
szdma egyre gyarapszik, koszonhet6en a Mtvészeti Karon végzetteknek,
akik koziil sokan a varosban maradnak. A Janus Pannonius Mizeum Mo-
dern Magyar Képtéara orszagos gytijtékord, a kiilonb6z6 miivészeti mu-
zeumok, kozgytjtemények széles ismeretet adnak a helyi érdekl6d6éknek
és az idelatogatoknak a 20. szdzadi magyar képz6- és iparmiivészetrdl a
hetvenes—nyolcvanas évek végéig, benne néhany pécsi, rangos miivész

social and economic situation, can afford to
pay a renovation price of nearly one million
HUF/m?”. for a property of nearly sqm. 4000 m?. If
the current market conditions could bear this,
it is very likely that the building would not be
in a state of despair today. This way mixed-
use, mixed financing and significant commu-
nity involvement seem possible only.

The basis of the development concept of

the Nick Court in Pécs

The development concept was based on
the study of the listed building complex, in
particular:

e the history of the building and the com-
missioner;

e the place of the buildings in the fabric
of the city (supported by a survey of the
buildings’ topography);

o very few sources were available on the
history of the building, but it was pos-
sible to collect data and information on
the building’s structures and materials;

e minor or major technical interventions
and use of the building over the last fif-
ty years;

o conservation documents of the historic
building complex;

o the 2006 restoration survey materials
and minutes;

e architectural design proposals made in
the meantime.

Exploring the current situation, in par-
ticular:

o the citys relevant development ideas;

¢ building management practices;

¢ mapping stakeholders, identifying their
needs and expectations;

e urban structure and regulatory environ-
ment;

Bazar
Pécsi Képtar
Formatervezett termékek boltf'(a
Exkluziv bérbe adhato lakaso
Exkluziv varosi rendezvényi terek

Miivészetek varosa”

Azonos funkciok:

Vendéglatas, iizletek Bazaar
Pécs Art Gallery
Designer shop
Exclusive rental apartments
Exclusive urban event spaces

“City of Arts”

Afoldszinten
a Nick Galéria

Tetdterasz étterem

Identical
functions: Kredit
— Vendéglatdipari funkciok
Hospitality facilities, omkocsma
shops Design piac
Miivészlakas — miiterem

Nick Gallery on the ) : i D
,Bohém multikulturdlis vdros, didkvdros”

ground floor

Roof Terrace Kredit
Restaurant Catering functions

Design market
Artists” dwelling-studio

“Bohemian multicultural city, student city”

IT
Allandé bérleményként kiadott irodai terek
Irodai terekhez tartozo akar osztott mddon
haszndlhato rendezvényi terek

4.0 ipar vdrosa”

Office space let on a permanent lease
Office space for events, including shared use

“4,0 industrial city”

Nick Biiro Hotel
Shared timeshare office and
Pub apartment spaces

Communal spaces serving offices and hotel
“Stylish regional center, service city”

Problémak:
Autds megkozelités

Nick Biiro Hotel
Osztott id6ben bérelhetd iroda és apartman terek

Irodakat és hotelt kiszolgald kozos terek
Elegdns régiokozpont, szolgdltat vdros”

Caraccess

W 6. dbra. A négy vizsgdlt, lehetséges fejlesztési irdny. © MESZAROS Bernadett
W Fig. 6. The four possible development paths under consideration. © Bernadett MESZAROS

98 2023 |01




o tourism performance of the city of Pécs;

e market trends;

e good examples, applicable models
(benchmark).

Utilisation framework

General guidelines for utilisation:

o creating functions that ensure the inte-
gration of the building complex into the
city’s bloodstream;

e creating functions that render at least
partial historical continuity to the
building complex;

e creating functions that make use of the
importance and role of the building
complex due to its historicity, its monu-
mental value and its location in the city
centre.

Framework, barriers, obstacles:

o listed building protection;

o environment of listed buildings;

e role in the urban landscape, urban de-
sign;

e social expectations and attachment;

e National Settlement Planning and
Building Requirements, Local building
regulations, Townscape Design Manu-
al, Regional selection procedure, urban
development strategy.

Architectural guidelines for utilisation:

o the arrangement of functions in units
that allow the display of the heritage
elements;

e the minimum intervention necessary to
reinforce building structures, depend-
ing on the functions and the condition
of the structure;

o the complete reconstruction of the
building infrastructure and electrical
systems.

When looking for a building’s function,
we have to consider a primary, i.e. main func-
tion and a secondary, alternative function,
preferably in a way that they are not mutually
exclusive. (Fig. 4)

Local regulatory environment "

A close reading of the regulations reveals
two major constraints to development: one
being that residential function cannot ex-
ceed 50% (this can be modified by ordinance
amendment to take into account urban devel-
opment objectives) and the parking require-
ments and physical facilities. This means that
in Pécs, the closest distance to the property
for parking is 500 metres. This is a major bar-
rier to future development and utilisation.
(Fig. 5)

Preserving the specificities of the

historic building complex

o three neoclassical fagades and struc-
tures, doors and windows;

e a romantic building, structure, doors
and windows;

o the passage;

o the passage — interior decoration, Zsol-
nay decorative elements;

o if possible, the more valuable interior
decorative paintings;

11 The current rules are available at the following
link: https://gov.pecs.hu/upl/aUplSearch?mid
=9
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egy-két alkotasaval. Hianyzik azonban egy olyan 4lland6 bemutat6, amely
az utols6 50 év pécsi, helyi teljesitményeit tarja a latogatok elé. Ez sziik-
séges lenne azért is, mert a varosban él6k sem tudjik, hogy kik azok az
alkoték, akik itt élnek és dolgoznak, illetve a varosba érkezék sehol nem
kapnak atfogé képet arrél, miért is hires Pécs képzémiivészeti élete, mivel
sokan a lokélis teljesitményeket keresik. Ekozben Pécs varos turisztikai
pozicionalési stratégiaja a varos egyéni arculatat meghatérozé vonzerécso-
portként kezeli a kortars képzémivészetet. Olyan bemutatkozas létreho-
zasarol van sz6, amelynek segitségével a kozonség minél tobb élményben
részesiil. A miivészeti képzés az alapfoktol a doktoriskolaig jelen van, ami
tovabbi apropdt és szdmos 1j dimenziét is ad. Kilon figyelemre mélto
tény, hogy annyi mtvészeti dijas van a varosban, amennyi egész Dunén-
talon egytttvéve nincs! Ez azt is bizonyitja, hogy van 1étjogosultsaga egy
ilyen &lland¢ tarlatnak. Feltételezve, hogy az elképzelés megvalésul, az
onkorményzat olyan gesztust tenne a muvészek felé, ami az orszédgban
egyediilallé és példaértékd is lehetne.

A Pécsi Képtarnak harom ldbon kellene allnia. Az egyik maga az &l-
landé, id6szakonként néhany helyen valtozo kiallitds. A masodik a mai
Galéria terébdl és a Széchenyi téri vendéglatéd tizlet 6sszekapcsoldsabdl
kialakithat6 dizajnbolt, ahol a pécsi képzs- és iparmiivészek alkotasai
megvasarolhaték lennének, tehat miikereskedelmi galériaként és iparmii-
vészeti targyak formaboltjaként miikodhetne, amelyre mar évtizedek 6ta
vagynak a mtivészek. Igy megteremtédne a kapcsolat a Széchenyi tér és
az allandé kiallitas kozott. A harmadik a volt konyvesbolt raktara, ahol
évente hat alkalommal egyéni vagy csoportos térlatokat kellene rendezni,
ahol friss, j mtiveket szintén meg lehetne vésarolni.

A ,Kredit” koncepciéban a Pécsi Dizdjnbolt véltozatlanul kialakithaté,
mig a galériafunkcié egyfajta tarsadalmi-kozosségi és alkotd térként 1j-
raértelmezést nyerhet. Ez azt jelenti, hogy a romkocsma tereiben kiala-
kithat6k olyan kioblosodd, atjarhaté atrium-galéria terek, ahol pécsi fia-
tal képzémivészek kapnénak helyet, miitermet, azzal a véllaldssal, hogy
munkajuk és miitermiik az alkotasi folyamat kozben is szabadon latogat-
haté legyen. A galéria statikus részébe mar a nem a hazban alkotd, pécsi
kortars miivészek valogatott és tematikusan cserél6dé alkotasai kertilhet-
nének be. A romkocsma pécsi alternativ zenészek és zenekarok miniel6a-
dasait befogadé hely, ezzel tehat a mtivészetekben a képzémiivészeteket
és a zenét 6ssze tudja kapcsolni. Hasonld, de kisebb 1éptékii kezdeménye-
zésnek tekinthetjitk Pécsett a Kirdly utcai Nappalit és a volt Kossuth-mozi
helyén miik6dé Trafikot is. A varosnak megvan a komolyzenei kézpontja,
megvannak a multat 6rzé miazeumai, és van kivalé kortars gyijteménye,
viszont még nincs olyan taldlkozasi pontja, mely a jelent, az é16t és a vele
sziilet6t mutatja meg, azt, amiben részt lehet és amiben igazi élmény részt
venni, de a tomb tjragondolésaval ez is 1étrejohetne. (7., 8. abra)

Az ,IT HUB” teljes egészében irodai céla hasznositast jelent, mig a
,Nick Biiro Hotel” a Covid-jarvany alatt divatossé valt osztott hasznalatot
és a funkcidk egyuttélését, azaz nemcsak nevében, hanem valdjaban is
iroda és hotel kombin4ciéjat. Az 6nkorményzat az IT HUB irodai hasz-
nositast6l egyfajta friss lendiiletet és az ipar 4.0 belvarosi, kiemelt, igy
szimbolikus megjelenését vérja.

A ,Nick Biiro Hotel” koncepci6ja ehhez nagyon hasonlit, mégis jobban
koveti a nemzetkozi trendeket.’®* A Covid-vilagjarvany utan a fogyasztoi
trendekben jelentds valtozasokat tapasztaltunk, ezek koziil a legjelent6-
sebbeket 2021-ben,* melyek maig nem veszitették aktualitasukat (pl.:
énidé értéke, mindfulness, virtualis folyamatok integrélasa a fizikai tér-
be, s6vérgas a kényelemre, biztonsag iranti vagy, a maganélet és a munka

13 A fejlesztési javaslat aldtamasztasara Pécs varos rovid, KSH-alapu turisztikai elemzését
elkészitettem, ezt a hivatkozott szakdolgozat és bel6le késziult konyv is tartalmazza.
14 Forras: Eurobarometer, trendelemzés alapjan.
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W 7. dbra. Az egyik szobabelsé, kidllitdsi

W 8. dbra. Nick-udvari hangulat.

installdcié utdn, részlet. © MESZAROS © MESZAROS Bernadett
Bernadett M Fig. 8. Nick Court vibe.
M Fig. 7. Interior of one of the rooms, after an © Bernadett MESZAROS

exhibition installation, detail.
© Bernadett MESZAROS

tereinek 6sszemos6dasa). A javasolt hasznositasi koncepcié a vilagtren-
dek mindegyikéhez adekvat médon igazodik, amennyiben val6ban képes
létrehozni kényelmes, rovid idére is (akar 6rédkra) bérelhetd, biztonsagos,
tobbfunkciés tereket. A tereknek alkalmasnak kell lenniiik garantélni a
biztonsagot, a teljes komfortot, a masik cégtél, csoporttél valé elvélaszt-
hatésagot, a lakds és az iroda egyidejtlileg élvezhet6 kényelmét, valamint
— a belvarosban elegéns helyen, de épitészetileg funkcionalista megolda-
sokkal — a rugalmas irodai, rendezvényi, elszéllasolasi tipust hasznalatot,
valamint az ezekhez kapcsol6dé kisérd, kiegészit6 szolgaltatasokat (pl.
csomagmeg0rzés, szalon, vendéglatas, recepcio — tigyfélszolgalat).

A négy koncepciénak megfelel§ épitészeti elemek

Az épiiletekben jelenleg harom lépcs6haz — a tervek szerint két helyen
lifttel kiegésziilve — és a passzézst koriiloleld korfolyoso biztositja a bejara-
tot a lakasokhoz és a kozépsé terekben kialakithat6 iroddkhoz. A restaurator
altal feltart falfestményrészletek helyreéllitasa és megérzése a lakasfunkcié
esetén is indokolt, elvart. Mivel ezek a szintek eredetileg is polgari lak6héz-
nak épiiltek, a tervezett funkcidk az épiilet meglévé adottsdgainak kihaszna-
lasaval, szerkezetének megérzése mellett optimalis beépitést tesznek lehe-
t6vé, ami a valaszfalakat és kozleked6tereket illeti, ugyanakkor igen jelentds
mértékben a viz-, elektromos és f(itési rendszer korszertisitését.

