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Uvodem

Poc¢tem obyvatel mizeme Vranov nad Dyji zatadit spiSe mezi mensi obce, ale ptesto se
setkdvam s tim, ze jej mnozi lidé, i ze vzddlen¢jsich mist, znaji a radi vzpominaji na chvile, kte-
ré zde prozili. Je tu totiz hned nékolik skute¢nosti, kvali kterym stoji za to Vranov nad Dyji
navstivit: vranovsky zamek, ptehrada, Narodni park Podyji a celé okoli, které osobné povazuji
za nejkrasnéjsi ¢ast Moravy. K témto magnetim muzeme bez zavahdni pfifadit i farni kostel
Panny Marie Nanebevzaté. Zvlasté ted po rekonstrukci provedené v letech 2009-2011 zazéfil
tento skvost v nové krase. Nejenze se podafilo obnovit cely vnitiek chramu, restaurovat fresky,
Stuky a oltafe, za zminku stoji i obnovené a koneéné dostavéné varhany. Doslo také k potvr-
zeni toho, co se tusilo, totiz ze celé zdivo chrdmové lodi je romdnské, coz je jesté pékné vidée
na pudé nad sou¢asnym stropem kostela.

Pro farnost Vranov nad Dyji je rekonstrukee vnitiku chrdmu divodem k velké radosti
a projeviim vdé¢nosti véem, ktefi se na obnové podileli. Po¢inaje témi, kdo zajistili financo-
vani, ptes jednotlivé mistry ve svém oboru, kteti odvedli skvélou préci, az po vSechny ty, keefi
svym drobnym, ale nepostradatelnym dilem ptispéli ke zdaru celého projektu. Dik patiii tém,
keeti nds podpofili modlitbou. Kdyby mné nékdo jesté pied péti lety fekl, Ze je mozné tak
velkorysou obnovu interiéru kostela ve Vranové nad Dyji provést, pak bych se asi jen bolestné
pousmal. Vzdyt zvlast¢ finan¢ni situace této pohrani¢ni farnosti je velmi bidna. Ale i tentokrat
se ukdzalo, ze Buh dokaze psit rovné i na kiivych linkach, Ze mé na to, na co my neméme, a ze
m4d své lidi na spravnych mistech.

Béhem rekonstrukee jsme si znovu uvédomovali, Ze tento chram byl postaven s jedinym
zdmérem: K oslavé Bozi.

A tak i kdyZ zde mnozi z nas najdou ,,perly®, které stoji za obdiv, neziistaiime jen v postoji
turistd a obdivovateltl pamdtek, ale pfipojme se k tém, ktefi na tomto misté chvali svého Pana.
Duvodut k tomu méme jisté kazdy dost a diky tomuto opravenému kostelu je zde jesté jeden
dtvod navic.

P. Marek Dunda
faraf vranovsky



Foreword

Although by the number of its inhabitants Vranov nad Dyji ranks among smaller towns
I frequently meet people even from quite remote places who know it and fondly recollect the
moments they spent there. This is because there are a number of sights that make Vranov nad
Dyji worthy of avisit: the Vranov chateau, the reservoir, the Podyji National Park and the
whole of its surroundings that I take to be the most beautiful part of Moravia. Without hesita-
tion the list of the tourist magnets can be extended by the parish Church of the Assumption
of the Virgin Mary, as especially after its reconstruction undertaken between 2009 and 2011
this gem regained its shine in all its beauty. As part of this successful undertaking the whole
interior of the church has been renovated, the frescos, stuccos and altars restored, and the
renovated and finally completed organ also deserves a mention. It has also been confirmed
what had been anticipated, that the whole wall of the church nave is of Romanesque origin
which can be clearly observed in the attic above the present ceiling of the church.

For the parish of Vranov nad Dyji the reconstruction of the church interior is a good
reason to rejoice and be grateful to all who contributed to the renovation. Starting with those
who provided the funding, via the building and restoration masters who delivered a great job
to all those who by their small but indispensable efforts contributed to the success of the
whole project. Thank you also to those who supported us with their prayers. If T had been told
five years ago that it would be possible to carry out such a generous renovation of the interior
of the church in Vranov nad Dyji, I would have just sadly smiled. No wonder, as the finances
in this borderland parish have always been scarce. Yet, it has been shown again that God can
write straight even on curved lines and has the capacity for what we do no have and that he
has people in the right places.

During the reconstruction we were repeatedly reminded again and again that this church
was built with a single purpose: to celebrate God.

And so, although many of us are sure to find “pearls” to admire here, let us not remain
merely in the position of tourists and cultural heritage admirers, but let us join those who in
this place praise their Lord. Everybody can find enough reasons for that and thanks to the
repaired church there is one more reason on top of that.

P. Marek Dunda
Vranov nad Dyji Parish priest



O projektu Tony baroka — zachrana varhan

a vyzdoby kostela

Jan Press

Jen mélo kostelt a farnosti v pohranidi se po letech to-
tality probudilo k Zivotu. Stéle vice pfibyva v byvalych né-
meckych obcich zanedbanych opusténych kostelt a nékeeré
z nich z nedostatku véficich ztrici rasion détre. V lepsich
ptipadech byvaji tyto kostely pfevddény na obce a za pfi-
spéni raznych fonda se transformuji na obtadni siné, spo-
le¢enskd centra ¢i koncertni prostory. Piesto se najdou farni
spolec¢enstvi, ktera tomuto trendu vzdoruji a v neptizni-
vych podminkach pohrani¢i znovu duchovné ozivaji a vy-
tvafeji nové podminky pro rozvoj. Mezi né zcela jisté patii
Rimskokatolick4 farnost Vranov nad Dyji.

Rimskokatolickd farnost Vranov nad Dyji v roce
2008 uspéla ve tfeti vyzvé Finanéniho mechanismu EHP/
Norska' a projekt Tony baroka ziskal dotaci ve vysi 470 156
EUR. Realiza¢ni faze projektu Tény baroka byla zahijena
11. kvétna 2009 po obdrzeni Grant Agreement. Po ukonce-
ni vybérovych fizeni na restaurovani varhan, mobiliate, stuk
a kamennych prvka se ve ¢tyfech aktivitdch realizovalo:

1. Restaurovani baroknich $tuk a omitek v lodi a pres-
bytéii kostela a obnova elektroinstalace a osvétleni kostela.

2. Kompletni restaurovani varhanniho ndstroje: de-
montaz varhanniho stroje, pfipravné price a dokumentace,
restaurovani varhanniho stroje, zpétnd montaz, intonace
a ladéni.

3. Restaurovani mobilidfe; restaurovani oltafni architek-
tury, varhanni skfing, sochatské vyzdoby, obrazii, kamennych
prvka kostela, restaurovéni baroknich svicntl, restaurovani
sttedoveké Madony a realizace oltdfni menzy. Restaurovani
predchazel stavebné historicky pruzkum kostela.

Varhany — pohled na kdr. Stav po
restaurovani. / The organ, view of
the gallery; after restoration. Foto
Kamil Till

Projekt,Tény baroka — zachrana
varhan a vyzdoby kostela” si klade
za cil restauratorskou obnovu vy-
znamnych pamatkove chranénych
Casti kostela Nanebevzeti Panny
Marie ve Vranové nad Dyji s dlra-
zem na sifenf znalostf o historickém
kontextu a obnoveé téchto pama-
tek a jejich sdilenf pro potfeby
kulturniho a duchovniho rozvoje.
Projekt pfispiva ke zvySovanf kvality
Zivota obyvatel v regionu, zachrané
vyznamné kulturni pamatky a vy-
méné zkusenosti v oblasti restau-
ratorstvi a varhanarstvi a rozviji
bilaterdlni vztahy.



Stukové vyzdoba — detail. Stav po
restaurovani. / Stucco decoration,
detail; after restoration. Foto Kamil Till

Financni mechanismy EHP
(Evropského hospodarského
prostoru)/Norska se zavazuji pfi-
spivat ekonomicky slabsim zemim
v Evropském hospodarském pro-
storuy, a to poskytovanim grantd

na investi¢ni a rozvojové projekty
v prioritnich oblastech, jako napf.
ochrana a obnova kulturniho dé-
dictvi, ochrana Zivotniho prostfedi,
podpora soudnictvi, zdravotnictvi
Ci péce o dité aj.V souladu s usne-
senim vlady Ceské republiky ¢ 1011
7 13.1ijna 2003 byla podepsana
Dohodal o Ucasti Ceské republiky
v Evropském hospodarském pro-
storu (EHP). V rdmci této dohody byl
zaveden i novy finan¢ni mechanis-
mus, jehoz prostfednictvim budou
staty ESVO (Islandska republika,
Lichtenstejnské knizectvi a Norské
kralovstvi) v letech 2004-2009 pfi-
spivat zemim pfistupujicim do EHP
na projekty v rozsifeném vnitinim
trhu. Norsko bude navic pfispivat

i pomocdi bilaterdlniho, tzv. zvlastniho

norského finan¢niho nastroje (Norsk
finansieringsordning).

4. Vystupem této aktivity bylo uspofadani workshopu
s norskym partnerem, vyddni brozury, CD a uspotfadini za-
vére¢né konference.

Projekt Tény baroka byl ukonéen v bfeznu 2011. Z hle-
diska historie kostela i farnosti bude tento rok snadno za-
pamatovatelnym. Diky grantu z Norska prostiednictvim
Norského finanéniho mechanismu, ktery poskytl dotaci pro-
jektu Toény baroka, a Jihomoravskému kraji a Ministerstvu
kultury CR, ktet{ umoznili projekt dofinancovat z vetej-
nych zdroju, se podatilo obnovit barokni varhany, mobiliat
a $tukovou vyzdobu kostela. Prosttednictvim pétidenniho
workshopu zaméfeného na obnovu polychromie stfedoveé-
ké Madony z Klentnice projekt rovnéz umoznil rozvinout
spolupraci mezi pani Danielou Pawel z Vitenskapsmuseet
Trondheim v Norsku a restaurdtorkami z Akademie vytvar-
nych uméni v Praze. Podnétné diskuse vedly ke spole¢nym
zdvéram ve zvolenych restauratorskych postupech a po-
hledu na findlni prezentaci Madony z Klentnice. Interiér
kostela se rozjasnil novym osvétlenim, z bilé klenby znovu

ztetelné vystupuje restaurovand malba Zmrtvychvstalého
Krista, oltafni menza od renomovaného architekta Marka
Stépana bude v kvétnu biskupem brnénskym slavnostné vy-
svécena, a pokud jsem dobte informovan, tak pan faraft uz
premysli, jak pripravit projekt na obnovu venkovni fasady.

Peji si, aby Norské fondy byly k takovymto projek-
tam i v dals$ich obdobich stejné $tédré a aby se kostel
Nanebevzeti Panny Marie ve Vranové nad Dyji stal cen-
trem duchovniho a kulturniho déni na ¢éesko-rakouské
hranici.

The “"Sounds of Baroque — Preservation
of Pipe Organ and Church Decorations’
project

!

Only afew churches and parishes in the borderland
have sprang back to life after the years of totalitarian-
ism. The number of dilapidated and abandoned churches
in what had been German communities has been rapidly
increasing while some of them even have even lost their



rasion détre due to the dwindling number
of believers. As abetter alternative these
churches have been transferred to the admin-
istration of the municipality and with the
help of various funds have been transformed
into ceremonial halls, community centres
or concert rooms. However, there are par-
ish communities that have defied trend and
regardless of the unfavourable circumstances
in the borderland have undergone a spiritual
revival and have created new conditions for
development. One of them is the Roman
Catholic Parish Vranov nad Dyji.

The Roman Catholic Parish Vranov nad
Dyji succeeded in 2008 in the third call by
the EEA/Norway Financial Mechanism
and the “Sounds of Baroque” project was
awarded a grant of 470,156 EUR. The imple-
mentation phase of the “Sounds of Baroque”
project commenced on 11th May 2009 after
receiving a Grant Agreement. After the com-
pletion of the bidding proceedings for the
restoration of the organ, the movable fur-
nishings, stuccos and stonework the actual
realization consisted of four activities:

1. Restoration of the Baroque stuccos and plaster in the
nave and the presbytery of the church and renovation of

the wiring and church lighting.

2. Complete restoration of the organ instrument: dis-
mantling of the organ mechanism, preparatory work and
documentation, restoration of the organ mechanism, reas-
sembly, intonation and tuning.

3. Restoration of the movable furnishings; restoration
of the altar architecture, organ case, sculpture decoration,
paintings, stonework in the church, restoration of the
Baroque gilded wooden candle holders, restoration of the
medieval Madonna and realization of the side-altar mensa.

Pohled do presbytafe. Stav po restaurovani. / View of
the presbytery; after restoration. Foto Kamil Till

The project entitled “Sounds of
Baroque — Preservation of Pipe
Organ and Church Decorations”
aims to restore the outstan-

ding parts of the Church of the
Assumption of the Virgin Mary in
Vranov nad Dyjf that are under
cultural heritage protection with
an emphasis on the dissemination
of knowledge about the historical
context and the renovation of
these monuments and their use
for the purposes of cultural and
spiritual development. The project
contributes to improving the quali-
ty of life of the people in the region,
saving an important cultural heri-
tage monument and sharing ex-
perience in the field of restoration
and organ-building and develops
bilateral relationships.



The restoration work was preceded by struc-
tural-historical survey of the church.

4. The outputs of these activities con-
sisted of organizing a workshop with the
Norwegian partner, the publication of a bro-
chure, CD and the final conference.

The “Sounds of Baroque” project was
completed in March 2011. From the point of
view of the history of the church and parish
that year will be easy to remember. Thanks
to the EEA/Norway Financial Mechanism,

Andél z kdru varhan. Stav po restaurovani. / Angel
from the organ loft; after restoration. Foto Kamil Till

which provided a grant to the “Sounds of Baroque” project, and the South-Moravian Region
and the Ministry of Culture of the Czech Republic, which co-financed the budget from pub-

lic sources, it was possible to renovate the Baroque organ, the movable furnishings and the

Based on the EEA/Norway Financial
Mechanism the countries within
the EEA and Norway commit to
contribute to economically less de-
veloped countries within the EEA
by providing grants for investment
and development projects in prio-
rity areas, such as cultural heritage
protection and restoration, envi-
ronmental protection, support to
the judicial system, health care and
children’s care systems, etc.

In compliance with the resolu-
tion of the Czech Government

No. 1011 of 13th October, 2003
Agreement 1 on the participation
of the Czech Republic in the EEA
was signed. Within this agreement
a new Financial Mechanism was
established, by means of which
the countries of the European Free
Trade Association (the Republic

of Iceland, the Principality of
Liechtenstein and the Kingdom of
Norway) will contribute between
2004 and 2009 to the countries
acceding to the EEA to projects
within the extended internal mar-
ket. Norway will also additionally
contribute by means of the spe-
cial bilateral Norwegian Financial
Mechanism (Norsk finansiering-
sordning).
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stucco decoration of the church. Through a five-day work-
shop focusing on the renovation of the polychromy of the
medieval Madonna from Klentnice the project also ena-
bled developing collaboration between Mrs. Daniela Pawel
from the Vitenskapsmuseet Trondheim in Norway and re-
storers from the Academy of Fine Arts in Prague. Expertly
discussions led to reaching an agreement on choosing the
restoration procedures the view of the final presentation
of the Madonna from Klentnice. The church interior was
illuminated by new lighting, the white vault again high-
lights the restored painting of the Resurrected Christ, the
side-altar mensa by the renowned architect Marek Stépan
will be formally baptized by the Bishop of Brno, and if my
information is correct, the parish priest is now mulling
over the preparation of a project for the restoration of the
church facade.

I hope that the Norwegian Funds will be equally gener-
ous to similar projects in the future and that the Church
of the Assumption of the Virgin Mary in Vranov nad Dyji
will become the centre of spiritual and cultural life on the
Czech-Austrian border.



Stavebni promeény kostela Nanebevzeti Panny

Marie ve Vranove nad Dyji
Pavel Borsky

Roku 1259 vydavé kastelin zemépanského hradu Vranova Vikard z Trnavy (Vykart
z Thiirnau) se svym zetém Janem z Dobfan na Vranové¢ listinu pro kldster magdalenitek
v Dobtanech v zapadnich Cechéch. V této listiné vystupuje mezi svédky vranovsky farat Petr
(Petrus plebanus de Wrein). Z toho usuzujeme, Ze zdejsi kostel Nanebevzeti P. Marie s kar-
nerem byl postaven asi v prvni poloviné 13. stoleti a existoval jisté v roce 1259, kdy je zndm
prvni fardf. Pfesnéjsi vymezeni doby stavby soucasny stav poznani neumozniuje. Kostel se stal
farni svatyni trhové osady v podhradi, ktera byla povysena pfed rokem 1323 na méstecko.

Vzhled stiedovékého kostela muzeme rekonstruovat pomérné presné. Jednalo se o plo-
chostropou stavbu s pomérné velkou obdélnou lodi a pravodhle ukonéenym knézistém, keeré
oddé¢loval klenuty triumfalni oblouk. Lod od jihu i severu osvétlovala vzdy ¢tyfi palkruhové

Vranov nad Dyji na indikacni skice k mapé stabilniho katastru z roku 1824. /Vranov nad Dyjf on an indicative
sketch for the map of the stable cadastre from 1824. Moravsky zemsky archiv Brno.
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Pohled na Vranov nad Dyji od severu. F. B. Werner, po roce 1740. / View of Vranov nad Dyji from the north. F. B.
Werner, after 1740. Pfevzato z / Taken from B. Samek (ed.), S&l pfedkl na zéamku ve Vranové nad Dyji, Brno 2009.

ukondend tzka okénka prolomena vysoko, témét pod stropem. Do kostela se vchézelo na jizni
stran¢ v misté dochovaného vstupu. Kostel nebyl zvendi ani uvnitt omitnuty. Vyjimkou byl
presbytaf, jehoz interiér byl omitnuty a vyzdobeny asi malbami maridnského cyklu, z nichz se
zachoval zlomek vyjevu Narozeni Krista. Z toho lze soudit, Ze maridnské patrocinium nesl
kostel od nejstarsich dob.

Svou podobou se nijak nelisil od béznych venkovskych kostelt 13. stoleti. Neobvykld je v§ak
sakristie. Ndpadné vysokd a zahrocenou klenbou uzaviend prostora piiléhd ke knéZisti na sever-
ni strané. Byla ukonéena odsazenou apsidou, v niz byl samostatny oltdf. Vranovsky kostel se tak
fadi ke skupiné farnich kosteltl vybavenych sakristii s apsidou, které se v nevelkém poctu docho-
valy v Cechéch i na Moravé. Nad zépadni &asti se asi nachazela dievéna zvonice, ktera ztejmé
existovala jesté na pocatku 18. stoleti. Vranovsky kostel poskytoval svym farnikéim v nejstarsich
dobdch i utocist¢ pti nahlém ohrozeni. Po pristaveni zebiiku nebo pomoci zavéseného prova-
zu bylo mozné z presbytate otvorem pod stropem prolézt na padu sakristie a odtud snad i déle
do véze. Apsida s kifZovou Zebrovou klenbou byla k pravouhlému knézisti piistavéna ve 14. sto-
leti. Poté mohla byt apsida sakristie strzena, nebo zanikla az pfi baroknich upravach.

Od konce 17. stoleti az do 70. let 18. stoleti byl chrdm
barokizovin. Postup ptestavby lze i bez pisemnych pra- Vodecka metoda datovant salose.
mentt dosti pfesné odvodit z dendrochronologického 4 naanalyzovani letokruha deva.
datovani krovi. K vyméné krovu nad lodi doslo kritce ~ Umoznuje urdit staii dfeva, a tudiz

po roce 1697, kdy bylo myceno stavebni dfivi. Klenulo se, lrgi?auvléaégesnplfgrig!\t/i\r/wsaalliaulélr:l—
jak bylo zvykem, az pod krovem. Stavba tudiz probihala  danirok.

soubézné se stavbou zdmeckého kostela Nejsvétéjsi Trojice,

zapocatou na pielomu let 1698 a 1699. Profilace portilu nového zapadniho vstupu do far-
niho kostela odpovida portilkim v zdmecké kapli. Zd4 se, ze kromé projektu zdmeckého
kostela vypracoval Johann Bernhard Fischer z Erlachu, ktery Vranov osobné navstivil v roce

1694, také projekt tpravy farniho kostela v méstecku pod zdmkem. Piestavbu farniho kostela

DENDROCHRONOLOGIE
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Kostel Nanebevzeti P. Marie (detail). F. B. Werner, po Kostel Nanebevzeti P. Marie na vyobrazeniVranova

roce 1740./The Church of the Assumption of the z roku 1853 (detail). / The Church of the Assumption
Virgin Mary (detail). F. B. Werner, after 1740. Pfevzato of the Virgin Mary in an illustration of Vranov from
z / Taken from B. Samek (ed.), Sal predkd na zadmku 1853 (detail). J. Doré. Statni zamek Vranov nad Dyji.

ve Vranové nad Dyjf, Brno 2009.

provadél i hradil z titulu patrondtniho prava tehdejsi majitel vranovského panstvi Michael Jan
I1. z Althannu (asi 1643-1702, od 1680 majitel Vranova). Pokracovalo se v ni je$té po dvé
generace. Nejstars$i syn Hefman Michael z Althannu nejprve rozebral starou véz nad sakristii
a pofidil kolem roku 1713 novou stfechu nad stile plochostropym chérem kostela a ztejmé
i samostatnou stiechu nad sakristii. Poté pfistavél zapadni véz dokonéenou roku 1720. Stavbu
tdajné provedl mistni zednicky mistr Jakub Churn. Kolem roku 1767 byly vyménény ztej-
mé nevyhovujici stfechy nad zavérem kostela a nahrazeny dochovanou jednotnou stiechou.
Michael Josef z Althannu, posledni z Althannt na Vranové, pak s del$im odstupem nechal
v roce 1778, podle dochovaného stavebniho uctu, zaklenout chér a postavit nové venkovni
schodisté na kruchtu v lodi. Proménu svatyné dovrsilo pofizeni varhan od znojemského var-
hanate Josefa Silberbauera. Utet za jejich vjzdobu byl vystaven v roce 1781. Tim se podstatné
kapitoly stavebnich d¢jin kostela uzaviely.

The building history of the Church of the Assumption of the
Virgin Mary in Vranov nad Dyji

In 1259 the warden of the landlord-owned Vranov castle, Vikard of Trnava (Vykart
of Thiirnau) issued, together with his brother-in-law Jan of Dobtany, a document in Vranov
for the Magdalenite Convent in Dobtany in West Bohemia. Among the witnesses in the docu-
ment appears the Vranov parish priest Petr (Petrus plebanus de Wrein). This leads us to assume



that the local Church of the Assumption of
the Virgin Mary with a chapel and ossuary
may have been built in the first half of the

¥ 13th century and certainly existed in 1259
W when the first parish priest was documented.
[y A more detailed examination of the period of
3 i “h—

— T L A

construction is impossible due to the scarcity
of relevant data. The church became the par-

Kostel Nanebevzeti P. Marie. Rekonstrukce
pudorysu kostela ve 13. stoleti. / The Church of the
Assumption of the Virgin Mary. Reconstrucion of
the church’s ground plan in the 13th century. Skica /
Sketch by P. Borsky, 2009.

ish sanctuary of the market settlement below
the castle that was raised to the status of town
before 1323.

The appearance of the medieval church
can be reconstructed fairly accurately. It was
a structure with a flat ceiling and a relatively
large, longitudinal nave and a rectangularly terminated presbytery, separated by a vaulted
triumphal arch. From south to north the nave was illuminated on each side by four narrow
arched windows high in the wall, almost below the ceiling. The church was entered into on
the southern side where the surviving entrance is situated. There was no plaster, inside or
outside, with the exception of the presbytery where the interior was plastered and probably
decorated with paintings from the Marian cycle of which a fragment of the scene of the Birth
of Christ has been preserved. We can thus deduct that the church had been under the patron-
age of the Virgin Mary from the earliest period.

Although by its form it was no different from standard village churches in the 13th cen-
tury, the sacristy is unusual. A strikingly tall room with a pointed vault adjoins the presbytery
on the northern side. It was terminated by a set-back apse with its own altar. The Vranov
church therefore falls into the group of parish churches furnished with a sacristy and an apse

Ostrozna s kostelem Nanebevzeti P. Marie od

jihozdpadu. / The promontory with the Church of
the Assumption of the Virgin Mary from the south-
west. Foto Pavel Borsky, 2009

14

Kostel Nanebevzeti P. Marie a fara od severozépadu. /
The Church of the Assumption of the Virgin Mary
and the vicarage from the north-west. Foto P. Borsky,
2009



of which only few have survived in Bohemia and Moravia.
A wooden bell tower probably situated above the western
section is thought to have still existed at the beginning of
the 18th century. In the earliest period the Vranov church
served as a sanctuary for people from the parish in times of
pending danger. Using a ladder or climbing up a suspended
rope it was possible to scrape through an opening below the
ceiling from the presbytery to the attic of the sacristy and
from there maybe further up into the tower. The apse with
a rib-groined vault was added to the rectangular presbytery
in the 14th century. Afterwards, the apse of the sacristy may
have been pulled down or it may have vanished as late as

during the Baroque rebuilding.

From the end of the 17th century to the 1780s the Pozdnéromanské okno v jizni
zdi lodi nad barokni klenbou. /
Late Romanesque window in the
southern wall of the nave above
out written documents using dendrochronological dat- the Baroque vault. Foto P. Borsky,

church underwent a Baroque conversion. The progress of
the works can be derived with some accuracy even with-

ing of the roof trusses. The trusses above the nave were 2009

replaced shortly after 1697, when trees were cut down for

timber. Traditionally, the vault was made immediately un-

der the trusses. The construction work was undertaken simultaneously with the building of
the Church of the Holiest Trinity at the chateau, which was begun at the turn of 1698 and
1699. The profile of the portal of the new west entrance in the parish church corresponds to
the small portals of the chateau chapel. It seems that apart from the design of the chateau
church Johann Bernhard Fischer of Erlach, who visited Vranov in 1694, also made the plans
for the conversion of the parish church in the small town below the chateau. The rebuilding
of the parish church was taken care of and paid for based on the title of the patronage right
by the then owner of the Vranov estate, Michael Johann II of Althann (about 1643-1702,
from 1680 in possession of Vranov). The work continued for two generations. The oldest son
Michael Hermann of Althann at first dismantled the old tower above the sacristy and in 1713
had a new roof built over the still flat ceiling of the church choir and probably a separate roof
above the sacristy. Later, he added the western tower completed in 1720. The work is said
to have been undertaken by the local master stone mason Jakub Churn. Around 1767 the
probably obsolete roofs above the end section of the church were replaced with the surviving
uniform roof. According to a preserved building account, Michael Josef of Althann, the last
of the Althanns in Vranov, had a vault built over the choir after a long break in 1778 and new
external stairs to the gallery in the nave. The conversion of the sanctuary was made complete
by the purchase of an organ from the Znojmo organ builder Josef Silberbauer. The bill for
its decoration was made out in 1781. This signified the closing of an essential chapter in the

building history of the church.



Kostel Nanebevzeti Panny Marie
ve Vranove nad Dyji v kontextu stredoveké

sakralni architektury jizni Moravy
Ales Flidr

Tradice osidleni Vranova nad Dyji saha hluboko do minulosti, podle Kosmovy kroniky az
k roku 1100, z téchto dob se zde v§ak nedochovala Zadnd viditelna pamétka. Pod rozsdhlym
stavebnim komplexem zdejsiho zamku, ktery mé zaklady ve 13. stoleti, se v izkém skalnatém
tdoli feky Dyje rozklada méstecko, v jehoz centru se nalézé aredl farniho kostela Nanebevzeti
Panny Marie a pfilehlého karneru, doplnény o distojnou budovu fary. Délka dne$ni budovy
vranovského kostela dosahuje témét 40 m. Po odecteni barokniho zdiva, jez tvoii korpus z4-
padni véze, ztstavd z délky kostela 32 m. Tento usek vypliuje obdélna lod, pravothlé knézi-
st¢ a pulkruhova apsida pavodniho pozdné romanského kostela, jehoz hmota je dochovana
do vySe koruny zdiva, a to v¢etné zdpadniho i vychodniho $titu. Nad druhotné vlozenou ba-
rokni klenbou jsou v podkrovi vidét nejen ptivodni stiedoveké omitky s poslednim oli¢enim
pied baroknim zaklenutim, ale i romdnska okénka s ptlkulatym zdklenkem, a to po étyfech
na kazdé strané lodi.

Vranovsky farni kostel je pfi sou¢asném stavu pozndni nejvétsi romansky kostel, vyne-
chame-li biskupské a kldsterni projekty, na Moravé. Ani v rodicim se méstském prostiedi
1. poloviny 13. stoleti dnes nezndme na moravském tzemi kostel zminénych rozméra. Typ
jednolodniho kostela s pravouhlym knézist¢m a ptlkruhovou apsidou najdeme v blizkém
okoli v Jakubové u Moravskych Bud¢jovic
nebo ve Vladislavi u Trebi¢e, na zdkladé ar-
cheologického vyzkumu do této skupiny
muizeme zafadit i svatostdnek ve Staré Jihlavé.
Kostel tohoto typu o vétsi délce najdeme je-
diné v Pomezi, coz je lokalita na ¢eské strané
zemskych hranic pod hradem Landstejnem.
Zdejsi osada vznikla pfichodem némeckych
kolonistt z pfilehlého rakouského tzemi,
keetf zde postavili dnes jiz jen v torzu docho-
vany chrim o délce 37 m. Pravé v Rakousku

je dochovino nékolik velkych romanskych

Pohled na farni aredl ze zdmecké terasy. / View of

the vicarage precinct from the chateau terrace. Foto . 2 . .
Alet Flidr napt. v Schongrabern, Alte-Weitra, Neupolla

kostelt stejné¢ho dispozi¢niho schématu,
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¢i na byvalém opevnéném sidle Kuenringt
nad Zwettlem. I vranovsky piipad je s nejvét-
$i pravdépodobnosti vysledkem koloniza¢ni
vlny, jez v 1. poloviné 13. stoleti dosahovala
svého vrcholu. Hrad Vranov tehdy tvofil je-
den z opérnych bodu ¢eské kralovské moci,
ve 30. letech jsou vsak v kastelanském dra-
d¢ pisemné dolozeni ¢lenové rakouského
Slechtického rodu Schenkii (Pincerna). Tato
rodina ve sluzbich moravskych zemépdna

postupné ziskala fadu majetkdt v blizkém

i vzdaleném okoli Vranova. Centrem jejich Torzo fresky v ptdnim prostoru nad knézistém. /
Fresco remains in the attic above the presbytery.

panstvi byl dvorec v Olbramkostelu, pozdéji Foto Alet Flidr

nedaleko lezici hrad Senkenberk u Vracovic.

Kromé Olbramkostelu patiily Senkéim vsi

Jakubov, Dyjakovicky, a mozna i Horni Bfeckov. Ve vech téchto lokalitdch dodnes stoji stie-
dovéké kostely, na nichz lze vysledovat vazbu k vranovskému svatostanku.

Po severni strané knézisté i apsidy vranovského kostela se rozkladd pomérné velky prostor
zaklenuty valenou ve vrcholu jemné zalomenou klenbou. Tato pfistavba, dnes nazyvana sa-
kristie, je rozdélena ptitkou na dvé ¢asti, a to na vétsi vychodni rozevienou do zvléstniho ob-
délného vyklenku a na mensi zipadni, kterd je osvétlena tfemi drobnymi pravotihlymi okénky.
Archeologicky vyzkum v roce 1990 odhalil pted vychodni zdi zaklady apsidy spise jiz poly-
gonalniho nez pulkruhového pudorysu. Podle jemné zalomené klenby, zazdéného uzkého
okénka s Siroce rozevienou $paletou a lomenym zéklenkem v severni sténé a struktury zdiva,
tvofeného z neusporadaného lomového kamene, jde o rané gotickou pfistavbu, datovanou
do doby po poloviné 13. stoleti.

V letech 1256-1262/1265 je jako purkrabi na vranovském hrad¢ dolozen velice vliv-
ny a bohaty $lechtic Vikart (Wichardus), ¢len rakouského rodu z Thiirnau, ktery pusobil
ve sluzbach kréle Premysla Otakara II a jenz vstoupil do rodinnych vazeb s mocensky nejvy-
Se postavenou vrstvou na Moravé. Je mozné, ze tento muz tehdy pozvedl osadu v podhradi
Vranova na trhovou ves, o ¢emz svédéi ptitomnost karneru, jenz je typicky pravé pro prostfedi
nejstar$ich méste¢ek na jizni Moravé, ktera vznikla jako dusledek vyse zminéné kolonizace.
K romanskému kostelu pak nechal pfistavét mohutnou kapli, jez s nejvétsi pravdépodobnosti
méla slouzit jako soukromd oratof jeho rodiny. Ve zkoumané oblasti nejde o ojedinély ptipad,
podobné kaple §lechtického zalozeni z 13. i 14. stoleti najdeme v sousedstvi kosteltl v Bilkové,
Starém Hobzi, Trsténicich, StiHzové, Kralicich nad Oslavou, Ceském Rudolci, Méfiné nebo
Mohelné, pravdépodobné i v Kfizanové, Buddi, Novych Sadech ¢i Budisové.

Cela skupina téchto soukromych oratotf v ramci sakralnich staveb existuje i v Cechach,
pro moravské prostiedi je dulezity vyskyt stejného jevu v sousednim Rakousku, odkud tra-
dice ptisla. Soukromou kapli v tésném sousedstvi kostela zndme z této doby v ptilehlé oblas-
ti Waldviertelu, pfedev§im na majetcich Kuenringt (napt. Kithring, zminovany probostsky
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kostel nad Zwettlem, areil zwettlského
klastera), ale i jinde (Langau, Rastenfeld,
Grosspertholz,  Friedersbach,  Altpolla,
Pulkau). V literatuie je taktéz velmi dobfe
popsana celd skupina téchto staveb postave-
nych ministeridly ve sluzbiach Babenberka
na vychod od Vidné¢ (napt. Himberg nebo
Bad Deutsch-Altenburg).

Vranovskd kaple moznid méla slouzit
i jako pohiebni, k tomuto uéelu v$ak nebyla
nikdy vyuzita, Vikart z Trnavy byl pohiben
v tddovém kostele v Drobovicich u Céslavi,
jeho synové zemieli pravdépodobné jesté
za jeho zivota a nezanechali potomky, nebot

rod se uz pozdéji v pisemnych pramenech ne-

Pohled na stavbu od jihovychodu. / View of the
building from the south-east. Foto Kamil Till

objevil. Kaple byla farniky proménéna v sa-
kristii a prostor v zdpadni ¢sti asi poslouzil
jako kfestni misto, nebot se zde az do 70. let
20. stoleti nalézala kamenn4 kititelnice, dnes
umisténd pod kruchtou v lodi kostela. Jemna vyzdoba, napodobujici romansky oblouckovy
vlys, jehoZ zéklenky jsou uz ale jemné lomené¢, ji zatazuji do doby vystavby kaple. Otazkou
zustava, k ¢emu méla pavodné slouzit zdpadni ¢ast dnesni sakristie. Kttitelnice byvaly v ra-
ném stiedovéku ¢asto umistovany pod panské tribuny v zdpadni ¢asti kostela. Dnes zazdéné
kapsy po tramech i rozlozeni okének doklddaji, Ze do zminéného prostoru byla kdysi vlozena
dievénd podlaha. Mezi kamennou zdi, oddélujici vychodni a zdpadni ¢ast kaple, a klenbou
bézi viditelna puklina, takze pticka mohla byt vyzdéna az pozdéji. Horni prostor tedy mohl
byt v okamziku stavby zamyslen puvodné jako tribuna uréend pro stavebnika a jeho rodinu.
Druhou variantou vyuziti této ¢asti stavby je depozitat pro kostelni ¢i méstsky majetek. I tak
lze vranovskou kapli povazovat v moravském kontextu za unikat, nebot jeji rozméry, charak-
ter zaklenuti a existence vnitiné ¢lenité zdpadni ¢asti nemd nejen na nasi, ale pravdépodobné
ani na rakouské strané¢ hranic srovnéni.