Epitészeti sajatossag a harom témb (Széchenyi tér 17., 18. és Kiraly u. 1.)
kozotti atjarhatdsag (a méasodik emeleten a Nick Galéria f6lott kapcsoléd-
nak 6ssze) és a részben megmaradt polgari lakasok belsd, egymasba nyil6
terei, valamint a Nick Galéria folotti tetterasz. A haz tjkori torténetének
sajatja a foldszintjén m(ikodé kereskedelmi, vendéglatoipari egységek,
melyeket mindegyik hasznositasi elképzelés valtozatlanul megtart.
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o the red marble staircase;

e preservation of the old interior wooden
shutters (where they have not been re-
placed), replacement of the missing and
damaged shutters with the same style,
high quality and matching solutions
for the ironwork (unfortunately, the
beautiful handle and lock mechanism
shown in the restoration report is now
missing);

o the basement and ground floor are used
for hospitality facilities, art and com-
mercial functions, with a uniform ba-
zaar touch.

Figure 6 summarises the four possible de-
velopment paths under consideration.

The four proposals for use are four ways
of approaching the city’s development ob-
jectives, while opening up some or all of the
historic interiors to the public. The “bazaar”
concept can be seen as the embodiment of a
conservative art city image, having the “Kredit”
as a counterpoint, a youth club, a kind of al-
ternative iconic venue.

They both reinforce the image of Pécs
as the City of Arts and focus on the creation
of the Pécs Gallery and Design Shop. Just to
give a brief background: visual arts still play
an important role in the cultural life of Pécs.
Artists living or working in Pécs attract atten-
tion on the Hungarian and sometimes Euro-
pean scene. The number of artists is growing,
thanks to the graduates of the Faculty of Arts,
many of whom stay in the city. The Modern
Hungarian Gallery of Fine Arts of the Janus
Pannonius Museum has a national collection
and the various art museums and public col-
lections offer local visitors and visitors a wide
range of information on 20" century Hungar-
ian fine and applied art up to the late 1970s
and 1980s, including one or two works by
some of Pécs’ most prestigious artists. How-
ever, a permanent exhibition venue of the lo-
cal achievements of the last 50 years in Pécs
is missing. This is also necessary because
people who live in the city do not know the
artists who live and work here and there is
nowhere for visitors to get a comprehensive
picture of why Pécs is famous for its fine arts,
as many people look for local achievements.
Meanwhile, tourism positioning strategy of
the city of Pécs treats contemporary art as an
attraction point that defines the city’s unique
identity. It is about creating a presentation
that gives the audience as much experience
as possible. Arts education is present from
primary to doctoral level, which gives it addi-
tional reasons and several novel dimensions.
It is a particularly remarkable fact that there
are more art prize winners in the city than
in the whole of Transdanubia put together!
This also proves that there is a raison d’étre
for such a permanent exhibition. Assuming
that the idea is carried out, the municipality
will be making a gesture towards artists that
is unique in the country. This may be an in-
spiring example.

The Pécs Picture Gallery should stand
on three legs. One would be the permanent
exhibition itself, which changes periodically
in a few places. The second would be the de-
sign shop that could be created from merg-
ing the current Gallery and the Széchenyi



Square hospitality facility, where the works
of fine and industrial artists working in Pécs
could be purchased, thus functioning as an
art gallery and a design shop for applied art
objects, which artists have been longing for
decades, thus creating a link between Széche-
nyi Square and the permanent exhibition.
The third would be the former bookshop
warehouse, where 6 solo or group exhibitions
could be held yearly and where fresh new
works could also be bought.

In the “Kredit” concept, the Pécs Design
Shop would remain unchanged, while the
gallery function would be reinterpreted as a
kind of social-community and creative space.
This means that on the premises of the ru-
ined pub, there would be a spill-out, perme-
able atrium-gallery space where young artists
from Pécs would be given space and a stu-
dio on condition that their work and studio
would be freely accessible during the creative
process. The static part of the gallery would
house a selection of works by contemporary
artists from Pécs who do not work in the
building and will rotate by theme. Another
difference is that the ruined pub is a venue
for mini-performances by alternative musi-
cians and orchestras from Pécs, thus combin-
ing visual arts and music. In Pécs, the prem-
ises of the “Nappali” on Kiraly Street and the
“Trafik” in the former Kossuth cinema are
similar initiatives, but on a smaller scale. The
city has its classical music centre, its muse-
ums keeping the past and its excellent con-
temporary collection, but there is no meeting
point that shows the present, the living and
the new-born, that one can participate in and
that is a real experience to be part of. Howev-
er, this could be achieved by rethinking the
whole block. (Fig. 7, 8)

The “IT HUB” means a full office use,
while the “Nick Biiro Hotel” implies a shared
destination and coexistence of functions that
became fashionable during the Covid epi-
demic, not only in name but in practice too:
a combination between office and hotel. The
municipality expects from the IT HUB office
use a fresh impetus and a prominent and
therefore symbolic representation of Industry
4.0 downtown.

The Nick Biiro Hotel concept is very simi-
lar to this, but more in line with international
trends.” In the aftermath of the Covid pan-
demic, we are witnessing significant chang-
es in consumer trends, the most significant
of them being in 2021, still relevant to this
day (e.g.: the value of me-time, mindfulness,
integration of virtual processes into physical
space, a craving for comfort, the desire for
security, merging the private and work spac-
es.). The proposed concept of utilisation is an
adequate response to all the world trends, if
it is indeed able to create comfortable, safe,
multifunctional spaces that can be rented for
short periods (even by the hour). On the one
hand, the spaces must be able to guarantee
security, total comfort, separation from other

12 In support of the development proposal, I pre-
pared a short tourism analysis of the city of
Pécs based on the data of the Hungarian Sta-
tistical Office, which is also included in the
thesis and the book that are based on it.

13 Source: according to the Eurobarometer trend
analysis.
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Két koncepcié épitészeti szempontbdl egy kiilsé lift beépithet6ségének
kérdésével modern részletet is sejtet, Gj kihivast hoz(hat) a felajitasba.

A megkozelithetéség (belvarosi, gyalogos, kerékparos) nehézkessége,
a parkoléhelyek hidnya, ugyanakkor Gjak kiépitésének esélytelensége 500
méteren beliill barmely hasznositési elképzelés Achilles-sarka. Ezekre ér-
telmes valaszt nem lehet adni a véarosfejlesztési és rendezési egyeztetések
és komplex varosi kontextusba helyezés nélkil.

Belsé6épitészet

Mind a négy fentebb bemutatott hasznositasi javaslat esetén kiilon ki
kell térni a belsé terek megjelenésére, igy arra a problémara, hogy a bel-
s6épitészet mennyiben szolgalja az eredeti anyagok megtartasat, eredeti
formak felidézését, és/ vagy mennyiben szolgalja a jelenlegi felhasznal6
igényét. Ehhez kapcsolédéan irdnymutaté, inspirativ irdsok jelennek meg
az ArchDaily folyéiratban, melynek egyes cikkei hatarozottan leteszik a
voksot a jelenlegi felhasznalo6t szolgélé épiiletbelsé mellett.'®

Latogatas, bemutatas és menedzselés

Mind a négy fejlesztési koncepcié megvalosulasa esetén a miiemlék
épiilet torténetének feldolgozasa, az adatok nyilvanos hozzaférhetésége,
kereshet6sége, valamint az épiiletegytittes épitéstorténete és a kapcsolédo
csaladtorténetek feltarasa szitkséges.

A latogathat6sag, elérhetGség és az tizemeltetés, menedzsment felada-
tai a hasznosités jellegétél fiiggéen is valtoznak. Ha a Pécs Varos Vagyon-
hasznosité Zrt. marad az épiilet kezelGje, az a Baro Hotel funkcio kivéte-
lével harom esetben, a bérl6i izemeltetéssel, részben a mai gyakorlatnak
megfeleléen képes azt kezelni. Miiemlékmenedzsmenti szempontbdl
viszont kivanatos volna szélesebb korti egyiittmiikodés az érintett tarsa-
dalmi, gazdaségi szereplékkel (pl. miazeum, pécsi galéria, underground
miivészeti kozosségek, tourinform stb.). A Biiro Hotel funkcié azonban
egyként kezeli a négy épuletet, kvazi hotelként, ez nem klasszikus bérle-
ményi hasznositas, hanem hoteltizemeltetés, ami a cég jelenlegi profiljatol
idegen. Tulajdonképpen nemcsak ezen valtozat, hanem a t6bbi esetében is
kimondhaté taldn, hogy hozzaért6, kompetens, azaz kell6 felhatalmazas-
sal is felruhazott site management feléllitdsa és miikodtetése hozhatja a
legidealisabb megoldast.

Osszefoglalas helyett

B A jobb sorsra érdemes, fizikai értelemben is varosi arculatot formal6
négy mtemléki épliletegyiittes lehetséges fejlesztési irdnyainak kidolgo-
zéasaval célom volt egyrészt megmutatni, hogy az miként illeszkedik a
kezelési tervhez mint rendszerszinti elképzeléshez. A cikksorozatnak
hatteret ad6 konyv az egyes koncepcidkat részletesen, épitészeti megfe-
lelések vizsgalataval egytitt tartalmazza. Lathattuk azt is, hogy a késébbi
hasznélat médja miként hat vissza a helyreallitas, funkciéadés lehetséges
mikéntjére és iranyaira. Ezzel azt szerettem volna hangstlyozni, hogy
maér az elsé 1épésnél latni kell a folyamat egészét, mely amugy iteraciok,
visszacsatoldsok szoros és kovetkezetes folyamata. A fejlesztések iranya

15 https://www.archdaily.com/971018/refurbishment-adaptive-reuse-and-extension-of-
apartments-in-mexico?ad_source=search&ad medium=projects_tab&ad_source
=search&ad_medium=search_result_all
https://futurearchitectureplatform.org/about/
https://www.archdaily.com/971945/architecture-and-unesco-rethinking-preservation-
and-cultural-heritage?ad content=971945&ad_medium=widget&ad name=editors-
choice
https://www.archdaily.com/959823/tourist-office-of-blaye-gayet-roger-architects?ad
medium=office_landing&ad _name=article
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lathatéan nem valaszthat6 el sem a haz fizikai allapotatoél, nyilvanval6an
a jelleget ado, lényeges értékek megérzésétsl sem, és attél sem, hogy az a
helyi kozosség, a helyi tarsadalom szaméara milyen szellemi kapcsol6dast
kinal. A fenntarthat6sag zéloga tehat egyszerre materialis és immateria-
lis sziikségletek kielégitése, a helyi tarsadalom igényeivel 6sszhangban,
a szakmatertiletek aldzatos, egymast ért6, ugyanakkor konstruktiv kozos
munkajéval.
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companies or groups, the comfort of both a
home and an office, and, on the other hand,
flexible office — event — accommodation pur-
pose in an elegant location in the city centre,
with architecturally functional solutions, as
well as the accompanying, additional servic-
es linked to these main uses (e.g. luggage stor-
age, lounge, hospitality, reception — customer
service).

Architectural compliance

of the four concepts

In the buildings the three (current) stair-
cases with lifts in two places (designed) and
a circular corridor around the passage will
grant access to the flats and to the office in
the central spaces. The restoration and pres-
ervation of the mural fragments revealed by
the restorer is justified and expected for the
residential function. Since these floors were
originally built for residential purposes, the
planned features, which involve the partition
walls and corridors and the highly significant
modernisation of the water, electricity and
heating systems, will allow an optimum in-
tegration of the building, while preserving its
structure.

An architectural feature is the intercon-
nectivity among the three blocks (17, 18.
Széchenyi Square and 1 Kirédly Str. are con-
nected on the 2™ floor, above the Nick Gal-
lery) and the interconnecting interior spaces
of the partly preserved residential flats, as
well as the roof terrace above the Nick Gal-
lery. A feature of the building’s recent history
is the commercial and hospitality premises
on the ground floor, which are retained un-
changed in each of the proposed uses.

Two architectural concepts aimed at the
incorporation of an external lift also suggest a
modern detail, bringing a new challenge into
the renovation.

The difficult access (pedestrian, cycling
in the city centre) and the lack of parking
spaces, as well as the impossibility of build-
ing new ones within 500 metres are the
Achilles’ heel of all these utilisation concepts.
They cannot be addressed in any meaningful
way without urban planning and zoning dis-
cussions and a complex urban context.