Z dochovanych vranovskych stfedovekych pamdtek urdité stoji za zminku fragment ma-
litské vyzdoby viditelny na padé v jihovychodnim kouté knézisté, napravo od oblouku, jenz
oddé¢loval presbytar od apsidy, tedy v misté tésné pod predpokladanym plochym stropem.
Zde je $tétcovou cervenou kresbou zachycen s nejvétsi pravdépodobnosti zlomek scény kla-
néni Ti krala, presnéji horni polovina postavy Madony s Jeziskem, sedici pted dievénou
konstrukei znézornujici chlév. Jednoduchost provedeni a torzovitost dochovani ndm neu-
moziiuje piesnéjsi dataci kresby, dobu jejiho vzniku mzeme klést do 2. poloviny 14. stoleti,
popiipadé na pocitek stoleti nésledujiciho. V podlaze jizni predsiné se naléza znaéné oslapany
a poskozeny stiedovéky nahrobek, ktery je po obvodu lemovan néapisem v gotické fraktute
az jehoz stiedové plochy vystupuje jemnd goticka kruzba a torzo $titu.
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Pohled na stavbu od vychodu. / View of the building from the east. Foto Kamil Till

The Church of the Assumption of the Virgin Mary in Vranov
nad Dyji in the context of medieval sacred architecture in
South Moravia

The tradition of a settlement in Vranov nad Dyji dates far back into the past — according
to the Kosmas Chronicle to the year 1100, although no visible remains have survived from
that period. Below the extensive complex of buildings of the local chateau with its founda-
tions from the 13th century, there is a small town in the narrow rocky valley of the Dyje in
the centre of which is the precinct of the parish Church of the Assumption of the Virgin
Mary and the adjacent chapel and ossuary, complemented by the representative building of
the vicarage. The length of the present building of the Vranov church reaches almost 40 m.
After we deduct the Baroque walls that form the corpus of the west tower the remaining
length of the church is 32 m. This stretch is filled in by a longitudinal nave, rectangular pres-
bytery and semi-circular apse of the original late Romanesque church, the mass of which has
been preserved as high up as the crown of the wall, including the west and east gable. Above
the secondarily inserted Baroque vault, in the attic, we can see the original medieval plasters
with the last application before the construction of the Baroque vault and small Romanesque
arched windows, four on each side of the nave.

As far as we know at this moment, Vranov parish church is the largest Romanesque church
in Moravia, if we disregard bishopric and monasterial buildings. Not even the emerging urban
environment of the first half of the 13th century are we today aware of a church with similar
dimensions in the Moravian territory. In the environs the same type of single-nave church
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Romanské okénko v padnim prostoru nad lodi Klenba vychodnf ¢asti dnesnf sakristie. / Vault of the
kostela. / Small Romanesque window in the attic eastern section of today’s sacristy. Foto Kamil Till
above the church nave. Foto Kamil Till

with rectangular presbytery and semi-circular apse can be found in Jakubov near Moravské
Budé¢jovice or in Vladislav near Ttebi¢, while based on archaeological research we can also
include in the same group the sanctuary in Stard Jihlava. A church of this type with an even
greater length can be found only in Pomezi, which is found on the Bohemian side of the
boundary between the Czech lands below Landstejn Castle. The local settlement came into
being after the arrival of German colonists from the adjoining Austrian territory who built
a church there, which is now preserved as a ruin some 37 m long. It is in Austria that we ar-
rive at several preserved large Romanesque churches with the same ground plan, for example
in Schongrabern, Ale-Weitra, Neupélla or in the former fortified residence of the Kuenrings
above Zwettl. In the case of Vranov it is very likely again the outcome of a colonization wave
that reached a peak in the first half of the 13th century. At that time Vranov Castle was one of
the strongholds of Czech royal power, although in the 1230s the warden’s office has written
evidence of members of the Austrian noble family of the Schenks (Pincerna). This family in
the service of Moravian landlords gradually acquired many estates in the near and remote sur-
roundings of Vranov. The centre of their estate was the residence in Olbramkostel, and later
the nearby situated castle Senkenberk near Vracovice. Apart from Olbramkostel the Schenks
owned the villages Jakubov, Dyjékovi¢ky, and probably even Horni Bteckov. In all of these
localities there are surviving medieval churches with traceable links to the church in Vranov.
Along the northern side of the presbytery and the apse of the Vranov church is a fairly large
space roofed over by a barrel-shaped, and on top slightly pointed, vault. This addition today
called the sacristy is divided by a partition wall into two sections: a larger, eastern one opening
up into a separate longitudinal niche and a smaller, western one, illuminated by three small
rectangular windows. Archaeological excavation in 1990 revealed in front of the eastern wall
the foundations of an apse of a polygonal, rather than semi-circular ground plan. Judging by
the slightly pointed vault, walled-in narrow window with widely open rabbets and a pointed
crown of arch in the northern wall and the structure of the masonry consisting of disorderly
quarry stone, it is an early Gothic extension dating to a period after the mid-13th century.
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Between 1256-1262/1265 we have evidence that the burgrave at Vranov Castle was
avery influential and rich nobleman named Vikart (Wichardus), a member of the Austrian
family of Thiirnau, who was in the service of King Pfemysl Otakar IT and who entered into
family relationships with the most powerful social stratum in Moravia. It is possible that this
man raised the village below Vranov Castle to a market village, as is evidenced by the presence
of a chapel and ossuary, typical of the earliest small towns in South Moravia that came into be-
ing as a result of the above-mentioned colonization. He also had a monumental chapel added
to the Romanesque church which was most probably to serve as a private oratory for his fam-
ily. In the examined area it is certainly not the only example — similar chapels established by
the nobility in the 13th and 14th centuries can be found adjacent to the churches in Bilkov,
Staré Hobzi, Trsténice, Strizov, Kralice nad Oslavou, Ccsk}'f Rudolec, Métin and Mohelno,
and probably in Kfizanov, Bude¢, Nové Sady and Budisov.

A whole group of these private oratories with sacred buildings exists in Bohemia, but for
Moravia it is important that the same phenomenon occurs in the neighbouring Austria from
where the tradition arrived. Private chapels in close vicinity to the church from that period are
known from the neighbouring Waldviertel region, especially in the estates of the Kuenrings
(e.g. Kithring, the above-mention provostal church above Zwettl, the precinct of the Zwettl
monastery), and elsewhere (Langau, Rastenfeld, Grosspertholz, Friedersbach, Altpolla,
Pulkau). In literature we have very good descriptions of a whole group of these structures
built by ministerials in the service to the Babenbergs east of Vienna (e.g. Himberg or Bad
Deutsch-Altenburg).

The Vranov chapel may have also served as a family vault, although it has never been used
for that purpose. Vikart of Trnava was buried in the order church in Drobovice near Céslav,
and his sons probably died while he was still alive without offspring, as the family was no
longer mentioned in documents from a later period. The chapel was converted by the parish-
ioners into a sacristy and the space in the western section probably served for baptising, as
until the 1970s it housed a stone baptismal font, now situated below the gallery in the church
nave. Fine decoration, imitating a Romanesque arched frieze where the crowns of the arches
are slightly pointed, date it to the period of the construction of the chapel. The remaining
question is what was the original purpose of the western section of today’s sacristy. In the early
Middle Ages baptism fonts were often situated below the lords’ galleries in the western part of
the church. Today, the walled-in pockets which once held beams and the arrangement of the
small windows confirm that a wooden floor was once inserted into this space. Running be-
tween the stone wall, separating the eastern and western section of the chapel and the vault, is
a visible crack, suggesting the partition may have been built later. At the time of construction
the top space might have been originally intended as a gallery for the builder and his family.
The second alternative for using this part of the building is as a repository for ecclesiastical or
municipal property. Notwithstanding, the Vranov chapel may be considered unique in the
Moravian context as its dimensions, the vault characteristics and the existence of an internally
partitioned western section do not bear comparison either with this side or the Austrian side

of the border.



Among the preserved medieval heritage monuments in Vranov it is worth mentioning
a fragment of painted decoration observable in the attic in the south-eastern corner of the
presbytery, to the right from the arch that separated the presbytery from the apse, in the area
immediately below the assumed ceiling. The drawing, made with brush-applied red paint,
most probably captures a fragment from the scene of the Adoration of the Magi, or more
precisely, the upper half of the figure of the Madonna with the Infant Jesus, sitting in front
of a wooden structure representing a stable. The simplicity of the execution and fragmented
preservation do not allow us to precisely determine the dating of the drawing, the period of
its origin may fall between the second half of the 14th century and the beginning of the 15th
century. On the floor of the southern ante-room is a worn-out damaged medieval gravestone,
lined along its perimeter by an inscription in Gothic script and with protruding, fine Gothic
tracery and the torso of a shield in the centre.
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Restaurovani interiérové vyzdoby stén a klenby

Strop chraimové lodi zdobeny $tukovym
dekorem pochdzi z barokni prestavby kostela
po vypaleni $védskymi vojsky za tticetileté
valky. Stavebné historicky prazkum datuje
provedeni klenby lodi do roku 1720 a zakle-
nuti presbytite kolem roku 1784. Stukovy
dekor s rostlinnymi motivy rdmuje ovalnd
okna a pfechdzi do stén na ovalné obrazy
v lunetich stén. Dekor je tvofen postavami

andélu a stylizovanym rostlinnym ornamen-
tem. Barevnost pfcd restaurovanim byla Sondézni prizkum a odbér vzorkd pro stratigraficky
prazkum povrchl stén a klenby kostela. / Probing
survey and the taking of samples for a stratigraphic
8 survey of the finishes of the walls and the vault. Foto
filovanych fimsich. Stukovd vyzdoba vyka- Vaclav Holoubek

ve dvou tdénech, v okru na pasivnich plo-
chich a v bilé na vystupujicim $tuku a pro-

zovala deformace zptsobené druhotnych

Gpravami, stejné jako i neodbornym sniménim maleb v minulosti. Povrch $tuku byl zbrazdén
¢etnymi zdsahy nastroju a deformovan tmelenim. Modelace byla zaslepena vicenasobnymi na-
téry vipennych a hlinkovych ptemaleb. Na stropé byly rovnéz zjevné praskliny. Smyslem re-
staurovani méla byt obnova barokniho vzhledu vyzdoby stén a klenby kostela, proto také byl
v realizaéni fazi proveden podrobny stratigraficky prazkum povrchovych tprav stén a barokni
klenby Viclavem Holoubkem, ktery proved! nasledujici vyznamna zjisténi:

1. Pfi odkryvu byly odkryty nejstarsi sttedoveké omitky s barevnymi vrstvami na sténdch
pochazejicimi z dnes zazdénych oken a také byla potvrzena existence stiedoveké dekorativni
malby po straniach kamenného sanktudria v presbytati kostela.

2. Zaklenuti kostela probihalo ve dvou etapach a koncept barevnosti byl zalozen na kom-
binaci dvou barev. Nejprve doslo k zaklenuti lodé¢ (kolem 1720) a pozdéji k zaklenuti presby-
téfe (kolem 1784). Tuto informaci potvrzuji sondy i analyzy — mikrondbrusy vzorka, keeré

1 Text je zpracovan z podkladi zévazného stanoviska MeU Znojmo, Rozhodnuti ¢ 105/2009 ze dne 28. 2.
2008, Stratigrafického prizkumu povrchovych tprav stén a barokni klenby ze dne 24. 10. 2009, zpracoval
Viclav Holoubek a kol., a Zavére¢né restaurdtorské zpravy Stuk, malba, éervenec 2010, autor Viclav Holoubek.
Redakéné upraveno.
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ukdzaly, ze v lodi je dochovano vice barevnych vrstev nez
v presbytéii. Prvni barevna prezentace byla ziejmé v bilém
(stény) a Cerveném (Stuky) ndtéru. Pii sjednoceni vyzdoby
celého kostela byl bily natér nahrazen svétle Sedym a Cerve-
na razovym valérem.

3. Pod barokni omitkou se $tukovou vyzdobou je v klen-
bé jesté jedna omitkova vrstva s pekovdnim. Barokni dprava,
vyjma stavebnich zmén (zazdéni oken), nesrovndvala plochy
stén plentovinim, ale pouze tenkou omitkovou vrstvou pfe-
kryla starsi povrch, nerovny reliéf prevazné kamenného zdi-
va je stéle ¢itelny. Profilace patek pilifa je kamenna. Mladsi
vrstvy (ptevazné hlinkové) jsou na silngj$im (makroskopic-
ky) vépenném ndtéru (vice vrstev monochromni vymalby).

Plosny odkryv stén a odstranéni

druhotnych omitek. / Large area 4. Stav $tukové vyzdoby se jevi jako kompakeni, ptipad-
removal of the secondary plaster né defekty hmoty (praskliny, druhotnd modelace) budou
layers. Foto Vaclav Holoubek ztejmé az po plo$ném odstranéni mladsich vrstev.

Na zakladé tohoto prizkumu byl zahajen plo$ny odkryv starsi vymalby, ktery identifiko-
val baldachyny na sténé presbytéfe a na pilastrech.

Postupny odkryv prokdzal vyrazné statické naruseni omitek v celém interiéru. V ramci
obnovy ploch klenby a stén byl na kontrolnim dnu z iniciativy zastupctt NPU, 4. o. p. Brno
a Mé&U Znojmo upraven postup praci a barevna prezentace — $tukové vyzdoba i pasivni plo-
chy byly obnoveny v bilé barevnosti a restaurovany, resp. rekonstruoviny baldachyny na pi-
lastrech a na pravé strané presbytafte, ¢elni strany pilastri byly ténovany. Rekonstrukee bal-
dachynt prob¢hla v mistech, kde jiz ditve byla omitka otlu¢ena az na zdivo (pilastry na levé
strané). Historickd (ptvodni) technologie $tukové vymalby byla provedena technikou secco
malby na vapennych omitkich a podkladové li¢ce. Obnova v pavodnich technologiich ne-
byla vzhledem k havarijnimu stavu omitek mozna. V prvni fazi byly kotveny nejvice uvol-
néné plochy a kaverny injektovdny Ledanem. Zvétrald omitka se kvili kotveni (aby vibec
unesla sebe samu) musela konsolidovat hloubkovou paropropustnou penetraci HERBOL -
IMPRAGNIERGRUND, kter4 zajistuje i odolnost proti plisnim. Na takto ptipraveny pod-
klad byla malba restaurovéna reverzibilnim zptisobem klihovou temperou.

Restaurdtorskd obnova byla ovlivnéna zvolenym technologickym postupem, ktery se
soustiedil na konsolidaci omitek, nikoli na obnovu v ptvodnich technologiich. V intencich
zvolené metody byly dotéené povrchy omitek v zdvére¢né fazi zakryty celoplo$nou vymalbou
v lomené bilé. Sed¢ nattené pohledové strany pilastrii a malby baldachynt naznacuji barokni
vymalbu.
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Baldachyn na sténé presbytafe. / Baldachin on the Viysledna prezentace baldachynu. / Final
presbytery wall. Foto Vaclav Holoubek presentation of the baldachin. Foto Véclav Holoubek

Restoration of the interior decoration of the walls
and the vault?

The ceiling of the church nave with stucco decoration goes back to the Baroque conver-
sion of the church after it was burnt down by the Swedish troops during the Thirty Years’
War. The structural-historical survey dates the construction of the vault in the nave to 1720
and the vaulting of the presbytery to around 1784. The stucco decoration with floral motifs
lines the oval windows and continues onto the walls to the oval pictures in the wall lunettes.
The decoration is made up of figures of angels and stylised plant ornamentation. The colour
design before the restoration consisted of two tones, ochre in the passive surfaces and white in
the raised stucco and moulded ledges. The stucco decoration exhibited deformations due to
secondary alterations and incompetent removal of paint in the past. The surface of the stucco
was scratched by frequent interventions by various tools and deformed as a result of filling.
The modelling was suppressed by multiple coats of lime and clay overpaints. The ceiling had
visible cracks. The aim of the restoration was the renovation of the Baroque appearance of the
decoration of the walls and the vault in the church. As a result the implementation phase in-
cluded a detailed stratigraphic survey of the finishes of the walls and the Baroque vault carried
out by Viclav Holoubek, who made the following important findings:

1. The removal uncovered the earliest medieval plasters with coloured layers on the walls
originating from the now walled-in windows and confirmed the existence of medieval decora-
tive painting along the sides of the stone sanctuary in the church presbytery.

2 The text has been prepared on the basis of the binding decision of the Znojmo Town Council, Resolution No.
105/2009 of 28. 2. 2008, The stratigraphic survey of the surface finishes of the walls and the Baroque vault of 24.
10. 2009, written by Viclav Holoubek et al., and the final report from the restoration of stuccos and wall paints,
July 2010, written by Viclav Holoubek. Edited.
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Pohled do presbytafe. Stav po Pohled do lodi. Stav po ukonceni restaurovani. / View of the nave
ukonceni restaurovant. / View of after completing the restoration. Foto Vaclav Holoubek

the presbytery after completing the

restoration. Foto Vaclav Holoubek

2. The vaulting of the church took place in two stages and the concept of the colour design
was based on a combination of two colours. The nave was spanned over first (around 1720),
later followed by the presbytery (around 1784). This finding is confirmed by probes and anal-
yses — microscopic polished samples showed that there are more coloured layers preserved in
the nave than in the presbytery. The first colour presentation was very likely in white (walls)
and red (stuccos). After the unification of the decoration in the whole church the white paint
was replaced by light grey and red with a rosy value.

3. Under the Baroque plaster with stucco decoration in the vault there is yet another plas-
ter layer with a keyed surface pekovanim. The Baroque conversion, apart from the structural
changes (walled-in windows), did not level out the wall surfaces by plentovénim, but instead
only covered the older surface with a thin plaster layer. The uneven relief of the wall built
predominantly of masonry is still discernible. The moulding of the column bases is made of
stone. The later layers (mostly clay) are on a thicker (macroscopically) lime coating (multiple
layers of monochrome paint).

4. In terms of its condition the stucco decoration appears compact, possible defects of the
mass (cracks, secondary modelling) will become obvious after large area removal of the later layers.

Based on the results of the survey the large area removal of the old paint was commenced
which identified baldachins on the wall of the presbytery and on the pilasters.

The gradual removal confirmed considerable structural disruption of the plaster in the
whole of the interior. Within the renovation of the surfaces of the vault and the walls during
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an inspection visit to the site the work procedure was modi-
fied on the initiative of the representatives of the NPU, 4. o.
p- Brno (National Heritage Institute — Brno Branch) and
the MéU Znojmo (Znojmo Municipality) and the colour
presentation — stucco decoration and the passive surfaces
were restored to white and the baldachins on the pilasters
and the right-hand side of the presbytery were reconstruct-
ed and the facing sides of the pilasters were toned. The re-
construction of the baldachins was carried out in locations
where the plaster had been knocked off to expose the ma-
sonry — pilasters on the left-hand side. The historical (origi-
nal) technique of stucco decoration was made using the
technique of secco painting on lime plasters and a founda-
tion whitewash. Restoration using original techniques was
impossible due to the very poor condition of the plasters.
In the first phase the loose areas were anchored and caverns
were injected with Ledan. To make the anchoring possible
(so that the plaster would support itself) the weathered
plaster had to be consolidated by deep vapour-permeable
penetration with HERBOL - IMPRAGNIERGRUND,
that also ensures resistance against mould. On the prepared
foundation the paint was restored in a reversible banner us-
ing size tempera.

The restoration was influenced by the selected techni-
cal procedure, which concentrated on the consolidation of
the plasters, instead of renovation using original techniques.
Within the intentions of the selected method the affected
plaster surfaces were covered in the final phase by overall
painting in off-white. The grey-painted facing sides of the
pilasters and the baldachin paints are suggestive of the
Baroque decoration.

Stukovy rdm — detail. Stav po
restaurovani. / Stucco frame, detail;
after restoration. Foto Kamil Till

Stukové vyzdoba klenby — detail.
Stav po restaurovani. / Stucco
decoration of the vault, detail; after
restoration. Foto Kamil Till
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Restaurovani kamennych prvku:
klenebni zebra a balustrada’

Plosny odkryv vrstev na kfizové klenbé v presbytafi, Klenebni zebra — detail kfizenf. Stav po restaurovani.
vyznacen statickych trhlin. / Large area removal of /Vault rib crossing detail, after restoration. Foto
the surface layers on the rib-groined vault of the Kamil Till

presbytery, marking the settlement cracks. Foto
Véclav Holoubek

Klenebni Zebra klenby zavéru presbytaie

Materidl: litavsky vdpenec; technika: kamenické opracovini; rozméry (ptiblizné): celkovd
délka zeber 1 800 cm, sitka zebra 12 cm, vys$ka 17 cm; forma prezentace pied restaurovanim:
natér v ramci interiéru kostela

Kamenna Zebra se nachdzeji v zavéru knéziseé, keery je zaklenut jednim polem kifzové
klenby. V priniku dvou diagonalnich Zeber je kruhovy klenebni svornik. Zebra maji v fezu
jednoduchy tvar obdélniku s konkavné sejmutymi ptednimi hranami. Vybéh zeber neni zdu-
raznén konzolou — ¢éelni (vodorovna) hrana Zebra je pouze konkévné sejmuta.

Kamenn4 zebra v presbytafi byla vzhledem k vyraznému narueni statiky zajisténa a pfi-
chycena k cihlové klenb¢ systémem Helifix. Po dokumentaci mladsich vrstev byla zvolena pre-
zentace ptvodni polychromie.

1 Text je zpracovan z podkladi zévazného stanoviska MeU Znojmo, Rozhodnuti ¢ 105/2009 ze dne 28. 2.
2008, Stratigrafického prizkumu povrchovych tprav stén a barokni klenby ze dne 24. 10. 2009, zpracoval
Véclav Holoubek a kol., a Zavéreéné restaurdtorské zpravy Stuk, malba, ¢ervenec 2010, autor Viclav Holoubek.
Redakéné upraveno.
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Chérova piepazka (balustrida)

Materidl: litavsky vdpenec; technika: kamenické opracovani; ozméry (pfiblizné): kiidlo
balustrady — vyska 78 cm, $itka 255 cm, hloubka 30 c¢m, stiedni schod - vyska 14 cm, Sitka
108 cm, hloubka 30 cm; forma prezentace pied restaurovdnim: ptirodni kimen s dochovany-
mi zbytky historické barevné vrstvy

Kamenné zabradli v ptdorysu konvexné prohnuté smérem k lodi, uprostied prichodem
rozdélené na dv¢é kiidla, dole spojend schodistovym stupném v ptdorysu konvexné vypouk-
lym (v souladu s balustrddou). Mezi hranolovymi pilifi zdobenymi vpadlymi zrcadly stoji na-
koso postavené hranolové kuzelky. Madlo i prah balustrady jsou profilovany. Pied balustrddou
smérem k lodi kostela lezi prabézny schodistovy stuperi s oblym nosem a malym ustoupenim
podstupnice — schody jsou spojeny Zeleznymi klestinami zalitymi do olova.

Po prelozeni piivodni dlazby byla restaurovana chérova prepazka v presbytéfi. Bylo pro-
vedeno oc¢isténi, doplnéni defektd umélym kamenem, jehoZ struktura a charakeeristika je
podobna okolnimu origindlu. Lokélné doslo k povrchové retusi svétlostdlymi pigmenty.
Prezentace balustrddy byla zvolena ve vyrazu ténovaného ptirodniho kamene.

Postup vychazel ze schvileného konceptu restaurovani, ktery byl formulovan na zakladé
pruzkumu povrchovych tprav pied ¢isténim a vychazel i z prazkumu MgA. Petra Tamy, ktery
byl vypracovan jako podklad k vybérovému fizeni.”

Restoration of arch ribs and balustrade’®

Arch ribs of the presbytery vault

Material: Litava limestone; technology: stonework; dimensions (approximate): total
length of ribs 1,800 cm, rib width 12 ¢m, rib height 17 ¢m; form of presentation before resto-
ration: paint as part of the church interior

The ribs are situated at the end of the presbytery which is vaulted by a single field of the
cross vault. A circular apex stone is at the intersection of two diagonal ribs. The rib cross-sec-
tion has a simple shape of a rectangular with concave chamfered front edges. The ribs are not
emphasized by cantilevers — the facing (horizontal) edge of the rib has only concave chamfer.

Given the considerable structural disruption the stone ribs in the presbytery were secured
and fixed to the brick vaulting with the Helifix system. After documenting the later layers
were opted for presentation using the original polychromy.

2 Realizace: Porr (Cesko) a.s., Dimitrij N. Neuwirth, Viclav Holoubek, Petr Rozto¢il

3 The text has been prepared on the basis of the binding decision of the Znojmo Town Council, Resolution No.
105/2009 of 28. 2. 2008, The stratigraphic survey of the surface finishes of the walls and the Baroque vault of 24.
10. 2009, written by Viclav Holoubek et al., and the final report from the restoration of stuccos and wall paints,
July 2010, written by Viclav Holoubek. Edited.
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Choir partition (balustrade)

Material: Litava limestone; technology:
stonework; dimensions (approximate): bal-
ustrade wing — height 78 cm, width 255 c¢m,
depth 30 cm, average step — height 14 cm,
width 108 cm, depth 30 c¢m; form of presen-
tation before restoration: natural stone with
preserved remains of a historical coloured

layer

A stone balustrade convexly curved, in

top view, towards the nave, divided into two

Chorova prepazka. Stav po restaurovani. / Choir
partition, after restoration. Foto Kamil Till

wings by a passage in the middle, at the bot-

tom connected by a step convexly curved, in

top view, in agreement with the balustrade. The obliquely standing square balusters are insert-

ed between square columns decorated with sunken “mirrors”. The handrail and the footing of

Chorova prepazka — detail. Stav po
restaurovani. / Choir partition, detail;
after restoration. Foto Kamil Till

the balustrade are moulded. In front of the balustrade to-
wards the church nave runs a continual step with a rounded
nose and slightly receded riser — the steps are connected by
iron ties embedded in lead.

After re-laying the original paving, the choir partition
in the presbytery was restored. It was cleaned and any de-
fects were filled with artificial stone, the structure and
characteristics of which were similar to the original stone
around them. The surface was locally retouched using light-
resistant pigments.

The selected presentation of the balustrade was toned
natural stone.

The procedure was based on the approved restoration
concept formulated on the basis of the survey of the surface
finish before cleaning and also drew on the survey carried
out by MgA. Petr Tama that served as the background for
preparing the public competition documentation.*

4 Realization: Porr (Czech Republic) a. s., Dimitrij N. Neuwirth, Viclav Holoubek, Petr Roztoil
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Restaurovani nastropni barokni malby —
/mrtvychvstani Krista

Radomir Surma

Jan Michael Fissé (* 1686 Znojmo - 1 9. 1. 1732 Znojmo)
Zmrtvychvstani Krista, 1. tietina 18. stoleti, 327,5 x 242 cm, freska a seccofreska,
restaurovano na jate 2010

Prizkum malby pfed restaurovanim, UV luminiscence, sondy ve vrstvich necistot

Malba je v pomérné dobrém technickém stavu. Tektonicka vertikdlni prasklina ptes stted
klenby presbytate je stabilizovana a podle jejiho stavu a rozestupu, ktery je mensi nez 1 mm,
od posledniho tmeleni v roce 1934 se neni nutno obédvat néjaké havarie. Lze vak ptredpo-
kladat, ze stavajici trhlina do 1 mm se na fresce bude objevovat i v budoucnu po restaurovani,
jelikoZ se jednd pravdépodobné o nepatrné zmény pnuti klenby vlivem zmén teplot v zimnim
aletnim obdobi. Ostatni trhliny v malb¢ jsou zanedbatelné a vlastni malbu nijak neohrozuji.
Tmely a retuse v tektonické trhling, na to Ze byly provedeny jiz v roce 1934, jsou nevypadané,
ale v soucasnosti ponékud ztmavlé ¢i ¢aste¢né odpadlé a tmel pies né prosvitd. Retuse jen ¢4s-
te¢né prechazi i ptes pivodni malbu, nékde vsak ve vétsim rozsahu v $iti 2—7 cm.

Povrch je zanesen silnou vrstvou ulpélé nedistoty na bazi dehtu ze sviéek a kadidla.
Mnozstvi dehtu zhruba odpovida dobé od roku 1934. Barevnost je mdlo ¢itelnd a nejen
u chladnych odstint pozménénd. Sondaznim priazkumem v sekundarnich depozitech byly

Sonda ve vrstvé necistot a pfemaleb na Stukovém Stav po ocisténi ctvrtiny povrchu malby. / Situation
lazurovaném ramu. / Dirt and over-paint layer probe  after cleaning a quarter of the painting surface. Foto
of the stucco-decorated glazed frame. Foto Radomir ~ Radomir Surma

Surma
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zaznamendny dvé razné vrstvy nedistot.
Mladsi vrstva je volnd a nefixovana k povr-
chu a lze ji snimat ¢istou vodou. Starsi vrstva
je mastna dehtové, ulpéld a snimani je mozné
pouze pii pouziti optimalizovaného rozto-
ku tenzidd a enzymt ve vodé. Vlastni malba
je diky konzervaci polymerovanym olejem
z roku 1934 (viz niZe) vodé odolni. Malba

v sondéch je podstatné jasnéjsi, v mnoha pti-

padech je barevnost pozménénd a pod nedis-

UV luminiscence, povrch malby natfeny

polymerovanym olejem. / UV luminescence, , , . L
painting surface coated with polymerised oil. Foto a nazelenal¢ odstiny s bélobou, které nejsou

totou neditelna, zejména chladné namodralé

Radomir Surma pod nedistotou viibec vidét. Zména barev-
nosti se v§ak tykd vSech barev véetné inten-
zivni ¢ervené na plasti Krista, keerd je pod

nedistotou zna¢né utlumena.

Podle UV luminiscence se na povrchu nachdzi vrstvicka vosku s polymerovanym olejem ¢i
jen polymerovany olej, ktery byl na povrch malby velmi pravdépodobné nanesen v roce 1934,
kdy se jednalo o pomérné béznou konzervétorskou metodu. Tato vrstvicka konzervantu je
vak v rozsdhlych plochach narusend a v nepatrnych $upinkach odpadla. Jinde je kompakeni
ana povrchu, zdd se, dobfe drzi. V defektech odpadlé vlastni malby je vidét, Ze olej zasakl ptes
krakeluru i do podkladnich omitkovych vrstev.

Malba jiz byla v minulosti povrchové ¢isténa (pied ¢i pii zdkroku v roce 1934), a to po-
mérné razantné. Vystouplé strukeury natazené filcované omitky jsou prodiené a v hloubkach
zustdva vrstvicka velmi staré nedistoty. Tento fake neni nastésti ptilis vizualné rusivy a z restau-
rdtorského pohledu je akceptovatelny (patina). Tato nevyvdzend patina je zptisobena ptvodni
nezvykle velmi hrubou omitkou s velkymi zrnky pisku (i pfes 2 mm), kterd jsou od filcovani
povrchu vytla¢end nad okolni rovinu (jednd se i o nékolik kaminkd na em?). Omitka je filco-
vand a kaminky jsou silné vytlatené nad rovinu povrchu proto, ze natazeny tzv. fajnovy $tuk
(v tomto piipadé viak hruby) o tloustce 2—5 mm je nanesen pites star$i vrstvu velmi jemné
hlazené omitky s bilym vipennym nétérem (zrcadlo bylo ptvodné prazdné bilé, viz makro-
foto tektonické trhliny) a novou hrubou maltovinu pod malbu (,$tuk®) tehdejsi femeslnik
nebyl schopen tzv. utdhnout a zrnka zatlacit do roviny, ale jen filcovat, a tak se zrnka pisku
krouzivym pohybem vytladila nad okolni povrch. Diky této technologii ma finalni malba ne-
zvykle velmi hruby povrch a s tim spojené prodieni nékterych partii na mistech vystouplych
kaminka a v prohlubnich zanesenou a navic polymerovanym olejem zafixovanou vrstvicku
nedistoty, kterd vSak davd malbé velmi pifjemnou ,,patinu.

Restauritorsky zamér

Malba je pod nedistotou malo ¢itelna a barvy pozménéné, a proto bude nutné jeji o¢isténi s re-
vizi tmeld, retusi a povrchové konzervace. U praskliny bude vhodné provést hloubkové zpevnéni.
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Postup restauratorské priace na nastropni malbé

Po fotodokumentaci a prizkumu jsem pfistoupil
k postupnému snimdni povrchovych nedistot prizku-
mem ovéfenou optimalizovanou smési tenzidl a enzymu.
Cisténi bylo provedeno vatovymi tampony na pinzeté
ve dvou Casovych segmentech s rtiznou koncentraci rozto-
ku. Konzervace polymerovanym olejem nebyla narusovina
a ani snimana pro jeji dobrou funkci a minimalni barev-
nou zménu ténu ¢ zloutnuti. Lokalni vétsi necistoty pod
polymerovanym olejem byly redukovany $pickou skalpelu.
Retuse a lokalni pfemalby temperou na tektonické trhliné
a po obvodu malby (tmav¢ hnéda linka) byly po namékéenti
tenzidem dodistovany skalpelem. Po o¢isténi malby ma po-
vrch barev leskly charakter (pozorovano v protisvétle), coz
je zpusobeno celoplo$nym natérem polymerovanym ole-
jem pravdépodobné v roce 1934. Barvy jsou syté a vyrazné
a pusobi ¢erstvym dojmem teplych intenzivnich baroknich
odstint, a to ptes dil¢i povrchové poskozeni malby v minu-
losti. Odstranovani polymerovaného oleje by bylo nesmir-
né riskantni z divodu mozného dalsiho poskozeni secco
emulzni malby, kterd byla pravdépodobné pied touto fixa-
ci z roku 1934 zpraskovatéla. Lze fici, Ze tato trvald fixace
malbé¢ z dlouhodobého hlediska svéd¢i a bezpeéné ji chrani,
i kdyz se v soucasnosti tato konzerva¢ni technika nepouziva
(pro jasné zmény po aplikaci tohoto ¢asem Zloutnouciho
materidlu u barevnych odstinti od chladnéjsich k teplejsim).
Je mozné také fici, Ze diky této fixaci nedoslo pii souc¢asném
restaurovani k sebemensimu poskozeni barev a struktury
malby originalu. Po o¢isténi malby byly odstranény z tekeo-
nické trhliny veskeré tmely, které nemély bezpe¢nou pfilna-
vost k hranam defektu. Ukazalo se, Ze cca 98 % tmeltt nema
soudrznost s origindlem, protoze byly nandseny bez upev-
néni a jen mélce v tloustce jen nékolik mm, piestoze trhlina
jde do hloubky nékolik centimetru.