Interior design

For each of the four proposals for use de-
scribed above, the appearance of the interior
spaces should be specifically addressed and
thus it should tackle the issue of how far the
interior design serves to preserve the original
materials, to evoke original forms, and/or to
serve the needs of the current user. In this
context, guiding and inspiring articles are
published in the magazine ArchDaily, some
of which make a strong case for building inte-
riors that serve the current user.**

14 https://www.archdaily.com/971018/
refurbishment-adaptive-reuse-and-extension-of-
apartments-in-mexico?ad_source=search&ad_
medium=projects_tab&ad_source=search&ad_
medium=search_result_all
https:/futurearchitectureplatform.org/about/
https://www.archdaily.com/971945/architecture-
and-unesco-rethinking-preservation-and-
cultural-heritage?ad_content=971945&ad_
medium=widget&ad_name=editors-choice



Visit, presentation and management

All four development concepts require
the processing of the history of the listed
building, the public accessibility and search-
ability of the data, as well as the exploration
of the building’s architectural history and re-
lated family histories.

Accessibility to visit, operation and man-
agement tasks also vary depending on the
nature of the use. If the Pécs Varos Vagyon-
hasznosit6 Company remains the manager
of the building, it will be able to manage it,
with the exception of the Biiro Hotel func-
tion, in the three cases, partly in accordance
with current practice, with tenant operation.
From the point of view of historic building
management, however, a broader coopera-
tion with the social and economic stakehold-
ers (e.g. museums, Pécs gallery, underground
art communities, tourinform, etc.) would be
desirable. The Biiro Hotel function, however,
treats the four buildings as one, quasi-hotel,
which is not a classic rental use, but hotel
management, which is not in line with the
company’s current profile. In fact, not only
for this variant, but also for the others, it can
perhaps be said that the best solution is to set
up and operate a competent and therefore
empowered site management.

In lieu of conclusions

B By designing possible development di-
rections for the four listed buildings that
are physically shaping the urban land-
scape and do deserve a better fate, my aim
was to show how they fit into the man-
agement plan as a systemic concept. The
book that lies at the basis of the series of
articles contains a detailed description of
each concept, together with an analysis
of its architectural correspondences. We
have also seen how the way in which the
building is later used influences the pos-
sible ways and means of restoration and
functional use. The point I want to make
was that we need to see the whole process,
which is a tight and consistent process of
iterations and feedback, from the very first
step. The direction of development cannot
be separated from the physical condition of
the building, nor from the preservation of
the essential values that give it character,
or from the spiritual connection it offers to
the local community and society. The key
to sustainability is therefore to meet both
tangible and intangible needs, in line with
the needs of local society, through humble,
mutually understanding and at the same
time constructive cooperation between the
different disciplines.

https://www.archdaily.com/959823/tourist-
office-of-blaye-gayet-roger-architects?ad_
medium=office landing&ad_name=article
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B https://www.archdaily.com/971945/architecture-and-
unesco-rethinking-preservation-and-cultural-heritage?ad _
content=971945&ad_medium=widget&ad name=editors-choice.
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Magyarorszagi Nemzetkozi

Hungarian International

Kézéppontjaban: Kiemelked6 Egyetemes Erték (KEE)

Core: Outstanding Universal Valu(es)

problémaorientalt célorientalt (vizid)

problem-oriented target-oriented (vision)

részletekben elvesz6 nagyvonalq, attekinto

lost in details comprehensive, transparent
leird jellegii stratégiat épité
descriptive constructing a strategy

érintettek bevonasaval késziil

it is prepared with the involvement of stakeholders

kozponti szakmai ellendrzés mellett késziil

it is produced under central professional supervision

felépitése: kotelez6 médon szakmakra
tagolt fejezetek

felépitése: cél - stratégia — akcio -
eszkozrendszer egyensulyban

structure: forced chapters divided into
professions

its structure: a balance between goal -
strategy - action - tools

monitoring-kézpontu monitoringrendszer,
beavatkozasokhoz rendelt

indikatorokkal

focusing on monitoring monitoring system, with indicators

assigned to actions

7 évre késziil

prepared for 7 years

adatok folyamatos frissitése, feliilvizsgalata

continuous updating and reviewing of data

W 1. tdbldzat. A kezelési terv szemléletbeli eltérései a magyarorszdgi és nemzetkdzi gyakorlatban
© MESZAROS Bernadett

W Table 1. Differences in management plan approach in Hungarian and international practice
© Bernadett MESZAROS

2023| 01 103



Transsylvania - CERCETARE
nostra .«uraras
I. Helytorténeti értékek
. Local heritage
Jellemzék Fot6, dokumentacio
Attributes Photos, documentation

A szazadfordulés polgari varos lenyomata

The physical imprint of the turn-of-the-century bourgeois
city

Az épiiletek a polgari varos milidjét adjak, és a torténe-
tik is azt idézi

The buildings create the atmosphere of a bourgeois town
and their history evokes it

A varostorténet, a helytorténet része mint a Zsolnay
csalad torténetének a része

Part of the history of the town, part of the local history, as
part of the history of the Zsolnays

A mai fotér kialakulasaban az épiileteknek jelentos sze-
repiik van, korabban a Széchenyi téri hazak helye iires
piactér volt, a Kiraly utcai haz kétemeletes volt, passzazs
nem volt

Buildings play a significant role in the development of

the present-day main square: in place of the houses in
Széchenyi Square there were empty market squares, the
house on Kiraly Street was a two-storey building, there was
no arcade

Pécs, Széchenyi tér, 1880-90. © Csorba Gy6z6 Kbnyvtdr
City of Pécs, Széchenyi Square, 1880-90. © Csorba Gy6z6 Library

NICK Samuel egykori legendas s6r6zéje, mint jelentés
kotodést segito és kohézids elem

Ma ezt a hangulatot a szines éttermi kindlat adja vissza

Samuel NICK's former legendary pub as a significant bond-
ing and cohesive element

Today this atmosphere is gained by the diversity of the restaurants.

Attributumspecifikus kezelési stratégiak:

Az épiiletek torténetének feldolgozasa, kutatasa, beépitése a varostorténetbe és a Zsolnay-csaladtorténetbe.

Attribute-related management strategies:

Processing, researching and incorporating the history of the buildings into the history of the city and of the Zsolnays.

W 2. tdbldzat. A mlemlékek értékeinek bemutatdsa és a kezelés stratégidja. I. Helytorténeti értékek. © MESZAROS Bernadett
W Table 2. Presentation of the values of the historic buildings and the management strategy. I. Local heritage. © Bernadett MESZAROS
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I1. Kultartorténeti értékek

II. Cultural historical values

Jellemzék

Fotd, dokumentacio

Attributes

Photos, documentation

Epitészettorténeti érték

Architectural value

A budapesti Pdrizsi udvar mintajara épiilt az elsé vidéki
passzazs

Built on the model of the Paris Courtyard in Budapest, being the
first provincial passage

© MESZAROS Bernadett

A Széchenyi tér 16-18. szam alatti épiileteinek eredeti, az
1850-es években épiilt szerkezetei és klasszicista homlokzata

The original structures and neoclassical fagades of the buildings of
16-18 Széchenyi square, built in the 1850s

A Széchenyi tér 16. szam alatti haz emeleti nyitott folyosoit
hordozé konzolkovek és a fligg6folyosé megérzésre érdeme-
sek, jo allapotuak és esztétikai szempontbdl is jellemzo elemei
a belsé udvarnak

The corbels supporting the open corridors on the first floor of
the house at 16 Széchenyi square and the suspended corridor
are worth preserving, are in good condition and are aesthetically
characteristic elements of the inner courtyard

Széchenyi tér 16. Az emeleti teraszra nézo, szazadfordulérol
szarmazo nyilaszarok megtartasa javasolt

Széchenyi Square. It is recommended to retain the turn-of-the-
century windows overlooking the upstairs terrace

A Kiraly u. 1. kapualjaban talalt két késo gétikus nyilaszarokeret.
A Kiraly u. 1. sz. alatti, legkorabbi épiilet, melynek foldszintje
magaban foglal egy k6zépkori épiiletet. A kapualjban talalt
két késé gotikus nyilaszarokeret tanuskodik errol.

Megmaradt egy ives, élszedett kdkeret bal oldala és a hozza
csatlakozo fels6 szarkérész, szintén élszedett dllapotban. A
keretek kiilonb6z6 anyagu kovekbél épiiltek: kemény mészké,
homokkd, puha mészké, az égett rész kbanyaganak allapota
igen rossz.

Two late Gothic door frames found in the doorway of Kiraly Str. no. 1.
The earliest building at Kiraly Str. no. 1 is on the ground floor,
which includes a medieval building. Two late Gothic door frames
found in the doorway bear witness to it.

From these door frames only the left side of an arched, carved
stone frame and the attached upper flank remained, also carved.
The frames are built of stones of different consistency: hard
limestone, sandstone, soft limestone, the condition of the stone
material of the burnt part is very poor.

© MESZAROS Bernadett
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A Kiraly u. 1. nagy méret(i, osztott tablas franciaerkélye

A Kiraly u. 1. épiilet homlokzata eltér6 format mutat a
Széchenyi téri épiiletekétol. Nem két-, hanem haromszintes.
Tobb dekorativ falburkolé elem disziti, a k6zéptengely nagy
hangsulyt kapott a nagy méretii franciaerkélyekkel és a be-
jarati kapu kialakitasaval. A homlokzat romantikus jegyeket
mutat., A Kiraly utcara nézé homlokzat ablakai igen fontosak
az épiilet egészének megjelenése szempontjabdl. A kiilsé
rétegek mindenhol cseréltek, feltehetéen csak az els6 emeleti
erkélyajté szarmazik az 1860-as periédusbél... javasoljuk a
kiilsé ablakszarnyakat ujragyartani” (AMRK). A Nick-udvarra
nézo ablakok esetében csak egynél javasolt a csere, az eredeti
szerkezetek felGjitanddk - illetve feltjitasuk 2013-ban meg

is tortént. A kiilsé és belso nyilaszarok eredeti szinezése
vilagosbarna, s6tétebb arnyalatok az erés kornyezeti hatasok
(napsiités) miatt nem javasoltak.

The large, split-panel French windows in Kirdly Str. no. 1

The facade of the building at Kiraly Str. no. 1 has a different shape
from the buildings on the Széchenyi Square. The former has two
storeys, but the latter is a three-storey construction. It is decorated
with several decorative wall cladding elements; the central axis is
emphasized by large French windows and an entrance gate. The
facade has romantic features. “The windows on the facade facing
Kiraly Str. are very important for the appearance of the building as
a whole. The exterior layers have been replaced everywhere, pre-
sumably only the first-floor balcony door dates from the 1860s...
We recommend that the exterior window sashes be remanufac-
tured”” (AMRK). Only one of the windows overlooking the Nick
Court is proposed for replacement, the original structures were
proposed to be renovated - and in fact they were renovated in

2013. The original colour of the external and internal windows and
doors is light brown, darker shades are not recommended due to
high (solar) exposure.

© MESZAROS Bernadett

Koburkolatok és lépcs6haz
Széchenyi tér 18.: ives vorosmarvany lépcso és kapcsolodo
folyosorész

Stone paving and staircase
Széchenyi Square no. 18: curved red marble staircase and associ-
ated corridor

Széchenyi tér 17.: az 1910-es évekbdl szarmazé, belsd, kétszar-
nyu ajté, homokfuavott iivegbetéttel

Széchenyi Square no. 17: interior double-leaf door from the 1910s,
with sandblasted glass inlay

A részletek megorzése is erésiti a korhliséget és erdsiti a
kvalitasérzést.

Preserving details also reinforces authenticity and strengthens the
sense of quality.

© MESZAROS Bernadett
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Az arculatot meghatarozé6 foldszinti, kiilso, félkorives zaro-
dasu bejarati ajtok, kiilondsen a Széchenyi tér 18.-i épiilet
bejarati ajtaja, melynek kiilonlegessége a sok kis livegtabla, a
csiszolt livegszemekkel és az azokat elvalaszté vasracsozattal.

The ground-floor, semi-circular external entrance doors, which are
the dominant feature of the building, especially the entrance door
of the building at 18 Széchenyi square, distinguished by its several
small glass panels with polished glass grains and the iron grating
separating them.

© MESZAROS Bernadett

Attributumspecifikus kezelési stratégiak:

Az épitmények anyagainak és szerkezeteinek minél teljesebb (fizikai és kémiai tulajdonsagok) megismerését kovetéen a
fenntarthatosag megtervezése az ezeken alapulé program kidolgozasat teszi sziikségessé.

Attribute-related management strategies:

Once the materials and structures of buildings are assessed as thoroughly as possible (physical and chemical properties), sustain-
ability planning implies the development of a programme based on this assessment.

W 3. tdbldzat. A mlemlékek értékeinek bemutatdsa és a kezelés stratégidja. Il. Kulturtérténeti értékek. Epitészettorténeti érték. © MESZAROS Bernadett

W Table 3. Presentation of the values of monuments and management strategy. Il. Cultural historical values. Architectural values. © Bernadett MESZAROS

Il. Kulturtorténeti értékek

Il. Cultural historical values

Jellemzok

Foto, dokumentacio

Attributes

Photos, documentation

Miemléki érték

Monumental

value

A klasszicizmus és a szazadfordulds épitkezés viszonylag
épségben megorzott bizonyitékai

Relatively intact evidence of classicism and turn-of-the-century
architecture

Az elsé vidéki passzazs

The first provincial passage

Az emlékek jelent6s torténeti értékkel birnak, amelyet az
utékor szamara meg kell 6rizni.

Historic buildings have a significant historical value that must be
preserved for the future

Attribtitumspecifikus kezelési stratégiak:

A miiemléki értékek megorzésének feltételrendszere nem kiilonbozik az épitészeti értékek megorzésétol.

Attribute-related management strategies:

The conditions for the conservation of heritage assets are no different from those for the conservation of architectural assets.

W 4. tdbldzat. A mliemlékek értékeinek bemutatdsa és a kezelés stratégidja. Il. Kulturtérténeti értékek. Miiemléki érték. © MESZAROS Bernadett
W Table 4. Presentation of the values of historic buildings and management strategy. Il. Cultural historical values. Historical value. © Bernadett MESZAROS
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I1. Kulturtorténeti értékek

II. Cultural historical values

Jellemzok

Foto, dokumentacio

Attributes

Photos, documentation

Képzomiivészeti érték

Artistic value

A helyiségek diszit6festései kozott a Kiraly u. 1. szamu haz 2. és 3. emeletén
talalhat6 a legnagyobb 6sszefiiggd, rekonstrualhato feliilet.

Between the decorative paintings of the rooms, the largest contiguous restorable
surface can be found on the 2" and 3" floors of the house at 1 Kiraly Str.

© MESZAROS Bernadett

A falkutatas és restauratori munka feltarta a diszitéelemek eredeti szinét,
amely a terrakotta eredeti barnasvoros foldszine volt. Ez az elemek plasztikus-
sagat még jobban kiemelte.

A prébatisztitas lathatova tette a névényi sormintas ornamentika feliiletén azt,
hogy eredetileg a vas-oxiddal vorosesbarnara szinezett elemeket engobbal
vontak be.

The building fabric investigation and restoration work revealed the original colour
of the decorative elements, which was the original brownish-red earth colour of
terracotta. This further enhanced the plasticity of the elements.

The sample cleaning revealed on the surface the ornamentation with floral finger
patterns that the elements coloured reddish brown with iron oxide, were originally
engobed.

A mazatlan terrakotta épiiletkeramiak kiemelkedé jelentéségiivé teszik a
Kiraly u. 1. épiiletet (passzazs és homlokzat) - a Zsolnay-gyar 1860-as minta-
konyvének elemei.

The unglazed terracotta building ceramics make the building at 1 Kiraly Str. of out-
standing importance (passage and facade) - elements of the 1860 book of patterns
of the Zsolnay factory.

A BAZAR felirat anyagaban mint maztalan terrakotta diszitéelem is értéket
képvisel, ugyanakkor az épiilet legendas korabeli funkcidjara is utal,
azonositja azt.

A felirat kutatasakor mogotte fél méter atméroji vorosfenyé gerendazatot
talaltak.

The BAZAR inscription is also valuable as an unglazed terracotta ornamental
element, while at the same time it refers to the legendary function of the building at
the time, identifying it.

When the inscription was excavated, a half-metre-diameter larch beam was found
behind it.

© MESZAROS Bernadett
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rozettak az 1800-as évek masodik felébdl.

Foldszint, korabeli diszitéfestés, bemutatasa javasolt (a Mecsek cukraszdaban
ez ma megoldott tény, és a funkciénak készéonhetéen ,latogathaté”). : ——
Javasolt a foldszinti kapualj és nagyterem helyreallitasa, mellyel reprezentativ 1 =
tér nyerheté. Az utcai teremsorokban a megtalalt falfestések és rozettak kis
részleteinek helyreidllitasaval jelezheto a korabeli hangulat.

Széchenyi tér 16. alatti épiilet: foldszinti kapualj és nagyterem, falfestések és w‘\w
£

The building at 16 Széchenyi square: ground floor entrance hall and great hall, wall
paintings and rosettes from the second half of the 1800s. :
Suggested display of the period decorative painting on the ground floor (in the ol f"\
Mecsek confectionery this is executed today and it can be “visited” thanks to its ’ C
destination).

It was recommended to have the ground floor gateway and the main hall restored in or- '
der to create a representative space. The restoration of small details of the wall paintings

and rosettes found in the suite of rooms on the street side will give a past vibe. © MESZAROS Bernadett

Attributumspecifikus kezelési stratégiak:
A rendszeres monitoring alapjan, szakrestauratori karbantartassal biztosithaté a képzémiivészeti értékek fenntarthatésaga.

Attribute-related management strategies:
On the basis of regular monitoring, the sustainability of fine art heritage can be ensured through professional restoration and maintenance.

W 5. tdbldzat. A miiemlékek értékeinek bemutatdsa és a kezelés stratégidja. Il. Kulturtorténeti értékek. Képzémiivészeti érték. © MESZAROS Bernadett
W Table 5. Presentation of the values of monuments and management strategy. ll. Cultural historical values. Artistic value. © Bernadett MESZAROS

lll. Varosképi sajatossagok

[Il. Cityscape features

Jellemzok Fot6, dokumentacio

Attributes Photos, documentation

A Parizsi udvar mintdjara épiilt els6 vidéki passzazs

The first provincial passage following the model of the Paris
Courtyard (in Budapest)

Polgari foteret formalo épiiletblokk

Building block forming the bourgeois main square

A Kiraly u. 1. a romantikus épitészet szép példaja

1 Kiraly Str. is a fine example of romantic architecture

Eredeti Zsolnay épiiletdiszité6 motivumok, terrakotta
épiiletdiszek a homlokzaton

Original Zsolnay building decoration motifs, terracotta
building decorations on the facade © MESZAROS Bernadett

Attributumspecifikus kezelési stratégiak:
Az épiiletek megdrzése, a kornyezo beépitések megtartasa, a TAK és varosrendezés eszkozeivel. Valamint azonnali probléma-
elharitas! Az épiiletek allaganak megévasa!

Attribute-related management strategies:
Preservation of buildings and the surrounding built environment through the use of TAK (Townscape Design Manual) and urban plan-
ning. Immediate problem solving! Preservation of the fabric of buildings!

W 6. tdbldzat. A miiemlékek értékeinek bemutatdsa és a kezelés stratégidja. lll. Vdrosképi sajdtossdgok. © MESZAROS Bernadett
W Table 6. Presentation of the values of monuments and management strategy. lll. Cityscape features. © Bernadett MESZAROS

IV. Nyilvanossag szamara hozzaférheto értékek

IV. Values accessible to the public

Jellemz6k Fot6, dokumentacio

Attributes Photos, documentation

4 hasznalhato és hasznalatba vont miiemlék épiilet
4 listed buildings in use and occupied

Attributumspecifikus kezelési stratégiak:
A haz torténetének, valamint az épités és épitteto torténetének teljesebb bemutatasa.
A haz hasznalati médjanak az eredeti funkciot és szellemiséget tiikr6z6 mai megvalésitasa.

Attribute-related management strategies:
A more complete history of the house and the history of its construction and builder.
A presentation of how the house is used today, reflecting its original function and spirit.

W 7. tdbldzat. A miemlékek értékeinek bemutatdsa és a kezelés stratégidja. IV. Nyilvdnossdg szdmdra hozzdférheté értékek. © MESZAROS Bernadett
W Table 7. Presentation of the values of historic buildings and management strategy. IV. Publicly accessible values. © Bernadett MESZAROS
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European Quality Principles for EU-funded Interventions with
Potential Impact upon Cultural Heritage. Recommendations and

selection criteria, November 2020
(EXCERPTED VERSION — CONTINUATION)'

Principii europene privind calitatea in interventiile cu finantare din
fonduri europene cu impact potential asupra patrimoniului cultural.

Recomandari si criterii de selectie, noiembrie 2020
(VERSIUNE iN EXTRAS — CONTINUARE)'

Eurépai min6ségi elvek az EU altal finanszirozott, a kulturalis
orokségre lehetséges hatassal |év6 beavatkozasokra.

Ajanlasok és kivalasztasi kritériumok, 2020. november
(KIVONATOS VALTOZAT - FOLYTATAS)'

B Selection criteria for projects
with a potential impact on cultur-
al heritage

Our continually evolving envi-
ronment contains many cultural
heritage elements. Because cultur-
al heritage is a common good that
is not renewable nor replaceable,
these elements should be cher-
ished. To ensure that our generation
is able to “pay back what we bor-
rowed”, the following seven quality
principles and selection criteria for
interventions on cultural heritage
have been developed:

1. Knowledge-based
Conduct research and surveys
first of all

2. Public benefit
Keep in mind your responsibili-
ty towards society

3. Compatibility
Keep the “spirit of the place”

1 The first part of the present excerpted
version can be found in the previous is-
sue of the Transsylvania Nostra journal.
The excerpted version was prepared by
ICOMOS Hungary, originally published
in FEJERDY Tamés, ed. 2021. Kartdk
kényve 2011-2021. Budapest: ICOMOS
Magyar Nemzeti Bizottsaga, 297-305
[ed. note].
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B Criterii de selectie pentru pro-
iectele cu impact potential asu-
pra patrimoniului cultural

Mediul nostru, ce se afla in
continud evolutie, contine multe
elemente de patrimoniu cultural.
Pentru ca patrimoniul cultural este
un bun comun care nu este nici re-
generabil, nici inlocuibil, trebuie
sd pretuim toate aceste elemente.
Pentru a garanta ca generatia noas-
tra este capabila ,sd inapoieze ce
am imprumutat”, au fost elaborate
urmatoarele sapte principii de ca-
litate si criterii de selectie pentru
interventiile asupra patrimoniului
cultural:

1. Bazate pe cunoastere
Desfagurati intai cercetari gi
relevee

1 Prima parte a acestei versiuni in extras se
gaseste in numadrul anterior al revistei
Transsylvania Nostra, fiind o adaptare
a traducerii in roméana (de Magda TEO-
DORESCU) a documentului, pe baza
versiunii in extras pregatite de ICOMOS
Ungaria, publicatd in FE]ERDY Tamas,
ed. 2021. Kartdk kényve 2011-2021. Bu-
dapest: ICOMOS Magyar Nemzeti Bi-
zottsdga, 297-305. Versiunea completd,
tradusa in limba romana, este in curs de
publicare, de ICOMOS Roménia si Insti-
tutul National al Patrimoniului. [notd ed.]

M Kivdlasztasi kritériumok a kultu-
ralis orokségre lehetséges hatdssal
1évé projektek esetében

Folyamatosan 4talakulé kornye-
zettink szdmos kulturédlis o6rokségi
elemet tartalmaz. Mivel a kulturélis
orokség elemei olyan kozjavak, ame-
lyek nem megujithatok, és nem is p6-
tolhatok, ezeket az elemeket meg kell
becsiilni. Annak biztositasara, hogy
generacionk képes legyen tovédbbadni
azokat az értékeket, amelyeket 6rokbe
kapott, a kovetkez6 hét minéségi elv
és kivalasztasi kritérium kidolgoza-
sara kertlt sor a kulturalis 6rokséget
érint6 beavatkozasok szdmara:

1. Tuddsalapti megkozelités
Mindenekel6tt a kutatdsok és a
felmérések elkészitése

2. Tarsadalmi hasznossdag
A tarsadalom iranti felel6sség
szem el6tt tartasa

3. Kompatibilitas
A ,hely szellemének” megérzése

1 Jelen kivonatos valtozat els6 része a
Transsylvania Nostra folyoéirat el6z6 lap-
szdmdéban jelent meg. A magyar forditas
NAGY Gergelynek (ICOMOS Magyar
Nemzeti Bizottsag elnoke) koszonhetd.
Eredeti megjelenés: FEJERDY Tamés,
szerk. 2021. Kartdk kényve 2011-2021.
Budapest: ICOMOS Magyar Nemzeti Bi-
zottsaga, 297-305. [szerk. megj.]