V této fizi byla po dokonalém vyschnuti malby a pod-
kladu provedena fixaz a povrchové zpevnéni narusené mal-
by a narusené konzervace polymerovanym olejem. K fixaci

byl pouzit optimélni fidky roztok paraloidu. Diéle byla

Stav po ocisténf a vytmeleni
tektonické trhliny. / Situation after
cleaning and filling the tectonic
crack. Foto Radomir Surma

Prace na odlisitelné retusi
vytmelenych defekt0 trhlin. /
Working on the discernible
retouching of the filled crack
defects. Foto Jakub Kmosek

provedena hloubkova fixace a injektaz defektu tekronické trhliny, a sice upevnéni omitkové

vrstvy k ptivodni omitce s bilym vipennym natérem a upevnéni této puvodni omitky ke zdi-

vu Ledanem a akrylatovou disperzi Hydrogrund, pokud dané misto bylo uvolnéné a hrozilo
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odpadnutim. Tektonickd trhlina nebyla
stabilizovdna staticky, protoze nebylo
provedeno statické zajisténi klenby. Podle
drobné trhlinky, ktera se na stavu pted re-
staurovanim objevila od roku 1934, vsak
neni nutno mit pfilisné obavy z néhlych
posunt klenby. Drobné pohyby po re-
staurovani vSak v dasledku klimatickych
zmén, zejména vlhkosti obsazené ve zdi-
vu a tepelné roztaznosti materidld v ro¢-
nim cyklu zima/léto, nelze vylou¢it. D4
se predpokladat, Ze drobni trhlinka se
i po restaurovani po nékolika sezénach
znovu objevi.

Pravé z diavodu hluboké tektonické
trhliny byl pouzit na vytmeleni defekta
trhlin lehéeny $lehany pruzny tmel, keery
lze tmelit i do velkych hloubek defekta,
protoze diky Slehané struktufe a porezité
s bublinkami nedochdzi ke smritovani,
nebo je alesporn ¢aste¢né eliminovano.

Tento tmel je v$ak hladky a nelze do n¢j
ptidat hrubé osttivo, které by napodo-

. . , , Stav po restaurovani, odlisitelna struktura retuse. /
bilo hrubé¢ ﬁlcovany POVfCh okolniho Discernible retouch structure, after restoration. Foto

originlu, protoze by tmel ztratil své Radomir Surma

vlastnosti. Tato skute¢nost alespon dopl-

nény hladky tmel jednozna¢né odlisuje

od vyrazné hrubého origindlu. Tmel je ve findlni fizi nanesen tzv. od hrany po hranu (aby
nebyl prekryt origindl malby), takze je na nékterych mistech mirné ¢&i vice ,zeSikma®, pro-
toze klenba je sesedl4 na kazdé strané trochu jinak a tento rozdil ¢ini misty i 1,5 mm, coz je
na trhlinu o $ifi 3-8 mm pomérné hodné. Je mozné, ze pti proménlivém bo¢nim svitu slun-
ce do presbytédfe v prubéhu roku a pti bo¢nim umélém nasvétleni miize dochazet v téchto
mistech k jistym stinam trhliny, coz je fake, se kterym je nutno se smifit, nebo se pokusit jej
eliminovat podélnym nasvétlenim klenby ve sméru trhliny, nebo nasvétlenim prostorovym
¢i odrazenym.

Otvor v dolni ¢4sti kompozice slouzici v minulosti pro zvonéni, jenz je tvofen piivodnim
do zdiva a pod omitku vsazenym dutym dievénym vélcem, byl pfi tmeleni respektovén a za-
chovan. Dfevo bylo petrifikovino dvacetindsobnym natérem roztoku Movilithu.

Retus tmelenych defektd a drobnych rusivych defekttt odpadlé barevnosti az na podklad-
ni omitku je provedena retuSovacimi barvami Maimeri v odliitelné ¢arkové strukeufte tak, aby
se tim pokud mozno co nejvice vizudlné napodobila hrub4 struktura okolni omitky. Struktura
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strateggia“ je v§ak natolik jemna, Ze jiz ze vzdélenosti cca 60 cm neni téméf ¢itelnd a z podlahy
presbytdfe neni vidét vibec.

Na zavér byla na povrch nanesena ochrannd a regenera¢ni vrstvicka zavére¢ného paraloi-
dového laku v optimélni koncentraci z diivodu sjednocenti stavajiciho sekundarné pololesklé-

ho povrchu.

Restoration of the ceiling Baroque painting — The Resurrection
of Christ

Jan Michael Fissé (* 1686 Znojmo - 1 9. 1. 1732 Znojmo)
The Resurrection of Christ, the first third of the 18th century, 327.5 x 242 ¢m, fresco and

seccofresco, restored in spring 2010

Painting survey before restoration, UV luminescence, dirt layer probes

The painting is in relatively good technical condition. The tectonic vertical crack through
the middle of the vault of the presbytery is stabilized and based on its state and span of less
than 1 mm from the last filling in 1934 there is no need to fear an emergency. It can be ex-
pected that the existing crack of up to 1 mm will reappear in the fresco in the future even after
restoration as it is probably caused by minute changes in the stressed vault due to temperature
variations in summer and winter. The remaining cracks in the painting are negligible and pre-
sent no danger to the painting itself. Fillers and retouches in the tectonic crack, despite being
made in 1934, are still in place, although they are presently darker and where parts of them
have fallen off the filler shows through. The retouches only partly extend over the original
painting, although in some locations the extent may be greater, between 2—7 cm.

The surface is covered by a thick layer of deposited dirt on the basis of tar from candles
and incense. The quantity of tar roughly corresponds to the period of time from 1934. The
colour scheme is difhicult to discern and is modified in the cold tones and elsewhere. A prob-
ing survey registered two layers of dirt. The one which is loose can be removed by clean water,
but the other, older, layer is sticky with fat tar and removal is only possible using an optimised
solution of tenzids and enzymes in water. The painting itself is water resistant thanks to con-
servation by polymerised oil. The paint in the probes is considerably clearer, the colour is
often modified and unidentifiable under the dirt, in particular the cold bluish and greenish
shades with white that cannot be seen under the dirt at all, although the colour changes affect
all colours including the intense red on the cloak of Christ, which has been dampened under
the dirt.

UV luminescence showed that on the surface is a thin layer of wax with polymerised oil or
just polymerised oil that may have been applied to the surface of the painting in 1934, when
it was a fairly commonly used conservation method. However, the layer of the conservant is
interrupted in extensive areas and flakes off in small scales. Elsewhere it is compact and on the
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surface it seems that it sticks well. In defects with flaked-off paint it can be seen that the oil
soaked into the foundation plaster layers via the crackles.

The painting was cleaned on the surface in the past (before or during the intervention in
1934), and rather vigorously as well: the protruding structures of the felt-smoothed plaster
are rubbed through and a thin layer of very old dirt remains in the depths. Fortunately, it does
not harm the visual impression and is acceptable from the restoration point of view (patina).
This unbalanced patina is caused by unusually coarse plaster with large grains of sand (over
2 mm), that after smoothing with felt stand out above the plane of the surface (several stones
per cm?). The plaster was smoothed with felt and the stones stand out conspicuously because
the so-called fine stucco (in this case coarse) 2—5 mm thick was applied over an older layer or
very finely smoothed plaster with whitewash (the “mirror” had originally been blank white,
see the macroscopic photo of the tectonic crack) and the artisan was unable at the that time
to “draw” the mortar and push the grains in level, but only smooth with felt which made the
grains stand out above the surface. Thanks to this technology the final painting has an unusu-
ally rough surface. However, the related rubbed through areas in locations with protruding
stones, and in addition a thin layer of dirt deposited in the depressions and fixed by polymer-
ised oil leaves the painting with a pleasant “patina”.

Aim of the restoration

The painting is difficult to see under the dirt and the colours have changed which requires
it to be cleaned with a revision of fillers, retouches and surface conservation. It will also be
beneficial to reinforce the crack in depth.

Procedure of the restoration work on the ceiling painting

After photographic documentation and survey I proceeded to the gradual removal of the
surface dirt with a tried and tested optimised mixture of tenzids and enzymes. The cleaning
was carried out with cotton tampons in tweezers in two time segments with different solution
concentrations. The conservation with polymerised oil was not interfered with nor removed
due to its good function and a minimum colour change of the tone or yellowing. Local con-
centrations of impurities under the polymerised oil were reduced with the tip of a scalpel.
Retouches and local overpainting with tempera on the tectonic crack and along the perimeter
of the painting (dark brown line) were additionally cleaned with a scalpel once softened using
tenzid. After cleaning the painting the surface of the paints has a glossy character (observed
against a source of light), which is caused by an overall coating with polymerised oil probably
in 1934. The colours are deep and striking and give a fresh impression of intense Baroque
shades, despite the partial damage to the painting in the past. It can be stated that this perma-
nent repair (removal of the polymerised oil would have been extremely risky due to possible
further damage to the secco emulsion painting, that may have turned to powder) is beneficial
for the painting from the long-term point of view and safely protects it, although this con-
servation technique has been discontinued in the present. It is also possible to say that it is
thanks to this repair that the present restoration avoided the slightest damage to the colours
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Zmrtvychvstani Krista. Stav po restaurovani. / The Resurrection of Christ, after restoration. Foto Kamil Till




or structure of the original painting. After the painting had been cleaned, all fillers from the
tectonic crack that did not safely adhere to the edges of the defect crack were removed. It was
discovered that approx. 98 % of fillers had no adherence to the original as they were applied
without fixing and only in a shallow layer of a few millimetres, although the crack runs several
centimetres deep.

In this phase after the painting and foundation were completely dry the disrupted paint
and conservation with polymerised oil were fixed and their surface reinforced. The fixation
was carried out using an optimum thin solution of paraloid. This was followed by deep fixa-
tion and injection of the tectonic crack defect, consisting of attaching the plaster layer to the
original plaster with whitewash and fastening the original plaster to the masonry using Ledan
and the Hydrogrund acrylic dispersion, if the particular spot was loose and about to fall off.
The tectonic crack was not stabilized structurally as the vault was not structurally reinforced.
Judging from a small crack that appeared before restoration compared to the condition in
1934, there is no need to worry about sudden movements of the vault. However, minor shifts
after restoration due to climatic changes, in particular moisture contained in the wall and
material expansion/contraction within the summer/winter annual cycle cannot be ruled out.
It can be expected that a minor crack will reappear after several seasons even after restoration.

As the tectonic crack runs deep we used expanded whipped flexible filler to fill the defects.
It can be applied to a considerable depth and thanks to its whipped structure and porosity
with bubbles it is not prone to shrinking or it is at least partially eliminated. However, the
filler is smooth and it is impossible to add coarse particles to it as the filler would loose its
properties. In the final phase the filler is applied from edge to edge (so as not to cover the orig-
inal material), so that in some places it is slightly or more pronouncedly “sloped” due to the dif-
ferences in the vault sagging on each side of the crack and this difference may amount even up
to 1.5 mm, which is quite a lot for a crack 3-8 mm wide. It is possible that with the changing
side illumination by the sun in the presbytery during the year and with side illumination by
artificial lighting the crack might cast something of a shade in these locations, which is a fact
that either has to be put up with or can be tentatively redressed by experimenting with length-
wise illumination of the vault in the direction of the crack or spatial/reflected illumination.

The hole in the lower section of the composition that was used in the past for ringing the
bell consists of a hollow wooden cylinder inserted in the original masonry and under the plas-
ter was respected and preserved during the filling. The wood was petrified by applying twenty
coatings of a solution of Movilith.

The retouching of the filled-in defects and the minor disruptive defects of colours flaked
off from the foundation plaster were made using Maimeri retouching colours applied with
a discernible line structure in order to visually imitate the coarse structure of the surrounding
plaster, although the structure of the “trateggio” is so fine that from a distance of 60 cm it is
almost unnoticeable and from the floor of the presbytery it is invisible.

In the end the surface was coated with a thin protective and regenerative layer of the fin-
ishing Paraloid varnish in an optimum concentration in order to unify the existing secondary
semi-gloss of the surface.
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Restaurovani varhan
Dalibor Michek

Podle zéznamu uvnitf néstroje je jeho autorem znojemsky varhanéi Josef Silberbauer a vy-
tvofil jej roku 1778. Doba vzniku tohoto zapisu, jakozZ i spravnost jeho sdéleni zastavaji ale
nejisté.

Nistroj byl podle dochovanych napisa vicekrat opravovan, v roce 1885 Franz Kurka do-
konce posunul sktin hlavniho stroje a pedalu smérem k oltafi.

Po demontazi a podrobném prizkumu bylo zjisténo, Ze vzdusnice hlavniho stroje i pe-
dalu byly pfeneseny z jinych, patrné vétsich varhan, nezndmo odkud, kdy a kym. Rovnéz re-
gistratura, vzduchovody a ¢dste¢né i hraci trakeura hlavniho stroje a pedélu nebyly pavodni
a musely byt rekonstruovany. Byla osazena nova pedalovéd vzdusnice s htidelovou deskou, po-
stavend podle Silberbauerovych vzoru. Stdvajici vzdusnici nebylo totiZ mozno pro jeji rozméry
opatfit nalezité fungujici registraturou, coz se u vzdusnice hlavniho stroje podatilo.

Pfinejmensim vechny velice kvalitni cinové pistaly v celém néstroji jsou sourodé a mnohé
také oznacené rokem piedpokliddané stavby varhan. Na velkém C koénické Flétny je dokonce
vyryto, ze se jednd o pistaly pro Vranov.

Témét vSechny zjisténé poznatky svédéi o tom, Ze autor néstroje, patrné Josef Silberbauer,
postavil sktif hlavniho stroje i positivu, jakoz i pistaly, tedy pfinejmensim ty cinové. Dokonéil
v$ak jenom positiv, a proto v ném disponoval ¢tyfstopovy Principal s dvoustopovou Octavou,
coz by za predpokladu celych varhan postavenych na stejné vysokém Principalu v hlavnim
stroji nedévalo smysl.

Kromé zminéné rekonstrukce nékterych ¢asti varhanniho stroje bylo tfeba odstranit mno-
hé neodborné zasahy. U manualovych klaviatur se jednalo o neptivodni spojku, pochézejici
ze sedmdesatych let minulého stoleti. Krom koncepéni nesmyslnosti znamenala mimo jiné
i neblahé zmény v ulozeni klaves a kroku ventili. A navic byla oskliva.

Podstatné dtive, patrné uz v devatenactém stoleti, zchromatisoval kdosi pedal, piesnéji fe-
¢eno jeho pavodni kratkou oktavu. Znamenalo to hruby zasah do pedalové klaviatury, thelni-
kovych tfment a vedeni Stechert pod klaviaturou. Rovnéz tyto tpravy byly pfi restaurovani
odstranény.

Na hracim stole jsme s tlevou zlikvidovali ohavné plastové $titky s ndzvy rejstiiki a nahra-
dili je papirovymi, zhotovenymi podle dobovych vzort. Pojmenovani rejstiika bylo pievzato
z napisa na pistalach. Pokud nebyly nalezeny, bylo pouZito oznaceni v dané dob¢ a oblasti
obvyklé.

Na misté pavodni méchové soustavy stojici za varhanni skiini postavil Franz Kurka v roce
1885 magazinovy méch s klinovym éerpaéem, ke kterému byl pozdéji pripojen ventildtor,
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Papirova cedule na hiidelnici hlavniho stroje./ Paper ~ Napis na pistale C Principélu hlavniho stroje s dataci

note on the shaft of the main division. Foto Dalibor a ur¢enfm pro Vranov. / Inscription on the C pipe of

Michek the Principal of the main division with dating and
dedication to Vranov. Foto Dalibor Michek

umistény velice nevhodné ve vézi kostela. Tento méch byl pfi nynéj$im restaurovini nahra-
zen klinovym vyrovnévacim méchem, regulitorem a tlumici skfini s tichobéznym ventild-
torem. Tvaroslovi detailtt méchu bylo ptevzato z dochovavsich se fragmenta rancifovskych
mécht Ignace Floriana Casparida, tedy predchudce Josefa Silberbauera ve Znojmé. Zédn}’f
Silberbauertiv méch se totiz, aspon pokud je mi znamo, nedochoval.

Ve vranovskych varhanich ztstala zachovéna podstatnd ¢ést pistal. Vyjimkou je osmisto-
pové Flétna hlavniho stroje, z niZ zbylo jenom sedm puavodnich pistal velké oktavy. Ostatni,
jejichz roven je neslusno komentovat, pochazely z doby nedévné a byly nahrazeny restauré-
torskymi kopiemi, respektujicimi tvaroslovi i pouzity materidl Flétny 8" hlavniho stroje var-
han v Dyji (Milfronu), tedy pravdépodobné rovnéz dila Silberbauerova.

Kromé¢ jinych poskozeni bylo mnoho pistal zdevastovano i nepiivodnim zvySenim vyfezi
hornich labii, které zdsadnim zpasobem ovliviiuje nasazeni i barvu ténu.

U cinovych pistal byly tyto vyfezy snizeny doplnénim cinoolovéné slitiny, pro labia drevé-
nych pistal byla pouzita specidlni pryskytice. Tato nové vyvinutd metoda je plné reversibilni
a na rozdil od postupii pouzivanych dfive neobycejné Setrna.
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Manualové klaviatury pfed a po restaurovani./ Manuals before and after restoration. Foto Dalibor Michek
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Pomérné veliké bylo poskozeni varhan éervotocem, pistaly byly navic v minulosti ¢dste¢né
polepeny papirem a natieny ¢ervenou barvou, kterou bylo nutno odstranit. Postizené dfevéné
¢4sti byly zpevnény v ldzni akrylatové pryskyfice, vyletové otvory byly zatmeleny voskovou
smési. Dily poskozené neopravitelné musely byt rekonstruovany.