4. Proportionality
Do as much as necessary, but as
little as possible
5. Discernment
Call upon skills and experience
6. Sustainability
Make it last
7. Good governance
The process is part of the success

This evaluation tool consists of
key questions that decision-makers
should ask themselves to assess the
quality of proposed projects with a
potential impact on cultural herit-
age and to determine whether such
projects are worthy of EU or other
funding.

There are different types of pro-
jects: small and large, public and
private, expensive and low-cost,
with direct and indirect impact on
cultural heritage. The quality prin-
ciples of the evaluation tool are
both heritage-based and process-re-
lated, and they should be assessed
by decision-makers responsible for
cultural heritage and those respon-
sible for the overall process and the
finances. The tool may also be use-
ful for civil society, and local and
heritage communities.

1. Knowledge-based

Conduct research and surveys first
¢ Is the heritage in danger or in need

of urgent conservation work?

* Have the heritage element and
its setting been researched and
surveyed prior to the formula-
tion of a project brief and prior
to the design of the project?
Have all relevant elements and
features of the cultural heritage
been identified? Is their history,
current physical condition and
values known and understood?
If not, are there actions planned
to identify these further?

* Has a cultural Heritage Impact
Assessment been carried out?
If so, was this undertaken by
independent experts with herit-
age skills? In cases where there
are several intervention options,
have they all been considered in
the cultural Heritage Impact As-
sessment?

2. Beneficiu public
Amintiti-vd de responsabilitatea
fata de societate
3. Compatibilitate
Pastrati ,,spiritul locului”
4. Proportionalitate
Faceti cét e necesar, dar cat mai
putin posibil
5. Discernamant
Apelati la calificari si experienta
6. Sustenabilitate
Faceti o interventie care sa dure-
ze in timp
7. Buna guvernare
Procesul este parte integranta a
succesului

Acest instrument de evaluare
consté in intrebari cheie pe care fac-
torii de decizie ar trebui sd gi le puna
pentru a evalua calitatea proiectelor
propuse cu impact potential asupra
patrimoniului cultural si pentru a
putea determina daca aceste proiec-
te merita sa fie finantate de UE sau
sd primeasca alte fonduri.

Existd diferite tipuri de proiecte:
mici gi mari, publice si private, costisi-
toare si necostisitoare, cu impact direct
si indirect asupra patrimoniului cul-
tural. Principiile de calitate ale acestui
instrument de evaluare sunt orientate
spre patrimoniu si spre proces. Prin ur-
mare, ar trebui utilizate atat de factorii
de decizie in domeniul patrimoniului,
cét si de factorii de decizie in materie
de proces si de finante. Instrumentul
poate fi util si pentru societatea civila,
precum si pentru comunitatile locale
si de patrimoniu.

1. Bazate pe cunoastere
Desfasurati intai cercetari si relevee

* Este patrimoniul in pericol sau
necesitd interventii urgente de
conservare?

* Au fost cercetate gi expertiza-
te elementul de patrimoniu si
cadrul sdu inainte de a elabora
tema de proiectare si conceptul
proiectului?

* Au fost identificate toate ele-
mentele relevante si caracteris-
ticile patrimoniului cultural?
Sunt istoria, starea fizica actuala
si valorile sale cunoscute si inte-
lese? Dacé nu, exista actiuni pla-
nificate pentru a le identifica?

= CHARTER
= CARTA
= KARTA

Transsylvania
nostra

4. Aranyossag
Csak annyit tenni, amennyi sziik-
séges, és az a lehet6 legkevesebb
legyen

5. J6 itéléképesség
A szakértelem és a tapasztalat
igénybevétele

6. Fenntarthatésag
Legyen tartés

7. Jo iranyitas
A folyamat a siker része

Ez az értékel6 eszkoz olyan lénye-
ges kérdésekbdl 4ll, amelyeket a don-
téshozoknak ©nmaguk szédmaéra kell
feltennitik, hogy értékeljék a kulturalis
orokségre lehetséges kihatassal 16vé,
javasolt projektek szinvonalat, és meg-
allapitsék, hogy ezek a projektek mél-
tok-e EU- vagy egyéb finanszirozésra.

Kiilonbo6z6 tipusi projektek 1étez-
nek — kicsi és nagy, allami és magan,
koltséges és koltségkiméls —, kozvet-
len és kozvetett kihatassal a kulturalis
orokségre. Az értékel6 eszkoz minGsé-
gi elvei orokségalaptiak, de ugyanak-
kor a megval6sulési folyamatokkal is
kapcsolatosak, és ezeket a kulturalis
orokségért felelds, valamint az alta-
lanos folyamatért és a pénziigyekért
felel6s dontéshozoknak kell kiértékel-
niiik. Az eszkoz hasznos lehet a civil
tarsadalom, valamint a helyi és az 6rok-
ségvédelmi kozosségek szdmara is.

1. Tuddsalapti megkozelités
Mindenekel6tt a kutatdsok és a felmé-
rések elkészitése

* A mtiemlék veszélyben van-e,
vagy slirg6s konzervalé munkara
szorul-e?
Megvizsgéltdk és felmérték-e az
orokségi elemet és annak kor-
nyezeti beagyazddasat a projekt
kidolgozasa és a projekt megter-
vezése el6tt?
Szémba vették-e a kulturalis 6rok-
ség Osszes relevans elemét és jel-
lemzéGjét? Ismerik-e és megértik-e
torténetiiket, jelenlegi fizikai al-
lapotukat és értékeiket? Ha nem,
terveznek-e intézkedéseket ezek
tovabbi szambavételére?
Készitettek-e a kulturélis orok-
ségre vonatkozo hatasvizsgalatot?
Ha igen, azt fliggetlen, orokség-
védelmi ismeretekkel rendelkezé
szakért6k végezték-e? Ha a be-

2023 |01 111



Transsylvania e
MNOStIa  -«arma

2. Public benefit
Keep in mind your responsibility to-
ward future generations
* Does the project explicitly recog-
nise cultural heritage as a com-

avatkozésra tobb lehet6ség is van,
mindegyiket figyelembe vették-e
a kulturélis 6rokségre vonatkozo
hatésvizsgalatban?

* S-a facut Evaluarea Impactului
asupra Patrimoniului cultural?
Daca da, a fost intreprins acest
lucru de catre experti indepen-

.....

mon good and responsibility?

Is the project in full conformity
with the relevant heritage legis-
lation and regulations? Or does
its approval require exemp-
tions?

* Is the project necessary to pre-

patrimoniului? in cazurile unde
existd mai multe optiuni de in-
terventie, au fost acestea toate
luate in considerare in Evalua-
rea Impactului asupra Patrimo-
niului cultural?

2. Tarsadalmi hasznossdg
A jové generdcick eldtti felelGsség
szem eldtt tartasa

A projekt gy tekint-e a kultura-
lis 6rokségre, mint kozjavakra és
mint kozos kotelességre?

A projekt teljes mértékben megfe-

serve the historic environment
and its cultural heritage for
future generations? In cases

lel-e a vonatkoz6 orokségvédelmi
jogszabélyoknak és szabalyzatok-
nak? Vagy a jovahagyasa igényel-e

2. Beneficiu public
Amintiti-va de responsabilitatea fatd
de generatiile viitoare

where projects mainly respond
to needs as currently perceived,
which may then evolve over
time and thus make the inter-
ventions redundant, are these
interventions potentially revers-
ible?

* Are all motivations and specific
interests for the project clearly
acknowledged?

» Will future generations continue
to have access to the full rich-
ness of the historic environment
and its cultural heritage after
the proposed intervention, or
will some features be lost? If so,
is this loss justified by public
benefit and how will it be per-
ceived/judged by future genera-
tions?

3. Compatibility

Keep the “spirit of the place”

* Will the intended use respect
the characteristics, architec-
tural composition and relevant
elements of the cultural herit-
age?

* Is the project respectful of the

historic environment and its

cultural heritage, in its setting
sizes, proportions, spaces, fea-
tures and materials, as well as

(former) use?

Does the project respond to peo-

ple’s needs in terms of cognitive

and physical accessibility?

Does the project uphold nation-

al and international cultural her-

itage standards and principles?

* Will the authenticity of the
cultural heritage/landscape be
maintained?
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* Recunoaste proiectul in mod expli-
cit patrimoniul cultural ca bun co-
mun §i responsabilitate comuna?
Proiectul respectd pe deplin le-
gile si reglementarile aplicabi-
le patrimoniului cultural? Sau
aprobarea sa necesita derogari?
* Este proiectul necesar pentru a
proteja cadrul istoric gi patrimo-
niul sdu cultural pentru generatii-
le viitoare? in cazurile in care pro-
iectele raspund in principal unor
nevoi percepute in prezent, care
pot evolua in timp si pot face ca
interventiile sa para redundante,
sunt aceste interventii potential
reversibile?

Sunt toate motivatiile si intere-

sele specifice proiectului clar

recunoscute?

* Vor continua generatiile viitoa-
re sa aiba acces la toatd bogatia
cadrului istoric i a patrimoniu-
lui sau cultural dupa interventia
propusa sau vor fi pierdute
unele trasaturi? Daca da, este
aceasta pierdere justificata de
beneficiul public si de cum va
fi perceputd/judecata aceasta de
catre generatiile viitoare?

3. Compatibilitate
Pastrati , spiritul locului”

* Utilizarea previzuta va respecta
caracteristicile, compozitia arhi-
tecturala si elementele relevante
ale patrimoniului cultural?

* Respecta proiectul cadrul istoric
si patrimoniul cultural, contex-
tul sdu, dimensiunile, proporti-
ile, spatiile, trasaturile si ma-
terialele, precum gi utilizarea
(originara)?

mentességeket?

Sziikségesnek tartja-e a projekt
a torténelmi kornyezetnek és a
kulturélis 6rokségnek a jové ge-
neraciéi szamdara valé megérzé-
sét? Olyan esetekben, amikor a
projektek féként a jelenlegi felfo-
gés szerinti igényeket szolgéljak —
melyek idé6vel atalakulhatnak, és
igy feleslegessé tehetik a beavat-
kozésokat —, a beavatkozasok po-
tencidlisan visszafordithat6k-e?
Figyelembe vették-e a projektet
alatdmaszt6 6sszes indokot és sa-
jatos szempontot?

A javasolt beavatkozds utin a
jovébeli generacidk tovébbra is
hozzaférhetnek-e a torténelmi
kornyezet és kulturdlis 6roksége
teljes gazdagségahoz, vagy elvesz-
nek-e egyes jellegzetességei? Ha
igen, igazolja-e ezt a veszteséget
valamely tarsadalmi hasznosség,
és hogyan fogjak azt felfogni/meg-
itélni a jov6 generdci6i?

3. Kompatibilitas
A, hely szellemének” megdrzése

A szandékolt hasznélat tiszte-
letben fogja-e tartani a kultura-
lis orokség jellemzéit, épitészeti
kompozici6jat és minden megha-
tdrozo elemét?

Tiszteletben tartja-e a projekt a
torténelmi kornyezetet és annak
kulturélis orokségét, tekintettel
van a méretekre, az ardnyokra,
a terekre, jellemzdire és anyaga-
ira, valamint (korabbi) hasznala-
tara?

Megfelel-e a projekt az emberek
igényeinek a kognitiv és fizikai
hozzéférhet6ség szempontjabol?



4. Proportionality
Do as much as necessary, but as lit-
tle as possible

Is the proposed project cautious
in its approach, in particular in
cases where works are irreversi-
ble or knowledge is insufficient
or currently unaffordable?

Is the project focused on repair
and conservation rather than
heavy transformation (i.e. in-
volving replacement of authentic
material)? Is the project “overdo-
ing” it and “overspending”?

Is the authenticity being pre-
served, in particular when the
project includes contemporary
new design to accommodate
(new) uses?

Is there balance, harmony and/
or controlled dialogue between
the cultural heritage and the
new elements?

5. Discernment
Call upon skills and experience

Is the project calling upon knowl-
edge from all relevant disci-
plines? Is it the result of a col-
lective and transdisciplinary
reflection?

* Does the project demonstrate the

designer’s understanding of the
cultural heritage, their creativity
to find balanced solutions, their
knowledge of materials and at-
tention to detail in their design?
Are the proposed technical in-
terventions well-tested? Can the
technical interventions be de-
scribed as state-of-the-art? Are
technical approaches with high
risks/uncertainties avoided?

Is the project fit for purpose and
tailor-made for this particular
cultural heritage?

Does the project reflect nation-
al, regional and local traditions,
standards and specificities?

Are small- and medium-size
conservation and building en-
terprises eligible to carry out the
project?

6. Sustainability
Make it last

How will the project impact on
the environment?

Proiectul rdspunde nevoilor oa-
menilor in ceea ce priveste ac-
cesibilitatea cognitiva si fizica?

Se ridica proiectul la standar-
dele si principiile nationale si
internationale in materie de pa-
trimoniu cultural?

Va fi pastratd autenticitatea pa-
trimoniului/peisajului cultural?

4. Proportionalitate
Faceti atat cat este necesar, dar cat
mai putin posibil

Este abordarea propusd de pro-
iect suficient de precautd, in
special in cazurile in care lucra-
rile sunt ireversibile sau cunos-
tintele nu sunt suficiente sau
sunt inaccesibile in prezent?

Se concentreaza proiectul mai
curdnd pe reparatii si conserva-
re decét pe transformari radicale
(implicAnd inlocuirea materiale-
lor autentice)? Se ,exagereaza”
in termeni de lucrari sau cheltu-
ieli in proiect?

Se pastreaza autenticitatea, mai
ales atunci cand proiectul inclu-
de un nou design contemporan
pentru a face loc unor (noi) uti-
lizari?

Exista echilibru, armonie si/sau
dialog controlat intre patrimo-
niul cultural si noile elemente?

5. Discernamant
Apelati la calificari si experienta

Apeleazd proiectul la cunostinte
din toate disciplinele relevante?
Este el rezultatul unei reflectari
interdisciplinare si colective?
Demonstreaza proiectul intele-
gerea proiectantului in ceea ce
priveste patrimoniul cultural,
creativitatea lui de a gési solutii
echilibrate, cunoagterea materi-
alelor si atentia la detalii in pro-
iectare?

Sunt propunerile pentru inter-
ventiile tehnice testate? Pot in-
terventiile tehnice sa fie descri-
se ca fiind corespunzitoare cu
stadiul actual al tehnologiei? Se
evitd abordarile tehnice cu risc
ridicat/nesigure?

Este proiectul adaptat scopului

niu cultural specific?
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Betartja-e a projekt a nemzeti és
nemzetkozi kulturdlis orokségi
normaékat és elveket?
Megmarad-e a kulturalis 6rokség/
t4j hitelessége?

4. Aranyossag
Csak annyit tenni, amennyi sziiksé-
ges, és az a lehetd legkevesebb legyen

Megkozelitésében koraltekin-
t6-e a javasolt projekt, killonosen
azokban az esetekben, amikor a
beavatkozéasok visszafordithatat-
lanok, vagy a szaktudas nem elég-
séges, vagy éppen akkor megfizet-
hetetlen?

A projekt inkabb a javitisra és
a konzervélasra 6sszpontosit-e,
szemben a jelentds atalakitasokkal
(mint pl. amelyek hiteles anyagok
elbontaséval jarnak)? Esetleg a pro-
jekt ,tilzasokba megy”, és ,tilkol-
tekez6”?

Megoérzi-e a hitelességét, killono-
sen, ha a projekt kortérs, 4j di-
zajnt tartalmaz az (4j) hasznélati
moédok befogadasara?

Létezik-e megfelel6 egyenstly,
harménia és/vagy ellenérzott kol-
csonhatés a kulturélis 6rokség és
az 0j elemek kozott?

5. J6 itéléképesség
A szakértelem és a tapasztalat igény-
bevétele

A projekt felhasznélja-e valameny-
nyi relevans tudomanyag tudas-
anyagat? A tudédsanyag kollektiv
és transzdiszciplindris megalapo-
zottsagu-e?

A projekt bizonyitja-e a tervezd
jartassagat a kulturalisorokség-
védelem szakteriiletén, rendel-
kezik-e megfelel6 kreativitassal
a kiegyensilyozott megoldasok
megtalalasahoz, alkalmas anyag-
ismerettel, és a tervezés soran va-
I6ban odafigyel-e a részletekre?

A javasolt miiszaki beavatkoza-
sok korabban bevalt megoldasok?
Az alkalmazott miiszaki beavat-
kozasok tekintheték-e a legkor-
szeribbeknek? Elkertlik-e a nagy
kockazatt/bizonytalansaggal jaro
miiszaki megoldésokat?

A projekt alkalmas-e a szadndékolt
célra, és megfeleléen egyedi-e az
adott kulturalis 6rokség szamara?
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* Has an independent Environ- * A projekt tiikkrozi-e a nemzeti, re-

mental Impact Assessment been
carried out? Were the conclu-
sions taken into account in the
project?

Have the local inhabitants and
heritage communities been con-
sulted and involved in the pro-
ject and its development? Were
their considerations taken into
account?

Does the project take future main-
tenance into account? Is there a
strategy for maintenance (post-
project)?

Is there a long-term strategy for
the post-project management of
the cultural heritage, in particu-
lar when new use is proposed?

7. Good governance

The process is part of the success

* Is there a clear understanding
of which experts and local and
national authorities have to be
included at each step of the pro-
cess?

* Is risk assessment and mitiga-
tion, with the implication of
heritage professionals, an inte-
gral part of the project?

* Will a monitoring system be in
place during and after the pro-
ject implementation?

* Does the project include ade-

quate provisions for contingen-

cy and flexibility in case of un-
expected events or discoveries?

Does the project include heritage

conservation and management

training and promotion (dis-
semination/sharing) of knowl-
edge?

e Is the project part of an inte-
grated sustainable development
strategy?
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traditiile si normele nationale,
regionale si locale?

Sunt intreprinderile mici si mijlo-
cii de constructii si de conservare
eligibile pentru a realiza proiectul?

6. Sustenabilitate
Faceti o interventie care sa dureze
in timp

Care va fi impactul proiectului
asupra mediului?

A fost efectuata o evaluare inde-
pendentda a impactului asupra
mediului? Au fost luate in con-
siderare constatarile in cadrul
proiectului?

* Au fost consultati si implicati lo-

calnicii si comunitatile de patri-
moniu in proiect gi dezvoltarea
acestuia? Au fost luate in consi-
derare parerile lor?

Ia proiectul in considerare vii-
toarele lucrari de intretinere?
Exista o strategie (post-proiect)
de intretinere?

Existd o strategie pe termen lung
de management post-proiect pen-
tru patrimoniul cultural, in speci-
al cand se propun noi utilizari?

7. Buna guvernare
Procesul este parte integranta a suc-
cesului

Este clar inteles ce experti gi care
autoritati locale si nationale tre-
buie incluse in fiecare etapa a
procesului?

Este evaluarea si atenuarea riscu-
lui, cu implicarea profesionistilor
in domeniul patrimoniului, o par-
te integranta a proiectului?

Va exista un sistem de monito-
rizare pe durata si dupa imple-
mentarea proiectului?

Include proiectul prevederi adec-
vate si flexibile pentru cazuri
neprevazute gi descoperiri ne-
asteptate?

Include proiectul programe de
formare profesionala in conser-
varea si gestionarea patrimoniu-
lui, ¢i promovare (diseminare/
schimb) de informatii/cunostinte?
Este proiectul parte dintr-o strate-
gie integrata de dezvoltare suste-
nabila?

giondlis és helyi hagyomanyokat,
szabvanyokat és sajatossdgokat?

* A kis és kozépméreti mitiem-
1ék-konzervalé és épitési vallalko-
zasok jogosultak-e a projekt vég-
rehajtaséra?

6. Fenntarthatésag
Legyen tartds

* Milyen hatassal lesz a projekt a
kornyezetre?

» Végeztek-e fiiggetlen kornyezeti
hatéasvizsgalatot? Figyelembe vet-
ték-e annak megallapitasait a pro-
jekt soran?

* Konzultaltak-e a helyi lakosokkal
és az Orokségiiket 6rz6 kozossé-
gekkel, bevontak-e 6ket a projekt-
be és annak kialakitasaba? Figye-
lembe vették-e érdekeiket?

* A projekt figyelembe veszi-e a
hossza tavi fenntarthat6sagot?
Létezik-e (projekt utani) kezelési
stratégia?

* Létezik-e hosszii tava stratégia a
projekt megvalésitasa utén a kultu-
ralis 6rokség kezelésére, killonosen
akkor, ha funkci6véltast javasolnak?

7. J6 iranyitas
A folvamat a siker része

* Kell6en feltartak-e, hogy mely
szakértGket és mely helyi és orszé-
gos hat6sagokat sziikséges bevon-
ni a teljes folyamat egyes szaka-
szaiba?

* Szerves része-e a projektnek az
orokségvédelmi szakemberek be-
vonasaval készitett kockéazatérté-
kelés és -csokkentés?

* Lesz-e monitoringrendszer a pro-
jekt végrehajtasa alatt és utan?

* A projekt tartalmaz-e megfelel6
tartalékkeretet a bekovetkez6 va-
ratlan események kezelésére vagy
elére nem lathaté kutatési felada-
tok/eredmények programhoz valé
rugalmas illesztésére?

* Tartalmaz-e a projekt mtiemlék-
védelmi és miemlékfenntartdi
képzést, és foglalkozik-e a megfe-
lel6 szinvonalu tdjékoztatassal (az
ismeretek terjesztésével/megosz-
tasaval)?

* Része-e a projekt egy integralt,
fenntarthato fejl6dési stratégianak?
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The 185™ Anniversary
of the Architect Ferenc SCHULCZ's Birth’
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nostra

185 de ani de la nasterea arhitectului Ferenc SCHULCZ

185 éve szliletett SCHULCZ Ferenc épitész

M Today, the name of Ferenc SCHULCZ
does not ring as familiar as that of
Frigyes SCHULEK or Imre STEINDL,
although just like the latter two, he
had been one of the first architects
mentioned among the disciples of
Friedrich VON SCHMIDT. Moreover,
SCHULCZ also belonged to the
group of Hungarian intellectuals
and professionals who researched
and documented the historic build-
ings of Hungary even before institu-
tions for their protection were estab-
lished in the country (1872).

He was born in Pécs on 22 March
1838 and, tragically, died on 21 Oc-
tober 1870, aged only 32. His father
was a master carpenter and ma-
chinist, while his two brothers also
worked in the building industry.

SCHULCZ began his university
studies at the architecture section of
the Academy of Fine Arts in Vienna
when he was 22 years old. He was a
fellow student of Frigyes SCHULEK,
Imre STEINDL, and others. SCHULCZ
gained recognition by receiving the
Academy’s Fiiger Prize in two con-

1 Hungarian Museum of Architecture and
Monument Protection Documentation
Center, Monument Protection Documen-
tation Department, Budapest, Hungary.

2 The article appeared originally in Hun-
garian on 22 March 2023, on the Hun-
garian Museum of Architecture and
Monument Protection Documentation
Center website: https://memmdk.hu/
cikkek/evfordulok/185-eve-szuletett-
schulcz-ferenc-epitesz.

B Astdzi, numele lui SCHULCZ
nu sund la fel de familiar ca cel
al lui Frigyes SCHULEK sau al lui
STEINDL, degi a fost cAndva unul
dintre primii arhitecti, alaturi de
cei doi mentionati mai sus, ai ca-
ror nume se pomeneau ca studenti
ai lui Friedrich VON SCHMIDT.
De asemenea, SCHULCZ a ficut
parte din grupul de intelectuali si
profesionigti maghiari care cerce-
tau si documentau monumentele
Regatului Ungariei chiar inainte de
infiintarea cadrului institutional
pentru protectia monumentelor is-
torice (in 1872).

S-a nascut pe 22 martie 1838 la
Pécs, Ungaria si a murit tragic la
varsta de numai treizeci si doi de
ani, pe 21 octombrie 1870. Tatal sdau
a fost maistru dulgher gi mecanic,
iar fratii sdi au lucrat améindoi in
constructii.

SCHULCZ si-a inceput studiile
universitare la Academia de Arte
Frumoase, sectia arhitectura din
Viena la varsta de douazeci si doi
de ani, unde a fost coleg, printre

1 Colega Muzeului Maghiar de Arhitectu-
rd si Centrului de Documentare a Pro-
tectiei Monumentelor Istorice, Budapes-
ta, Ungaria.