Tlak vzduchu byl po akustickych zkouskdch snizen na 45 milimetrt vodniho sloupce,
na zakladé¢ vyzkumu pana Petra Koukala bylo pouzito stfedoténového ladéni s 1/6 komma.
Cinové pistaly s vyjimkou prospektu jsou ladény Stimmhornem.

Restaurovani vranovskych varhan bylo z vice dtivodi mimotadné naro¢né, stilo vsak za to.
Je to krdsny nastroj, jemuz lze pfat uz jenom rozumné zachdzeni, aby mohl jesté dlouhd léta
slouzit a pusobit radost.

Restoration of the organ

According to the label inside the instrument it was built by the Znojmo organ builder
Josef Silberbauer in 1778. However, the dating of this note and the veracity of the message
remain uncertain.

Surviving inscriptions indicate that the instrument was repaired several times and in 1885
Franz Kurka even shifted the case of the Great (Hauptwerk) and the Pedal towards the altar.

After dismantling and a detailed survey it was found that the wind chests of the Great and
the Pedal were transferred from another, probably larger organ, but we do not know from
where, when and by whom. Also, the stop controls, wind conduits and partly the key trackers
of the Great and the Pedal were not the originals and had to be reconstructed. We installed
a new Pedal wind chest with a rollerboard built to Silberbauer’s models. Due to the dimen-
sions of the existing wind chest it was impossible to fit it with properly working stop controls,
which we finally managed to do with the wind chest of the Great.

At least all of the high-quality tin pipes in the whole instrument are homogenous and
many are also marked with the year of the expected building of the organ. The great C of the
conical Flute even bears an engraved inscription that they are pipes for Vranov.

Labium pistaly G Subbasu 16"pfed a po doplnénf vyfezu. / Lips of the G Subbass 16’ pipe before and after the
lowering of the cut-out. Foto Dalibor Michek
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Panenka hfidelové desky hlavniho stroje zcela Varhany — pohled na kdr. Stav po restaurovani. Foto
zni¢ena Cervotocem. / Rollerboard of the main Kamil Till

division completely destroyed by woodworm. Foto

Dalibor Michek

Most findings testify to the fact that the maker of the instrument, probably Josef
Silberbauer, built the case of the main machine and the Positive, as well as the pipes, or at any
rate those made of tin. However, he only completed the Positive, and as a result the four-foot
Principal had only a two-foot Octave at its disposition which would not have made sense if
we assume that the whole organ was built on an equally high Principal in the main division.

Apart from the reconstruction of some parts of the organ mechanism it was necessary to
remove many incompetent interventions. In the manuals it involved a non-original coupler,
installed in the 1970s. Regardless that it did not make sense in view of the overall concept it
also introduces unsuitable changes in the positioning of the keys and the step of the valves.
And last but not least it was ugly.

Much earlier, probably in the nineteenth century, somebody chromatized the pedal, more
precisely its originally short octave. It meant a substantial intervention into the pedalboard,
shackles and the Stecher guides under the pedalboard. These alterations were also removed
during the restoration.

On the console it was with great relief that we disposed of the obnoxious plastic labels
showing the names of the registers and replaced them with paper ones, made in accordance
with period models. The names of the registers were taken from the inscription on the pipes.
If not identified, we used the marking usual in the period and region.

In the location of the original wind system situated behind the organ case, Franz Kurka
built, in 1885, a reservoir with a wedge pumping bellows, that was later connected to a blower
placed rather awkwardly in the church tower. The reservoir was replaced during the present
restoration by an equalizing wedge bellows, a regulator and a dampening box with a silent-
operation fan. The vocabulary of the méchu details was adopted from the surviving frag-
ments of the Rancifov bellows by Ignac Florian Casparides, who was the predecessor of Josef
Silberbauer in Znojmo. As far as is known, none of the Silberbauer’s bellows has survived.

The Vranov organ has a substantial number of preserved pipes with the exception of the
eight-foot Flute of the Great, of which only seven original pipes of the great octave have
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Varhany — pohled na kdr. Stav po restaurovani. / The organ — view of the gallery, after restoration. Foto Kamil Till

survived. The other ones, the quality of which is not worth commenting on, came from a re-
cent period and were replaced by restorer’s copies, respecting the shapes and material used in
the 8 Flute of the Great in the organ in Dyje (Milfron), probably another work by Silberbauer.

Aside from the assorted damage, many pipes were badly affected by the non-original rais-
ing of the upper lip cut-outs, which have a profound impact on the attack and the timbre of
the tone.

In tin pipes these cut-outs were lowered by adding a tin-led alloy, while in the lips of the
wooden pipes we used special resin. This novel method is fully reversible and non-invasive
compared to the procedures employed earlier.

The damage to the organ by woodworm was extensive. In addition, in the past the pipes
were partly covered in pasted paper and painted red, which had to be removed. The affected
wooden parts were reinforced in a bath of acrylate resin, the leak holes were stopped by a wax
mixture. The parts with irreparable damage had to be reconstructed.

After acoustic tests the wind pressure was reduced to 45 millimetres of the water column,
and then based on the research by Petr Koukal we used a 1/6 comma meantone tuning. The
tin pipes, with the exception of the fagade are tuned using a tuning cone (Stimmhorn).

The restoration of the Vranov organ was a highly challenging project due to many reasons,
but it was definitely worth the effort. It is a beautiful instrument and one can only wish that it
is handled with care so that it can serve its purpose and give joy for many years to come.
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Restaurovani varhan jako specificky problém
pamatkove pece
Petr Koukal

Pokud bychom chtéli najit pocatky varhanni pamétkové péce v ¢eskych zemich, pak mu-
sime jit az do c. k. monarchie. Zjem se tenkrat sousttedoval vyhradné na historické varhanni
skiiné z obdobi baroka. Tim, co bylo uvnitf, se pamatkova ochrana nezabyvala. Tento pfistup,
dnes pokladany za pouhy pfedstupen skute¢né pamatkové ochrany a péée o varhany, se udr-
zel velmi dlouho, vzdyt s jeho dozvuky zdpasime i dnes: vice nez polovina varhan, chrdné-
nych jako movita pamatka, ziskala tento statut jen diky své historické skiini. Vysledkem je, ze
na jedné strané mezi pamatkovymi varhanami najdeme zcela podpramérné novodobé nastro-
je v nddhernych skiinich (napt. Znojmo, kostel sv. Michala), na druhé strané donedévna ne-
bylo ¢i dosud neni chrdnéno nékolikero varhan ze 17. stoleti, ov§em v pohledové ,,oby¢ejnych®
skiinich (Polna - tzv. literdtské varhany, Meclov, Lan¢ov ad.).

Ukazuje se tak, Ze varhany se do bézné $katulky s oznadenim pamadtka nevejdou - jde
o zn¢jici umélecky hudebni néstroj, ne o némé vytvarné ¢i uméleckotemeslné dilo. Jeho pri-
mérni, dominantni ¢4sti je nikoliv vizualni podoba, ale zvuk. Proto je na misté pracovni ozna-
¢eni auditivni pamdtka (na rozdil od pamitek vizudlnich). Toto uvédoméni (v Némecku uz
v roce 1928) se stalo dulezitym stupném k odpovidajicimu pochopeni varhan jako pamiétky,
atim ik jejich ochrané a adekvétni obnove.

Je vhodné ptipomenout, ze konkrétni varhany konkrétni doby stojici v konkrétni lokali-
té v konkrétnim prostoru jsou svym zptsobem jedine¢né. Takto se dostdavime k zasadnimu
poznatku: pamditkové varhany ptedstavuji ptipad, kdy konkrétni varhany si dodnes uchovaly
ve vét$i ¢i mensi mife svou pivodni, autentickou informaci, autentickou jedine¢nost. Kde lze
nalézt autentickou, byt dil¢i informaci i v jejich zvukové podobé, tam jde o jejich nejeenné;si
hodnotu pamétkovou. Vzdyt pravé toto je jediné dochované svédectvi, jediny autenticky do-
klad o pavodni funkci varhan, o zvukové podobé¢ hudby a hudebniho Zivota nasi minulosti.
Soucasné je to hodnota nejohrozengjsi.

Co to znamend pro varhanni pamétkovou pé¢i? Nestali sledovat a starat se o kazdy hmot-
ny detail — stejné tak je tfeba u kazdého konkrétniho néstroje prosazovat uchovani a obnovu
puvodniho zvuku. Co se v$ak pod pojmem ,ptvodni zvuk® skryva? Historické varhany byly
a jsou znéjicim hudebnim néstrojem se specifickym tcinkem na recipienta. Pak ovSem musi-
me hovotit o jejich plné hudebni recepci. Pravé nutnost pochopeni dobové hudebni recep-
ce odliSuje varhany a dalsi hudebni nastroje od jinych pamatek. Pokud se tato zdsada porusi,
nutné dochdzi ke zkreslenému a mylnému chapani varhan jako pamatky, popiipadé nejsou
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Nastaveni pistal varhan v kostele Nanebevzeti Panny  Restaurované labium varhan v kostele Nanebevzet

Marie ve Vranové nad Dyji. / Pipe ranks of the organ  Panny Marie ve Vranové nad Dyjl. / Restored labium

in the Church of the Assumption of the Virgin Mary of the organ in the Church of the Assumption of the
in Vranov nad Dyji. Foto Petr Koukal Virgin Mary in Vranov nad Dyji. Foto Petr Koukal

jako pamatka vnimdny viibec. To je ptipad varhanika, keefi vidi i v historickych varhanach jen
pouhy hudebni néstroj bez historickych vazeb. Dochované varhany slouZily uz po své novo-
stavbé jako prostiedek tehdejsi hudebni recepce, odlisné od nynéjsi. Jeji samoziejmou soucasti
byl nejen zvuk konkrétnich varhan a jejich hraci zatizeni, ale i konkrétni, dobové dany herni
(interpreta¢ni) zptisob. Hovotime-li v pamatkové pé¢i o tzv. autenticité pamatek, pak v pii-
padé varhan je tento pojem plné¢ na misté; jeho soucasti se musi stat i tzv. autentickd hudeb-
ni interpretace. Dochované historické varhany tak musime nejen vnimat jako stary hudebni
néstroj, ale také si uvédomit, Ze plné pozndni a uchovani jejich kvalit nutné zahrnuje nutnost
ochrénit a umoznit jejich pivodni zptisob herniho a hudebniho uziti v jejich historické zvu-
kové podobé, tj. bez novéjsich doplinkil a zmén, které by mnozi varhanici tak radi ponechavali
¢i dokonce zavadéli.

Hlavnim cilem pamatkové péce v oblasti restaurovani varhan tak neni jen obnova historic-
ké hmotné substance. To je pouhym prostiedkem k obnové pivodniho zvuku (g. rejstitkové
dispozice, vysky ladéni, druhu temperatury, hodnoty tlaku vzduchu, menzurace a intonace
pistal) a ptivodniho herntho zptsobu (tj. rejsttikovani, prstokladu, artikulace, tempa, orna-
mentiky, improvizace atd.).

Ve vyspélych zemich je tento ptistup uplatiiovan uz dlouhd desetileti, v nasich podmin-
kich dnes kone¢né mame nékolik $pickovych varhanati-restaurdtoru, keeti takto postupuji
a mohou se Gspé$n¢ méfit se svymi zahrani¢nimi protéjsky.

V oblasti samotné konzervace, petrifikace a restaurovd-  pETRIFIKACE
n{ dfevénych ¢4sti napadenych Cervotodem (zejména pistal)  postup zpevneni narugené struktu-

jsme si vytvotili vlastni ptistup, ktery je dnes uzndvén a pte- 1y dreva postriky, natéry, injektazi,
vakuovou metodou, a to bud ume-

1.1 ® v/ M . v/ v . . / v/
birdn i v zahraniéi. Jeho podstatou je mimotddné citlivy pii- Iy ¢i prirodnimi pryskyficeni.

stup k dochovanému materialu, kdy i vdZnéji napadené ¢asti

nejsou nahrazovany kopiemi, ale naro¢né restaurovany, se snahou zachovat maximum pavodni
substance i s ohledem na odpovidajici funkénost. U pistalového fondu je to mimotadné dile-
zité. Dnes uz vime, ze takto slozité zachranénd pistala si uchové velkou miru svého piivodniho
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zvuku, kdezto novodoba, sebelepsi kopie takové pistaly se k tomuto zvuku dokéze jen ¢aste¢né
piiblizit. Proto povazujeme ,,domdci® pojeti za citlivéjsi a vhodnéjsi. Rozdilnost v ptistupech
naseho vyspélého restaurovani varhan ve srovndni s nékterymi postupy, pouzivanymi zahrani¢

1

nimi firmami, Ize rimcov¢ srovnat na ptikladu varhan ve Vranové nad Dyji a v Praze v kostele
Nejsvétgjsiho Salvatora. Oba néstroje se restaurovaly ve stejné dobé.

Organ restoration as a specific problem of heritage
monument care

If we want to trace the beginnings of organ restoration as part of heritage monument care
we have to go back to the time of the imperial and royal monarchy. At that time interest was
concentrated exclusively on historical organ cases from the Baroque period. The inside was
beyond the competence of monument care. This approach, now considered a mere prelimi-
nary stage of the heritage monument care for organs, lingered for quite a long period, and we
struggle with its repercussions even today: more than half of the organs protected as movable
heritage monuments gained this status only thanks to their historical casing. As a result, we
find as listed organs some extremely sub-standard modern instruments in exquisite cases (e.g.
Znojmo, Church of St. Michael), while until very recently amongst the unprotected instru-
ments were several organs from the 17th century, albeit in “plain” cases (Polnd - so-called
Literate Brotherhood’s organ, Meclov, Lancov, etc.).

Clearly, organs cannot be easily pigeonholed as a heritage monument - it is a soundingar-
tistic musical instrument rather than a silent work of art or a craftwork. Its primary and domi-
nant aspect is not the visual appearance but the sound. The working description as an auditive
monument (as opposed to visual monuments) is quite apt. This realization (in Germany since
1928) has become an important stage in the proper approach to the organ as a heritage monu-
ment and hence their protection and adequate renovation.

It should be pointed out that a particular organ from a particular period situated in a par-
ticular location is unique in itself. We thus arrive at the basic fact: listed organs exemplify cases
where a particular organ has preserved to this day, to a greater or lesser extent, its original,
authentic information and authentic uniqueness. Where we can find authentic information,
however partial, including their sound, it is their most important value in terms of heritage
monument. It is this, the only preserved evidence, a single authentic document on the original
function of the organ, about the sound of the music and the musical life of our past. At the
same time it is a value that is endangered the most.

What does this imply for taking care of organs as a heritage monument? Observing and tak-
ing care of every material detail is not enough — in each particular instrument there is also a need
to strive to preserve and restore the original sound. What is hidden behind the term “original
sound“? Historical organs have always been a sounding musical instrument with a specific im-
pact on the recipient. We should therefore speak of their full musical perception. It is the need
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Nastaveni pistal varhan v kostele Nejsvétejsiho Restaurované labium varhan v kostele Nejsvetéjsiho

Salvatora v Praze. / Pipe ranks of the organ in the Salvétora v Praze. / Restored labium of the organ in
Church of the Holy Saviour in Prague. Foto Petr the Church of the Holy Saviour in Prague. Foto Petr
Koukal Koukal

to understand the musical reception at that period that distinguishes organs and other musical
instruments from other heritage monuments. If this principle is ignored the unavoidable result
is a biased and erroneous approach to organs as a heritage monument, or they may not be con-
sidered a heritage monument at all. This happens to be the case for organ players who see a his-
torical organ as a mere musical instrument without any historical connotations. When first built
these surviving organs served as a means of musical reception in their time which was different
from that of today. Its natural component was both the sound of a particular organ including its
hardware and the specific (interpretational) method of playing determined by the given period.
If we talk, in respect to heritage monument care, about so-called authenticity of the heritage
monuments, then in the case of organs this notion is dead on the spot; it must incorporate
so-called authentic musical interpretation. Surviving historical organs should not therefore be
viewed as just an old musical instrument but we also need to keep in mind that a full appre-
ciation and preservation of their quality incorporates the necessity to protect and enable their
original method of playing and musical application in their historical sound, i.e. without later
additions and changes, which so many organ players prefer to leave in place or even introduced.

The principal goal of the heritage monument care with regards to restoring organs is not
just the restoration of a historical material substance. This is just a means of restoring the
original sound (i.e. register disposition, tuning pitch, temperament type, wind pressure values,
pipe dimensioning and intonation) and the original method of playing (i.e. application of
registers, articulation, tempos, ornamentation, improvisation, etc.).

While in developed countries this approach has been in place for decades, due to local
circumstances we now have at last a few top organ players — restorers who proceed in this way
and are fully competitive with their foreign counterparts.

With regards to the actual conservation, petrification and restoration of the wooden parts
attacked by woodworm (especially the pipes) we have developed our own procedure which
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is now recognized and adopted abroad. The essence is an extremely sensitive approach to the

preserved material when even seriously damaged parts are not replaced by copies, but pains-
takingly restored in an effort to preserve the majority of the original substance with consid-
eration to adequate function. This is of essential importance in pipes. Today we know that
a pipe saved using this complicated method keeps much of its original sound while a modern
copy of the pipe, however good, can only come halfway to the sound. We therefore hold the
local approach to be more sensitive and suitable. The different approaches between our own
sophisticated organ restoration compared to some procedures used by foreign companies can
be roughly compared using the example of the organ in Vranov nad Dyji and in Prague in
the Church of the Most Holy Saviour. Both instruments were restored over the same period.
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Restaurovani architektury oltard a varhanni

skifne: Konstrukce a petrifikace

Pavel Han¢

Oprava mobiliafe v kostele Nanebevzeti P. Marie zapo-
¢ala po dukladné fotografické dokumentaci rozebirdnim ol-
taft — postupné byla uvolnéna a snesena sochatskd vyzdoba,
byly svéseny a z rdma vyjmuty obrazy, demontovany byly
zlacené dekorativni fezby a posléze byla rozebrana i cela
architekeura oltafu az na nosné konstrukce. VSechny ¢asti
byly popsény a evidovény a po osetfeni proti dfevokaznému
hmyzu na odborném ozatovacim pracovisti v Roztokich
u Prahy byly rozvezeny do jednotlivych specializovanych

restauratorskych ateliéra.