2 Articolul a aparut originar in limba ma-
ghiara, in data de 22 martie 2023, pe
pagina de web a Muzeului Maghiar de
Arhitecturd si Centrului de Documen-
tare a Protectiei Monumentelor Istorice:
https://memmdk.hu/cikkek/evfordulok/
185-eve-szuletett-schulcz-ferenc-epitesz.

B SCHULCZ Ferenc neve ma nem
cseng annyira ismerésen, mint
SCHULEK Frigyesé vagy STEINDL
Imréé, pedig anno az emlitett két
épitész mellett az els6k kozott sze-
repelt, ha VON SCHMIDT Friedrich
tanitvanyait emlegették. SCHULCZ
emellett azon hazai értelmiségi
és szakmai csoporthoz tartozott,
amely még azel6tt kutatta és doku-
mentalta hazdnk mtemlékeit, mi-
el6tt megalakult volna az intézmé-
nyes miiemlékvédelem (1872).

1838. marcius 22-én sziletett
Pécsett és tragikus médon mind-
Odsszesen harminckét évesen, 1870.
oktéber 21-én halt meg. Edesapja
acsmester és gépész volt, valamint
fivérei is mindketten az épitéipar-
ban helyezkedtek el.

SCHULCZ egyetemi tanulma-
nyait a bécsi Képzémiivészeti Aka-
démia épitészeti szakosztilyan
kezdte meg huszonkét éves kora-
ban, ahol tobbek kozott a méar emli-
tett SCHULEK Frigyes és STEINDL
Imre didktarsa volt. Akadémiai ta-
nulmanyai soran — figyelemfelkelt4
modon — egymas utani két évben,

1 A Magyar Epitészeti Mizeum és Mii-
emlékvédelmi Dokumentéciés Kozpont
Mdtemléki Dokumentaciés Osztalyanak
munkatarsa, Budapest.

2 Eredeti megjelenés 2023. marcius 22-én
a Magyar Epitészeti Mitzeum és M-
emlékvédelmi Dokumentéciés Kozpont
honlapjan: https://memmdk.hu/cikkek/
evfordulok/185-eve-szuletett-schulcz-
ferenc-epitesz.
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B 1. abra. Szatmar megyei bejaras vazlataibél. Erddd, 1864. © MEM MDK, Tervtar, ltsz. K 13460
W Fig. 1. Din schitele realizate cu ocazia vizitelor in comitatul Satmar. Ardud, 1864. © MEM MDK,

Tervtar, nr.inv. K 13460

M Fig. 1. From the sketches made during visits in Sdtmar County. Ardud, 1864. © Hungarian Museum
of Architecture and Monument Protection Documentation Center, Tervtar, inv. no. K 13460

secutive years during his studies,
in 1862 and 1863. The prize was
founded in memory of the Acad-
emy’s former director, Professor
Heinrich Friedrich FUGER, in 1819
— a year after his death — and has
been awarded annually since then
to one of the applicant students.
This accolade can be obtained by
students showing exceptional draw-
ing talent and skills, as the late pro-
fessor deemed these abilities very
important.

SCHULCZ was also a member of
the Wiener Bauhtitte, a group found-
ed by enthusiastic young architects
of the time, interested in mediaeval,
mainly Gothic architecture. Hence, it
isnosurprise that SCHULCZ studied at
the Academy mostly with Friedrich
VON SCHMIDT, as did many other
Hungarian students at the time. His
teacher’s appreciation of SCHULCZ
is perhaps most evident in the fact
that in 1868, at SCHMIDT’s sugges-
tion, he was assigned to supervise
the reconstruction of the mediaeval
castle in Hunedoara®. Work started
according to the designs elaborated

3 At the time part of the Hungarian King-
dom, today in Romania [ed. note].
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altii, cu Frigyes SCHULEK si Imre
STEINDL. in timpul studiilor sale
la Academie, a fost distins cu Pre-
miul ,,Fliger”, intr-un mod remarca-
bil, doi ani la rAnd, in 1862 si 1863.
Acest premiu a fost fondat in memo-
ria profesorului Heinrich Friedrich
FUGER, fost director al academiei,
in 1819, la un an dupa moartea sa,
si este acordat studentilor aplicanti
in fiecare an pana in prezent. Pre-
miul se acorda studentilor care se
remarca prin talentul si cunostinte-
le lor de desen, o competentd pe
care regretatul profesor o considera
foarte importanta.

SCHULCZ a fost, de aseme-
nea, membru al asociatiei Wiener
Bauhiitte, un grup infiintat de tineri
arhitecti care erau entuziasmati de
arhitectura medievala, in special cea
goticd. Prin urmare, nu este surprin-
zator faptul ca SCHULCZ a studiat
la Academie mai ales sub indruma-
rea lui Friedrich VON SCHMIDT, la
fel ca multi alti studenti maghiari
din acea vreme. Aprecierea lui SC-
HULCZ de catre profesorul sau este
poate cea mai evidenta in faptul ca
in 1868, la sugestia lui SCHMIDT, i
s-a incredintat reconstructia Caste-
lului Hunedoarei. Lucrarile au fost

W 2. abra. Felmérési rajz és részletek Szinérvéralja
fatemploméahoz, 1864. © MEM MDK, Tervtar, Itsz.
K13192

W Fig. 2. Releveu si detalii pentru biserica de lemn
din Seini, 1864. © MEM MDK, Tervtar, nr. inv.
K13192

W Fig. 2. Survey drawing and details for the wood-
en church in Seini, 1864. © Hungarian Museum
of Architecture and Monument Protection Doc-
umentation Center, Tervtdr, inv. no. K 13192

1862-ben és 1863-ban is neki {télték
az akadémiai Fiiger-dijat. Ezt a dijat
FUGER Heinrich Friedrich profesz-
szor, az akadémia egykori igazga-
téja emlékére alapitottdk a haléla
utdni évben, 1819-ben, és egészen
a mai napig minden évben kioszt-
jak a pélyazo didkok kozott. Olyan
hallgatékat tintetnek ki vele, akik
kiemelkednek rajzi tehetségiikkel
és tudasukkal, mivel a hajdani pro-
fesszor nagyon fontosnak talélta e
készséget.

Emellett SCHULCZ is tagja volt
a Wiener Bauhiittének, amely cso-
portot a kor oly lelkes fiatal épi-
tészei alapitottak meg, akiknek
az érdeklédése a kozépkori épité-
szet, kiemelten a gotika felé ira-
nyult. Nem meglepé tehat, hogy
SCHULCZ az Akadémién t6bbnyi-
re VON SCHMIDT Friedrich mellett
végezte tanulmanyait, mint akkori-
ban sok mas magyar hallgaté is. Ta-
nardnak elismerése SCHULCZ felé
talan abban mutatkozik meg leg-



by SCHULCZ, and upon his death,
Imre STEINDL took over his posi-
tion.

SCHULCZ repeatedly published
his drawings made during surveys
and road trips in various albums is-
sued by the Wiener Bauhiitte group.
In 1866, he won a two-year schol-
arship and was sent to Spain as
“professor SCHMIDT’s most promi-
nent disciple”, but he also travelled
through Germany, Switzerland, Ita-
ly, and France. In 1870, he delivered
a lecture to the Hungarian Associa-
tion of Engineers and Architects, in
which he spoke about his travel and
especially about Spanish mediaeval
architecture, using his own illustra-
tions to incite the vivid interest of
the audience. For his book on the
historic buildings of Girona, he was

= ANNIVERSARY
= ANIVERSARE
= EVFORDULO

demarate pe baza planurilor sale, iar
dupa moartea sa, Imre STEINDL i-a
preluat functia.

Si-a publicat in mod repetat de-
senele de studiu si de célatorie in
albume editate de sus-numita aso-
ciatie Wiener Bauhiitte. in 1866, a
castigat o bursa de doi ani si a fost
trimis ca ,cel mai bun student al
profesorului Schmidt”, dar a calato-
rit gi in Germania, Elvetia, Italia si
Franta. In 1870, a tinut o prelegere
despre calatoriile sale, cu ilustratii
proprii, in fata Societatii Maghiare
a Inginerilor si Arhitectilor, cu ac-
cent special pe arhitectura medie-
vala spaniola, care a avut un mare
succes. Pentru cartea sa despre mo-
numentele din Girona, a fost ales
membru corespondent al Academi-
ei de Arte din Madrid.

Transsylvania
nostra

inkédbb, hogy 1868-ban SCHMIDT
javaslatara 6t biztdk meg a vajda-
hunyadi var kiépitésének a veze-
tésével. A tervei alapjan meg is
kezdték a munkékat, majd halala
utdn STEINDL Imre vette at a po-

A mar emlitett Wiener Bauhiitte
altal kiadott albumokban t6bbszor
publikalta felmérési és ttirajzait.
1866-ban kétéves tsztondijat nyert
és mint ,Schmidt tanar legjele-
sebb tanitvdnyat” Spanyolorszégba
kiildték, de utazasai soran jart Né-
metorszagban, Svajcban, Italidban
és Franciaorszagban is. A Magyar
Mérnok- és Epitész-Egylet szama-
ra 1870-ben sajat illusztracidival
szinesitett el6adast tartott utazasa-
r6l, kiemelten a spanyol kézépkori
épitészetrél, amellyel nagy sikert
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m 3. dbra. Vajdahunyad helyszinrajza 1880 novemberében, SCHULCZ koréabbi rajza nyoman. © MEM MDK, Tervtar, Itsz. K 9889

M Fig. 3. Plan de situatie Hunedoara in noiembrie 1880, dupd un desen anterior al lui SCHULCZ. © MEM MDK, Tervtar, nr. inv. K 9889

M Fig. 3. Site plan of Hunedoara in November 1880, based on an earlier drawing by SCHULCZ. © Hungarian Museum of Architecture and Monument Protec-
tion Documentation Center, Tervtar, inv. no. K 9889

202301 117



Transsylvania L ANNERSARE
MOStra  -evrorouto

elected a corresponding member of
the Madrid Academy of Art.

During his career, he surveyed
and documented numerous historic
buildings located within the territo-
ry of the historical Hungarian King-
dom. Among others, he dealt with
the Ottoman heritage of his home-
town. In 1865, he was assigned by
the Hungarian Academy of Scienc-
es, together with Fléris ROMER and
Imre HENSZLMANN, to research
the historic buildings of the (his-
torical) counties of Bereg, Ugocsa,
Maramures, Satmar.* He devoted his
attention not only to the castle in
Hunedoara but also to other major
mediaeval historic buildings in Tran-
sylvania, such as the castles in Alba
Iulia, Cetatea de Balta, Sighisoara,
and Gogan-Varolea. In October 1870,
he was appointed full professor at
the Royal Joseph University in Buda-
pest; however, he died unexpectedly
during the same month.

His sudden death has cut short a
very illustrious career, which could
have been truly exceptional. One of
the most remarkable aspects of his
oeuvre and of the esteem he enjoyed
was that, despite his young age, he
was supposedly destined to head
the future committee on historic
building conservation.

Pe parcursul carierei sale, a cer-
cetat si documentat numeroase mo-
numente istorice de pe teritoriul
Ungariei istorice. Printre altele, s-a
ocupat si de patrimoniul turcesc
din orasul siu natal. In 1865, im-
preund cu Fléris ROMER si Imre
HENSZLMANN a primit sarcina de
la Academia Maghiara de Stiinte sa
cerceteze monumentele istorice din
comitatele Bereg, Ugocea, Maramu-
reg i Satmar. A lucrat nu numai la
Castelul Hunedoarei, ci si la alte
monumente medievale importante
din Transilvania, precum Alba Iu-
lia, Cetatea de Baltd, Sighigoara si
Gogan-Varolea. in octombrie 1870,
a fost numit profesor titular la Uni-
versitatea Tehnica Iosif din Bu-
dapesta, dar a murit in mod neas-
teptat in aceeagi luna.

Moartea sa brusca a intrerupt o
cariera promititoare, ceea ce ar fi
trebuit sa fie o activitate excepti-
onald. Unul dintre cele mai izbi-
toare aspecte ale operei sale si ale
recunoasterii sale este faptul ca, in
ciuda varstei sale fragede, se presu-
pune ca a fost destinat sa conduca
comisia care urma si fie infiintata
pentru protectia monumentelor is-
torice.

aratott. Girona varosanak mtiemlé-
keirél irt konyvéért a madridi mi-
vészeti akadémia levelez6 tagjava
valasztottak.