Hlavni oltai Nanebevzeti P. Marie z let 1720-1730, se
svatostinkem kolem roku 1770, je tvofen portilovou archi-
tekturou se sochaisky bohaté¢ ¢lenénym nastavcem. Po de-
montazi bylo shleddno uplné rozruseni jeho nosné konstrukee
dtevokaznym hmyzem, po konzultaci se zastupci NPU bylo
rozhodnuto o vyrobé nové, rozmérové odpovidajici té puvod-
ni. Rozebrané dily byly uvolnény ve volnych spojich, petrifi-
kovény a po vyspraveni byly opétovné sklizeny a zajistény dfe-
vénymi htebiky. Byly doplnény degradované a chybéjici ¢asti.
Praskliny byly vyspraveny, trhliny ve sloupech byly zpevnény
vyztuhou z vnitini strany. Jedno dno stfedni ¢isti bylo na-
tolik destruovéno, ze muselo byt nahrazeno novym. Hlavni
oltafni fimsa byla rovnéZ rozebréna ve spojich, jednotlivé dily

byly vyspraveny a opétovné sklizeny. Postupné byly na korpus

Hlavni oltaf. Klizeni uvolnénych
¢asti hlavni fimsy rozebraného
oltéfe. / High altar. Gluing the
released parts of the main ledge
of the dismantled altar. Foto Pavel
Hanc

DREVENE HREBIKY

Drive byly Stipané konické kolicky
(¢asto habrové, jasanové, nebo

z ovocnych dfevin) zatloukany
do konickych otvort vrtanych
nebozezem.

naklizovany jednotlivé fimsy a liSty, na zdvér byla ptiklizena horni ¢ast za pomoci vrutd, keeré pak
byly nahrazeny dfevénymi htebiky. Desky néstavce byly vyspraveny, byly zpevnény klinové spoje
a doplnén chybéjici svlak. Pted pfedanim na restaurovani polychromie bylo vse osetieno ptiprav-
kem Lignofix I profi a Lignofix Top a byla provedena petrifikace napadenych ¢asti.

Pii zpétné montdzi restaurovaného oltéfe byla vztyéena nova nosnd konstrukee a upev-
néna na puvodni konzervovand kovand tihla. Ke zdéné menze byly pfisazeny spodni dily
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Hlavni oltaf. Detail voluty v prdbéhu opravy. / High Hlavni oltaf. Postupné naklizovani fims na konzolovy
altar, detail of the volute during repair. Foto Pavel dil. / High altar. Gradual gluing of the ledges to the
Hanc console section. Foto Pavel Han¢

a vypodlozeny tak, aby na né mohly byt postaveny konzoly. Konzoly byly propojeny sttedni
deskou a usazeny na spodni dil. Nésledovalo usazeni stfednich dilt a oltdfniho ramu obra-
zu. Poté, co byly vSechny dily pevné sesrouboviny mezi sebou nerezovymi vruty a pfichyceny
k nosné konstrukei pomoci pozinkovanych kovovych tchyta, byly usazeny ¢asti horni fimsy
a propojeny stiedni deskou. Nad stfedni desku byly na klinové spoje pfisazeny desky ndstavce
a nad né byla na konstrukei ptipevnéna dvé prkna nesouci zdobné prvky sochaiské vyzdoby
nastavce.

Oltaf sv. Jana Nepomuckého z let 1720-1730, opét portalového typu, je ptisazen k vitéz-
nému oblouku proti kazatelné. U oltate byla v minulosti odstranéna menza a byla nahrazena
jednoduchou deskou. I tento oltdf byl rozeschly, napadeny ¢ervoto¢em, prkna byla v mistech
kontaktu s podlahou tplné destruovana. Pti opravé bylo nutno rozpadlé ¢dsti dievéné hmoty
odfezat a na zdravé dfevo piepldtovat novy material. Déle probihaly restauratorské truhlaiské
préce, obdobné jako na architektute hlavniho oltife. Nové byla podle dochovaného obrysu
na spodni ¢asti zkonstruovana a ze dieva vyrobena menza sarkofigového typu. Oltéf byl usa-
zen na misto v kostele podle otisku v kamenné podlaze.

Oltate sv. Josefa a sv. Barbory vznikly kolem roku 1730, ale do vranovského kostela byly
zavéSeny primo na zed nad rozmérové neodpovidajici zdéné menzy druhotné. V rdmci re-
staurovani byly pod oltdfe zhotoveny nové, rozmérové a slohové vhodnéjsi dfevéné menzy.
Zaroven byly vyrobeny nové nosné konstrukee, které dovoluji odsazeni oltafu od stény, a tim
je chrani pted vlhkosti.

Naro¢né bylo restaurovani stfednich dilt bo¢nich oltdit. U dilu oltafe sv. Josefa bylo pfi-
stoupeno k odstranéni konkavnich &4sti, které byly v minulosti zni¢eny a neodborné nahra-
zeny nekvalitné zpracovanym odlisnym materidlem. Tyto ¢asti byly rekonstruovany podle do-
chovanych ¢asti na oltéfi sv. Barbory za pouziti nékterych dochovanych ¢asti fims a list. Byly
vyspraveny zadni desky ndstavct a tam, kde doslo k aplné destrukei, byl material nahrazen
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Oltar sv. Jana Nepomuckého. Nové zhotovena OItar sv. Barbory. Uvolnéni konkavni ¢asti stfedniho
menza pfed polychromovanim. / Altar of St. John dilu a opétovné sklizeni. / Altar of Sr. Barbara.
Nepomucen. Newly built mensa before polychromy.  Releasing the concave part of the middle section
Foto Pavel Hanc before re-gluing. Foto Pavel Han¢

KLIZEN( novym. Byly sklizeny korpusy pilifa a na né byly naklize-
Lepen( teplym kostnim klihern. ny vyspravené listy a fimsy. U sv. Barbory bylo provedeno
prichyceni konkavnich ¢asti k Zebriim na malé koli¢ky a za-
kliZeni. LiSty, fimsy a jednotlivé ¢asti byly zaji$tény stejné jako ptivodné dfevénymi hiebiky.
I horni desky oltafi s nastavci byly celkové rozloZeny a jednotlivé dily opraveny. Bo¢ni
y yiy yaj) y op Yy
pilife byly zkroucené a seschlé, i u nich bylo provedeno pro$panovéni, srovndni a vyspraveni
prasklin. Volné listy a fimsy byly o¢istény a opétovné priklizeny a tak jako vSechny puvodni
spoje byly zajistény dfevénymi htebiky. Pti zpétné montdzi o o
byly nové konstrukce s¢epovany a zajistény ocelovymivruty, ~ PROSPANOVANI
Vlyspraveni podélnych trhlin

.. y .1 .., . vedrevevlozenim drevenych vy-
ré jsou vsazeny do dér na chemické kotvy. Ve spodni ¢isti  noplovanych list - gpan (z ném.

Ke sténé jsou konstrukee prichyceny na zavitové tyce, kte-

z vnitfni strany jsou na vruty ptichyceny nové zhotovené  Span - stépina). Prohnuté a zkrou-
cené desky se podélné profezou
zpravidla do 2/3 sily materidlu,
dCSky S pfedni fimsou, kterd jC proti pohybu zaji§téna dv¢- provede se srovnani pfitazenim
ma vruty. Vyjimatelny BoZi hrob u oltéfe sv. Josefa je usazen krovné podioZce a do prorezanych

spar se vkladaji a zaklizuji konické
vyhoblované Spanky.

ptedni desky menz. Na nich jsou poloZeny na konstrukeich

na podlozkich a pfiSroubovan k noham konstrukce a pted-
ni desce. Stfedni dily jsou volné¢ polozeny na deskich menz
a jsou pouze piirazeny k zadnim policim pod stfedni desky oltatu, keeré jsou usazeny a pii-
Sroubovany na ptic¢ky konstrukei. Pilastry jsou pfipevnény ke sttednim deskdm a ke konstruk-
cim tak jako nastavce. Vruty pouzité ke spojim ptivodnich dilt jsou z nerezové oceli, ptivodni
uchyceni na kované hiebiky neni vhodné vzhledem k obtizné rozebiratelnosti.

Varhanni skfifi s hracim stolem a pozitivem byla zhotovena Josefem Silberbauerem
v roce 1778. Po demontazi varhanniho stroje byla konstrukce nestabilni vlivem naruseného
ramu spodniho dilu, u kterého byly neodbornymi zisahy pti dodate¢nych upravich vzdu-
chovodu preruseny ¢epy. Po konzultaci s varhanatem bylo rozhodnuto, které otvory budou
zaslepeny preplatovanim a kde budou nové prostupy pro vzduchové vedeni. Dievo varhanni
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architekeury i konstrukce byly napadeny ¢ervotocem, jednotlivé ¢asti byly uvolnéné, seschlé,
misty zpevnéné provizorné hiebiky. Rimsy byly o$tipané, jednotlivé desky popraskané.

Byl demontovan hraci stil, pozitiv a hlavni fimsa varhanni skiiné. Pod pozitivem konden-
zovala vlhkost pfividéna vzduchem z véZe, a tim zde doslo k silnému napadeni ¢ervotocem.
Vyskyt houby se zde mykologickym priizkumem neprokazal, pouze pfitomnost plisni. Prkna
byla silné destruovéna a bylo nutné je nahradit novymi. Nova prkna byla vyrobena rozmérové
i zpracovanim stejné jako ptvodni. U pozitivu byly slepeny uvolnéné ¢dsti, fimsy a listy byly
ptiklizeny a zaji$tény dfevénymi hiebiky. Praskliny byly pro$panovany, drobné defekty vyspra-
veny. Cela konstrukee z nepolychromované strany byla o$etiena ptipravkem Lignofix I prof
a Lignofix Top a petrifikovéna.

Hraci stul byl po demontazi ptevezen do dilny, kde byl zbaven nedistot, uvolnéné ¢4sti
byly zakliZeny, praskliny byly vy$panovany. Pfed odvezenim k obnové flidrovani bylo prove-
deno osetfeni piipravkem Lignofix I profi a Lignofix Top a petrifikace neflidrovanych ¢asti.

Varhanni skfin byla zavétrovand vzhledem k nestabilité konstrukee spodniho dilu $ikmymi
prkny tak, aby nedoslo k jejimu zficeni a bylo mozné vyspravit ramové konstrukee spodni ¢asti
skiiné. Jednotlivé ¢asti ramové konstrukee byly vyspraveny preplitovinim v tloustce materidlu
tak, aby nevadily névratu hraciho stroje. Ve spodni ¢asti, kde byl narusen svlak konstrukce vede-
nim vzduchovodu, bylo provedeno stuplovani materialu tak, aby mohl byt vyfiznut novy otvor
pro vzduchovod. Pierusené éepy a svlaky spodni konstrukce v jeji horni ¢asti byly zafrézovany
a nahrazeny novym materidlem v sile rdmu. Po vyspraveni jednotlivych rdmut byly ramy sklize-
ny k sob¢ a zaji$tény novymi dfevénymi hiebiky, protoze pivodni byly zcela rozruseny ¢ervoto-
¢em a pietrhdny pohyby uvolnéné skiiné. Teprve po této fixaci bylo mozné odstranit zavétro-
vani a pfistoupit k opravé horni ¢4sti. Rimova konstrukce horni ¢asti byla seschld, ve spojich
uvolnénd, rovnéz listy a fimsy byly volné. Po sklizeni jednotlivych rdmu a jejich zajisténi die-
vénymi hiebiky byly naklizeny liSty a na pivodni misto zpétné osazeny demontované fimsy.

Po zkompletovani celé skiiné bylo dfevo o$etieno opakovanym nasttikem proti dfevokaz-
nému hmyzu a poté byla provedena petrifikace opakovanym natérem solakrylu.

Restoration of the architecture of the altars and the organ
case: Construction and petrification

The repair of the movable furnishings in the Church of the Assumption of the Virgin
Mary began after thorough photographic documentation of the dismantling of the altars —
the sculptural decoration was gradually released and taken down, the paintings were unhung
and removed from the frames, the gilded decorative carvings were disassembled and after-
wards the whole architecture of the altars was taken to pieces down to the supporting struc-
ture. All parts were marked and recorded and after treatment against wood-damaging insects
in a specialized radiation laboratory in Roztoky u Prahy they were dispatched to the different
specialized restoration studios.
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The high altar of the Assumption of the
Virgin Mary from 1720-1730, with a sanc-
tuary from around 1770, consists of portal
architecture with an attachment divided
up by rich sculptural decoration. Upon dis-
mantling it was revealed that the supporting
structure had been completely destroyed
by ligniperdous insects. After consultation
with NPU (National Heritage Institute)

representatives it was decided to make a new

Oltar sv. Josefa. Stredni dil po rekonstrukci. / Altar of

o ) St. Joseph. Middle section after reconstruction. Foto
to the original. The dismantled parts were  p,yel Hane

structure with dimensions corresponding

released from the loose joins, petrified and
after repair they were again glued together
and fixed with wooden nails. Degraded or missing parts were replaced. Cracks were repaired,
ruptures in the columns were reinforced by braces from the inner side. One bottom piece
from the central section was so damaged that it had to be replaced with a new one. The main
altar ledge was also disassembled at the joints, the individual parts were repaired and then
glued together. One by one the individual ledges and laths were glued onto the corpus until
finally the top part was glued on with the help of screws which were then replaced by wooden
nails. The boards of the attachment were repaired, the wedge joints were reinforced and the
missing batten was replaced. Before dispatching for the restoration of polychromy all parts
were treated with Lignofix I profi and Lignofix Top and the attacked parts were petrified.
During the re-assembly of the restored altar a new supporting structure was erected and
fixed to the original conserved metal rods. The bottom parts were placed at the mensa and
levelled using shims so that the cantilevers could be laid on them. The cantilevers were inter-
connected by means of the central panel and mounted on the bottom part. This was followed
by mounting the central parts and the frame of the altar painting. After all the parts had been
firmly screwed together using stainless steel screws and attached to the supporting structures
by means of galvanized metal brackets, parts of the upper ledge were mounted and intercon-
nected by means of the central panel. The panels of the attachment were mounted above the
central panel by means of wedge joints and above them two boards carrying the decorative
elements of the sculptural decoration of the attachment were fixed to the structure.

Altar of St. John Nepomucen from 1720-1730, of the portal type, is situated at the vic-
tory arch opposite the pulpit. In the past the mensa had been removed and replaced with
a simple slab. The altar wood had shrunk from dryness, had been attacked by woodworm and
the boards in contact with the floor were completely destroyed. During repair the destroyed
sections of the wooden mass had to be cut off and new material was plated onto the sound
wood. The cabinet-makers’ restoration work then continued in a similar way to the archi-
tecture of the high altar. Based on the preserved outline in the bottom part, a new mensa of
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Oltér sv. Josefa. Stredni dil po
doplnéni./ Altar of St. Joseph.
Middle section complete with
additions. Foto Pavel Han¢

Varhanni skiin. Klizeni rdmové
konstrukce. / Organ case. Gluing
the framework. Foto Pavel Han¢

the sarcophagus type was modelled and made of wood. The
altar was placed in location using as a guide the imprint in
the stone floor of the church.

The altars of St. Josepf and St. Barbara were made
around 1730, but they were hung directly from the wall
of the Vranov church above the unsuitably dimensioned
brick mensas much later. As part of the restoration work
new, more stylish wooden mensas with more appropriate
dimensions were made to be placed under the altars. At the
same time new supporting structures were built to allow the
altars to be set off from the wall thus protecting them from
damp.

The restoration of the central parts of the side altars was
a demanding task. Regarding the parts from the altar of St.
Joseph it was decided to remove the concave parts that had
been destroyed in the past and had been replaced without
expert knowledge with a different material of inferior qual-
ity. These were reconstructed based on the preserved parts
on the altar of St. Barbara and incorporated some surviv-
ing sections of the ledges and laths. The rear panel of the
attachments was repaired and where completely destroyed,
the material was replaced with new material. The corpuses
of the pillars were glued together and the repaired laths
and ledges were glued to them. In St. Barbara the concave
parts were attached to the ribs using small pegs and glue.
The laths, ledges and individual parts were fixed as they had
been originally by wooden nails.

The top panels of the altars with attachments were com-
pletely dismantled and the individual parts repaired. The
flank pillars had been twisted and shrunken by the dryness.
They were reinforced using inserted wedged strips of wood,
straightened and the cracks filled. Loose laths and ledges
were cleaned and re-glued and, as with all the original joints,
secured with wooden nails. During re-assembly the new

structures were held together by mortar-and-tenon joints and secured with steel screws. The

structures are fixed to the wall by threaded rods inserted into holes with chemical anchors. In

the bottom section the newly manufactured front panels of the altar tables are attached by

screws from the inside. Sitting on them on structures are panels with the front ledge secured

against shifting using two screws. The removable Holy Sepulchre at the altar of St. Joseph is
mounted on pads and screwed onto the legs of the structure and the front panel. The central
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parts are freely laid on the tops of the altar
tables and they are only firmly pushed to
the back shelves under the central panel
of the altars, sitting and fixed by screws
to the partitions of the structures. The
pilasters are fixed to the central panels
and to the structures in the same way as
the attachments. The screws used to join
the original parts are from stainless steel,
the original attachment using hammered
nails is not suitable due to the difhiculty of
dismantling.