Pélyafutdsa alatt szdmos mi-
emléket felmért, dokumentélt a
torténelmi Magyarorszag teriiletén.
Egyebek mellett példaul foglalko-
zott sztilévarosadnak torok kori em-
lékeivel. 1865-ben a Magyar Tudo-
ményos Akadémia megbizisabdl
ROMER Fléris és HENSZLMANN
Imre tarsasdgdban Bereg, Ugocsa,
Méramaros és Szatmar varmegyék-
ben kutatta a mtiemlékeket. Nem
csak a vajdahunyadi varral, de mas
jelentds erdélyi kozépkori mitiem-
lékkel is foglalkozott gy, mint
Gyulafehérvér, Kukiillévar, Seges-
var és Géganvaralja. 1870 okt6beré-
ben kinevezték a Jozsef Miiegyetem
rendes tanaravd, de még ebben a
hénapban vératlanul elhunyt.

Hirtelen bekovetkezett halala
egy igen fényes karriert és egy ki-
vételesnek igérkezé életpalyat sza-
kitott meg. Addigi munkassaganak
és megbecsiiltségének egyik legjele-
sebben mutatkoz6 ténye, hogy fia-
tal kora ellenére allitélag 6t szantak
a felallitand6 mtemléki bizottsag
élére.

Bibliografia és abrak forrasa / Bibliografie si sursa figurilor / Bibliography

and source of figures

W *** MEM MDK — Magyar Epitészeti Mtizeum és Mtiemlékvédelmi Dokumentaciés Kozpont [Muzeul Maghiar
de Arhitectura si Centru de Documentare a Protectiei Monumentelor Istorice / Hungarian Museum of Archi-
tecture and Monument Protection Documentation Center]|, Tudomanyos irattar [Arhiva Stiintifica / Document
Archives]; Tervtar [Arhiva Tehnica / Print&Drawing Archives].

B SISA Jozsef. Schulcz Ferenc-életrajz, in Mtivészettorténészek, mtivészeti irdk, épitészettorténészek, épitészeti
szakirdk lexikona, kézirat [manuscris / manuscript]. MEM MDK, Tudomaényos Irattar, Lymbus, ltsz. [nr.inv./inv.

no.] K 2005.

4 Today, the latter two are part of Romania [ed.
note].
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In memoriam Peter DERER

B Professor, author, supporter of
the profession and of his fellow col-
leagues, defender of cultural and
built heritage, President of the Un-
ion of Architects (2004-2007; 2009-
2012), urban planner Peter DERER
passed away on April 18, 2023.

Peter DERER graduated from the
“Ion Mincu” Institute of Architec-
ture in 1963 and furthered his edu-
cation at the urban planning section
of the Royal Danish Academy of
Fine Arts in Copenhagen in 1967-68
and at the Ministry of Housing Con-
struction, Stockholm.

In 1964, he joined the higher ed-
ucation system in the urban plan-
ning department, where he taught
courses and workshops for over
twenty years. He supervised doc-
torates, participated in specialized
juries, and published works on ar-
chitectural history and theory both
domestically and internationally.

Peter DERER was deeply invest-
ed in the evolution of the profes-
sion, engaging in the activities of
professional organizations as Pres-
ident of the Union of Architects.
He contributed to public life as
the Chief Architect of Bucharest in
1996, and to design and research
through projects such as the resto-
ration of the centre of Baia Mare, the
Roman Catholic Archdiocese Palace
in Bucharest, the Roman Castrum in
Turnu Severin, and documentation
for restoration and repair interven-
tions in central Bucharest.

His contributions were funda-
mental to the development of the
architect and urbanist profession
during a period of redefinition of
practice, and we thank him for his
dedicated efforts.

1 Originally published in: https://oar.archi/
stiri/in-memoriam-peter-derer/ [with minor
changes (ed. note)].

B Profesor, autor, sustinator al
profesiei si al colegilor de breasla,
aparator al mostenirii culturale si
a patrimoniului, presedintele Uni-
unii Arhitectilor (2004-2007; 2009-
2012), arhitectul wurbanist Peter
DERER s-a stins din viatd in 18
aprilie 2023.

Peter DERER a absolvit Institu-
tul de Arhitecturi ,Ion Mincu” in
1963 si s-a perfectionat la sectia de
urbanism a gcolii Regale de Arte
din Copenhaga in 1967-68 gi la Mi-
nisterul Constructiilor de Locuinte,
Stockholm.

in 1964, s-a integrat in sistemul
de invatamant superior, in catedra
de urbanism, si a tinut cursuri si
ateliere pe parcursul a peste doua-
zeci de ani. A Indrumat doctorate, a
facut parte din jurii de specialitate
si a publicat istorie si teorie de ar-
hitectura atat in tara cét si in strai-
natate.

Peter DERER s-a preocupat de
evolutia profesiei, implicAndu-se in
activitatea organizatiilor profesio-
nale ca presedinte al Uniunii Arhi-
tectilor; in viata publica, in calitate
de arhitect sef al Bucurestiului in
1996; si in proiectare si cercetare,
prin proiecte precum restaurarea
centrului orasului Baia Mare, Pa-
latul Arhiepiscopiei Romano-Cato-
lice din Bucuresti, Castrul Roman
din Turnu Severin si documentatii
pentru interventii de restaurare si
reparatii in centrul Bucurestiului.

Contributiile sale au fost fun-
damentale pentru dezvoltarea pro-
fesiei de arhitect si urbanist intr-o
perioada de redefinire a practicii si
ii multumim pentru eforturile de-
puse.

1 Publicat original pe: https://oar.archi/
stiri/in-memoriam-peter-derer/ [cu mici
schimbari (nota ed.)].

rnostra

W Peter DERER. © Hanna DERER

B DERER Peter épitész-varosren-
dezd, tanér, szerzd, a szakma és
szakmatarsak tdmogatéja, a kultu-
ralis 6rokség védelmezéije, az Epité-
szek Szovetségének elnoke (2004-
2007; 2009-2012) 2023. aprilis 18-
an hunyt el.

1963-ban fejezte be alapfoka ta-
nulményait a Ion Mincu Epitésze-
ti Intézetben, és 1967-68 kozott a
Koppenhégai Egyetem urbanizmus
szakan és a stockholmi Lakasiigyi
Minisztériumban mélyitette el szak-
tudasat.

1964-ben a felsGoktatasi rend-
szerben kezdett el dolgozni, az ur-
banizmus tanszéken, ahol tobb mint
hisz éven 4t tartott el6adasokat és
miihelyfoglalkozésokat. Doktoratusi
dolgozatok vezetGtanara volt, szak-
zstirikben tevékenykedett, és épité-
szettorténeti meg -elméleti munkakat
publikalt itthon és kilf6ldon is.

A szakma fejlédését sziviigyének
tekintette, az Epitészek Szovetsége
elnokeként bekapcsolodott a szakmai
szervezetek tevékenységeibe; Buka-
rest f6épitészeként 1996-ban részt
vett a kozéletben; emellett tervezést
és kutatast végzett olyan projektek
keretében, mint Nagybédnya régi va-
roskozpontja, a bukaresti rémai ka-
tolikus érseki palota, a szorényvari
romai castrum feldjitdsa, valamint
dokumentaciés projektekben Buka-
rest kozpontjdban végzendé helyre-
allitdsokhoz és feltjitasokhoz.

Az épitészeti és urbanizmus
szakma fejlédéséért a szakterilet j-
radefinialasi korszakaban hozott eré-
feszitései alapvetéek, hozzéjarulasa-
ért 6rokre halasak lesziink.

1 Eredetimegjelenés: https://oar.archi/stiri/
in-memoriam-peter-derer/ [kisebb médo-
sitasokkal (a szerk. megjegyzése)].
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In memoriam Viorel SOMESAN

MW Engineer Viorel SOMESAN, who
restored the glory of the histor-
ic buildings in Bistrita-Nasaud, has
passed through the gates of eternity!

Engineer Viorel SOMESAN
from Bistrita, renowned for his role
in the restoration of historic build-
ings in Bistrita and the surround-
ing county, has embarked on his
eternal journey at the age of just
66, leaving a profound void in the
hearts of those who knew him.

An expert in the restoration of
historic buildings, trained in The
United Kingdom, and a consum-
mate professional, Engineer Viorel
SOMESAN made his mark on the
conservation of the Evangelical
Church in Bistrita, the House with
Lions, the Palace of Culture, the
building of “Andrei Muresanu”
National College, the “Corneliu
Baba” Arts High School, the Ortho-
dox Church in Tarpiu, the Lutheran
Church in Herina, and the fresco in
the Evangelical Church of Jelna — a
copy of the mural painting called
Navicella by Giotto —as well as the
Teleki Castle in Posmus. These are
just glimpses of the career of a man
who dedicated his life to preserv-
ing the cultural heritage of Bis-
trita-Nasaud County.

May God rest his soul in peace!

Our heartfelt condolences to the
family.

1 Originally published in: https:/rasunetul.
ro/ing-viorel-somesan-cel-care-redat-
stralucirea-monumentelor-istorice-
din-bistrita-nasaud-trecut [with minor
changes (ed. note)].
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B Ing. Viorel SOMESAN, cel care a
redat stralucirea monumentelor is-
torice din Bistrita-Nasaud, a trecut
poarta vesniciei!

Ing. Viorel SOMESAN din Bis-
trita, cunoscut pentru rolul sau in
restaurarea monumentelor istorice
din Bistrita si din judet, a plecat
spre calea vegniciei, la doar 66 de
ani, ldsdnd un gol imens in suflete-
le celor care 1-au cunoscut.

Expert in restaurarea monu-
mentelor istorice, specializat in
Regatul Unit al Marii Britanii, un
profesionist desavarsit, ing. Viorel
SOMESAN sgi-a pus amprenta pe
restaurarea Bisericii Evanghelice
din Bistrita, a Casei cu Lei, a Pa-
latului Culturii, a cladirii liceului
de la Colegiul National , Andrei
Muresanu”, a Liceului de Arte
»,Corneliu Baba”, a Bisericii Orto-
doxe din Tarpiu, dar si la resta-
urarea Bisericii Evanghelice de
la Herina, a frescei de la Biserica
Evanghelicd din Jelna, copie dupa
pictura murala intitulata Navice-
lla semnata de Giotto sau la Caste-
lul Teleki de la Posmus. Sunt doar
cateva crampeie din cariera unui
Om care gi-a dedicat viata salvarii
patrimoniului cultural al judetu-
lui Bistrita-Nasaud.

Bunul Dumnezeu sa il odih-
neasca in pace!

Sincere condoleante familiei.

1 Publicat original pe: https:/rasunetul.
ro/ing-viorel-somesan-cel-care-redat-
stralucirea-monumentelor-istorice-
din-bistrita-nasaud-trecut [cu mici schim-
bari (nota ed.)].

B A beszterce-naszédi torténelmi
emlékmiivek ragyogasat visszaadé
SOMESAN Viorel mérnok atadta
lelkét az 6roklétnek!

A besztercei SOMESAN Viorel
mérnok, aki a leginkabb a Beszter-
ce-Nasz6d megyei torténelmi em-
lékmtvek helyreéllitdsdban jatszott
szerepéért ismert, alig 66 évesen
lépte at az oroklét kapujat, hatal-
mas trt hagyva mindazok lelkében,
akik 6t ismerték.

A torténelmi emlékmtvek hely-
reallitasara az Egyesiilt Kiralysag-
ban szakosodott mérnok, egy igazi
szakért6 védjegye olyan épiiletek és
objektumok helyreallitasdban lel-
hetd fel, mint a besztercei evangéli-
kus templom, az Oroszlédnos héz, a
Kulttrpalota, az Andrei Mureganu
Fégimnéazium épllete, a Corneliu
Baba Miivészeti Iskola, a szasztor-
pényi ortodox templom, a harinai
evangélikus templom, a kiszsolnai
evangélikus templom freskdja, a Gi-
otto Navicella nevi falfestményérél
késziilt mésolat vagy a paszmosi
Teleki-kastély. A felsorolds csak né-
hényat villant fel egy olyan Ember
életpaly4jabol, aki az életét Beszter-
ce-Nasz6d megye kulturélis 6roksé-
ge megmentésének szentelte.

Isten nyugtassal

Oszinte részvétiink a gyaszolo
csalddnak.

1 Eredeti megjelenés: https://rasunetul.ro/
ing-viorel-somesan-cel-care-redat-
stralucirea-monumentelor-istorice-
din-bistrita-nasaud-trecut [kisebb moé-
dositasokkal (a szerk. megjegyzése)].
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