The organ case with the console and
the Positive was made by Josef Silberbauer
in 1778. After dismantling the organ ma-

chine the structure became unstable due to
the damaged frame in the bottom section
where the tenons were broken as a result
of incompetent intervention during addi-
tional modifications of the wind conduits.

After consultations with an organ builder
it was decided which holes would be cov-

Bocni oltar sv. Barbory. Stav po restaurovani. / Side altar
of St. Barbara, after restoration. Foto Kamil Till

ered by plates and where the new passages
for the wind conduits would be. The wood
of the organ architecture and structure
was infested with woodworm, the individual parts were loose, shrunken by dryness and in
places temporarily fixed by nails. The ledges were indented and the individual panels had cracks.

The console, the Positive and the main ledge of the organ case were disassembled. It was
found that dampness brought along with the air from the tower was condensing under the
Positive which accounted for serious damage caused by woodworm. A mycological survey did
not detect any occurrence of fungi, only the presence of mould. The boards were seriously dam-
aged and had to be replaced by new ones. The new boards were made so that the dimensions
and processing were identical to the original ones. In the Positive the loose parts were glued
together, the ledges and laths were glued on and secured with wooden nails. The cracks were
filled using wedged strips of wood and the minor flaws were repaired. The whole structure
from the non-polychrome side was treated with Lignofix I profi and Lignofix Top and petrified.

After dismantling the console was transported to the workshop where dirt was removed,
loose parts were glued together and cracks were filled using wedged strips of wood. Before be-
ing transported to renew the grain of wood it was treated with Lignofix I profi and Lignofix
Top and the parts without grain were petrified.
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Given the unstable structure of the bottom section the organ case was braced with
obliquely placed planks so that it would not collapse and to allow for framework of the bot-
tom section of the case to be repaired. The individual parts of the framework were repaired
by overplating with the plates sunken into the material so that they would not hinder the
return of the playing mechanism. In the bottom section, where the batten of the structure was
broken by the wind conduits, the material was patched so that a new opening for the wind
conduits could be cut. The broken tenons and battens of the bottom structure in its upper
section were ground down and replaced by new material in the thickness of the frame. After
repairing the individual frames they were glued together and secured with new wooden nails,
as the original ones were completely destroyed by woodworm and broken by the movement
of the loose case. Only after fixing this was it possible to remove the bracing and continue
with repairs to the upper part. The framework of the upper part had shrunk from dryness, it
had loose joints and the laths and ledges were also loose. After gluing together the individual
frames and securing them with wooden nails, the laths were glued on and the dismantled
ledges were mounted on their original position.

After the whole case was reassembled the wood was treated by repeated spraying against
ligniperdous insects and afterwards it was petrified by repeated coatings with Solakryl.
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Restaurovani architektury oltaru a varhanni
skiiné: Polychromie a zlaceni

Martin Zmeskal, Lenka Helfertova

Polychromie
Na zéklad¢ stratigrafického prizkumu bylo zjisténo,  poycHROMIE

ze pod stdvajici barevnou tpravou oltifi a varhanni skff-  gareyna uprava povrchu sochai-

né imitujici mramor se nachazi dalsi barevna vrstva, pod  skych praci, architektury a jinych
vytvarnych dél (pestrymi barvami,
i ) B zlatem ¢i stiilbrem), kterd dotvari
povrchové tpravy. Po konzultaci se zdstupci NPU, 6. 0. p.  jejich esteticky, pip. i symbolicky
Brno Mgr. Zojou Matulikovou a prof. Milo$em Stehlikem ~ ucinek.

a po porovnani barevnosti oltdfni architektury a varhan

kterou se jiz nalézalo pouze dievo bez dalSich zndmek

bylo rozhodnuto respektovat stvajici povrchovou tpravu, nebot byla provedena s cilem
sjednotit barevnost mobilidfe kostela. Stdvajici polychromie byla uvolnénd a misty opadavala.
Laky byly velmi silné ztmavlé a degradované. Na vricich architekeury byla silnd vrstva pracho-
vého depozitu. Spodni ¢ast varhanni skiiné pod sttedovou fimsou byla mechanicky poni¢ena
rytim a psanim (pfedevsim inicidlami jmen i jmény samymi).

Restaurovani zapocalo upevnénim uvolnéné polychromie a nisledné se celoplo$né smy-
valy ztmavlé laky smési isopropylalkoholu s toluenem. Pod nimi lokélné ztstavaly ztma-
vlé plochy, které se odstranily nand$enim bendtského mydla rozpusténého v terpentynu,
kterym se rovnéz provddélo zamyvani. Zbylé nedistoty se odstranily mechanicky pomoci
skalpelu. Po vy¢isténi doslo k provzdusnéni a odlehéeni barevnosti. Tmeleni se provadélo
emulznim ktidovym tmelem. Pouze u korpusu varhanni sktiné, kterd se jako jedina ¢4st mo-
bilidfe restaurovala pfimo v kostele, bylo pouzito tmelu znatky Clou, a to proto, ze za vy-
soké relativni vlhkosti v kostele nedosychaly tmely ktidové. Po vybrouseni se provadély re-
tuse akvarelovymi a temperovymi barvami. Korekce savosti tmelt se provadéla damarovym
lakem nafedénym 1:7. Zavéreéné lakovani se provadélo damarovym lakem s pfimési vosku,
¢imz bylo dosazeno hedvibného lesku. Postament varhan po stfedovou fimsu, zadni ¢ast
pozitivu a menzy oltdftl byly nalakoviny odolnéj$im akrylovym lakem Lascaux obdobné-
ho lesku, a to po dohodé¢ s pamatkovym dozorem, vzhledem k tomu, Ze tyto ¢ésti budou
velmi namahdny ddrzbou a provozem v kostele. Menzy u vech bo¢nich oltdit byly nové
vyrobeny. Po natrenkovéni kostnim klihem byl kiidovy podklad nejprve nariplovan dvéma
vrstvami 12% horské ktidy a posléze nariplovin a nakii-
dovan dvéma vrstvami bolonské kiidy. Ta byla brousena ~ RIPLOVANI
pouze vlhkym hadiikem, aby byla co nejvérnéji zachycena  Tupovanikfidy Stétinovym Stétcem.
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zivost podkladu ostatnich polychromii.
Uprava savosti byla provedena natedénym
damarovym lakem s terpentynem v poméru
1:7. Mramorovini se provadélo tempero-
vymi barvami s pfidavkem akrylatu podle
dochovanych ¢&sti polychromie na oltdfich.
Zavére¢ny lak byl proveden, jak je vyse uve-
deno, akryldtovym lakem Lascaux.

Zlaceni a stribreni

Zlacena hlavice z oltafe sv. Jana Nepomuckého. Stav

pred restaurovanim. / Gilded capital from the altar of , ) I
St. John Nepomucen, before restoration. Foto archiv.~~ @ svatostinku hlavniho oltite, bylo uvol-

Zlaceni oltdini architekeury, véetné menz

autord / authors'archive néné a na nékterych mistech zcela chybélo.
Céste¢né byla také degradovéna kiidovd vrs-
tva vlivem vysoké vlhkosti. Samotné zlacent

bylo ov$em provedeno kvalitné, i kdyz zjevné pochdzi z pozdéjsi doby, o ¢emz sveéddi barev-

nost polimentu (oranzovo-zluty). Druhotnym zlacenim tak doslo k ¢dste¢nému potlacent

modelace fezeb, jez vzniklo ptiddnim dalsi kiidové vrstvy.

V partiich mata bylo zlato lokdlné nahrazeno praskovym  POLIMENT

bronzem pojenym v Selaku. Zlaceni na mladsich dilech  Podklad pro zlaceniz bolusu - vel-

mi jemné bilé, Zluté nebo cervené

R , o o o piirodni hlinky — a nejcastéji vajec-

ptvodni. Kvalitné provedend fezbovana vyzdoba varhan  ného bilku (vaje¢ny poliment); jako

méla povrchovou tipravu provedenou olejovym zlacenim  pojidlo muze slouzt take klihova
voda (klihovy poliment) ¢i mydlo

a vosk. Na vybroudeny a vyleSteny
puvodni barokni zlaceni na lesk a mat, které bylo provede-  polimentovy povrch se pak nané-
Seji velmi tenké kovové zlaté platky.

y , . . , g Pod stfibro se zpravidla pouziva
fezby na varhanich ptezlaceny olejovym zlacenim plétko- ooliment éerny,

architektury hlavniho oltdfe (menze a svatostinku) bylo

plitkovym metdlem. Pod nim bylo prazkumem zjisténo
no na ¢erveny a zluty poliment. Svicny byly obdobné¢ jako

vym metilem. Nejprve bylo provedeno upevnéni uvolné-

né polychromie. Vlastni snimdni se provdd¢lo rozpoustédlem olejovych natért Levis Vitaf.
Rozpoustédlo se zamyvalo acetonem nebo terpentynem. Dodisténi se provadélo emulzi lihu,
acetonu a octa. Finalni dodisténi pro lesténi achatem pak chlebovou sttidkou. U svicni bylo
provadéno jest¢ mechanické dosnimani druhotnych kiid, keeré byly pod olejovym zlacenim
akterymibyla provedena velmi nesetrné retus a tmeleni jiz dfive odpadlého zlaceni. Mista, kde
polychromie zcela chybéla, byla natrenkovana kostnim klihem. Nasledné se provedlo tmeleni

a kiidovani. K¥ida byla po dtikladném vyschnuti vybrouse- L
LESOVANI (franc. lécher — omyvat)
Odstranéni jemného prachu

po brousen( kfidy. Provad( se bud
¢ervenym polimentem, mista na mat polimentem zlutym.  velminafedénou klihovou vodou
(klihova les) nebo lihem s pfidav-
i ) . . Y, kem kapky Selaku (Selakova le3).
smac¢edlem. Partie na mat byly pfetazeny smacedlem s pii- Upravuje zaroven savost kiidy pred

davkem zelatiny. U mensich defekti byla provedena retus  polimentovanim.

na zelizky a vodou. Poté se na vybrousené kiidé provedlo

leSovani. Po zaschnuti se mista na lesk napolimentovala

Po vyschnuti bylo provedeno zlaceni na lesk a mat lihovym
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Zlacend hlavice z oltare sv. Jana Nepomuckého. Stav v Zlacena hlavice z oltafe sv. Jana Nepomuckého. Stav
pribéhu restaurovani — kiidovani. / Gilded capital from  po restaurovani. / Gilded capital from the altar of
the altar of St. John Nepomucen, during restoration — St. John Nepomucen, after restoration. Foto archiv
chalking. Foto archiv autor / authors'archive autorli / authors'archive

praskovym zlatem pojenym arabskou gumou. Patinovalo se pemzou a za pomoci sklenénych
vlaken. Obdobnym postupem se provadélo i stfibfeni oblaka z hlavniho oltate. Pouze pati-
novéni se provadélo vedle jiz zminénych materilti i za pomoci barevné retuse polimentem
a akrylovymi barvami, a to vzhledem k lep$imu zapojeni k naoxidovanému stiibru. Na zavér
se u stfibfeni provedlo zdvére¢né lakovani zaponovym lakem proti oxidaci.

Restoration of the altar architecture and the organ case:
Polychromy and gilding

Polychromy

Based on a stratigraphic survey it was found that under the existing imitation-marble col-
our finish of the altars and the organ case is another colour layer under which there is only
wood without any further traces of finishing. After consultations with representatives of the
NPU, t. o. p. Brno (National Heritage Institute — Brno Branch) Mgr. Zoja Matulikova and
prof. Milos Stehlik, and after comparing the colour scheme of the altar architecture and the
organ case, it was decided to respect the existing finish as it had been made with the aim of
unifying the colour design of the movable furnishings in the church. The existing polychromy
had come loose and was flaking in places. The varnishes had grown very dark and were de-
graded. On the tops of the architecture there was a thick layer of dust deposit. The bottom
section of the organ case below the central ledge was physically damaged by engraving and
writing (initials and complete names).

The restoration work began by fixing the loose polychromy followed by a complete cleans-
ing of the darkened varnishes with a mixture of isopropyl alcohol and toluene. Underneath
were locally remaining darker areas that were removed by applying Venetian soap dissolved in
turpentine which was also used as afterwash. The remaining dirt was removed mechanically
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using a scalpel. After cleaning the colours be-
came more airy and lighter. The filling was
carried out using an emulsion chalk filler.
Only in the corpus of the organ case, which
was the only part to be restored directly in
the church, did we use Clou filler given that
chalk fillers became completely dry inside
the church due to the high relative moisture
content. After smoothing there followed
retouching with watercolour and tempera
paints. The correction of the absorption
capacity of the fillers was made by means
of Damar varnish diluted 1:7. The final var-
nishing was done using the Damar varnish
with an admixture of wax to achieve a silken
gloss. The bottom section of the organ up to

the central ledge, the rear part of the Positive
and the altar mensas were varnished using
the more resistant Lascaux acrylic varnish
with a similar gloss after agreement with the

heritage monument supervision given that
these parts will be under heavy stress due to
maintenance and the church functions. The

Hlavni oltaf. Stav po restaurovani. / High altar, after
restoration. Foto Kamil Till

mensas of the side altars had to be newly
made. After soaking with bone glue the chalk
foundation was first covered with two layers
of 12% mountain chalk applied by dabbing and then dabbed and chalked with two layers
of Bolognese chalk. This was smoothed using a wet piece of cloth only to let the underlying
polychromy come alive as faithfully as possible. The correction of the absorption capacity was
made using Damar varnish diluted with turpentine 1:7. The marbling was carried out using
tempera paints with an admixture of acrylate based on the preserved parts of polychromy on
the altars. The final varnishing was performed using Lascaux acrylic varnish.

Gilding and silvering

The gilding of the altar architecture, including the altar tables and the sanctuary of the
high altar, was loose and in places completely missing. The chalk layer was partly degraded
due to the high moisture content. The gilding itself was made to a high quality, although it
obviously originated from a later period, as confirmed by the colour of the poliment (orange-
yellow). The secondary gilding therefore partly suppressed the modellation of the carving that
had been created by adding another layer of chalk. In the matt sections gold was locally re-
placed with powder bronze bonded in shellac. The gilding on later parts of the architecture of
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the high altar (altar table and the sanctuary) was original. The high-quality carved decoration

of the organ had been finished using oil gilding plate metal. Underneath a survey identified

original Baroque gilding for shine and matt, made on red and yellow poliment. The candle

holders were, just as with the organ carvings, overgilded using oil gilding plate metal. As a first
step, the loose polychromy was fixed. The actual removal was carried out using Levis Vitaf oil

paint solvent. The solvent was washed away with acetone or turpentine. The after-cleaning
was done using an emulsion of spirit, acetone and vinegar. The final cleaning before smooth-
ing with agate was performed using the soft part of bread. In the candle holders the work in-
volved the mechanical after-removal of secondary chalks present under the secondary gilding
which had been used rather insensitively to retouch and glue on flaked off gilding. The spots

where polychromy was completely missing were soaked with bone glue. This was followed by
filling and chalking. When perfectly dry, the chalk was smoothed with irons and water. Next,
the smoothed chalk was was treated with diluted glue-water mix. When dry the areas of shine

were polimented using red poliment, and the areas of matt using yellow poliment. After dry-
ing, the gilding was then brought to shine or matt using a spirit soaking agent. Matt areas were

washed with a soaking agent with an admixture of gelatine. Minor flaws were retouched using
powder gold bonded with Arabic gum. Patination was made using punice and glass fibres.
A similar procedure was employed in silvering the clouds from the high altar. In addition to

the above-mentioned materials, patination also included colour retouches with poliment and
acrylic paints to achieve better bonding with oxidized silver. The final step in the silvering
process was the final application of Zapon lacquer against oxidation.



Restaurovani zavesnych obrazu

Romana Balcarova, Jana Michalkova

Barokni zdvésné obrazy v kostele Nanebevzeti P. Marie jsou instalovany pievazné jako ne-
dilnd souddst vyzdoby oltdt. Do zlaceného ramu v hlavnim oltafi je vsazen rozmérny obraz
Nanebevzeti P. Marie, na bo¢nim oltafi sv. Jana Nepomuckého na epistolni strané presbytaie
je obraz svétce z okruhu F. A. Maulbertsche, v nastavci s drobnym obrazem Madony. Obrazy
z oltdi v lodi jsou stejné jako malba na hlavnim oltafi dilem nezndmého autora z 1. polovi-
ny 18. stoleti — na levém oltafi sv. Josef podavé Jeziskovi stvol lilie, na pravém je zobrazena
sv. Barbora. V nastavci oltafe sv. Josefa je v bohatém zlaceném rdmu zavésen drobny ovélny
obraz na dtevéné desce — Uték do Egypta, v ndstavci na oltéfi sv. Barbory pak protéjskové vy-

jev s P. Marii a sv. Josefem.

Samostatné jsou umistény v bohatych $tukovych ramcich na evangelijni sténé presbytéfe

dva velké ovaly s ndméty Navstiveni P. Marie a Narozeni
Krista.

Vsechny obrazy s vyjimkou dvou ovilka v néstavcich
bo¢nich oltdit jsou provedeny v olejomalbé na placené
podlozce. Kvalitou se vymyka obraz sv. Jana Nepomuckého,
ostatni malby maji podobny rukopis a je pravdépodobné, ze
vznikly rukou stejného autora, popt. dilny. V plnosti se sho-
da projevila po ocisténi barevné vrstvy v typice tvare P. Marie
z hlavniho oltédfe a sv. Barbory z bo¢niho oltate v lodi.

Obrazy byly stejné jako ostatni zafizeni kostela ve $pat-
ném stavu. Platna byla provésend a zdeformovand, zbor-
cené napinaci rdmy jiz neplnily nosnou funkci, jejich

OLEJOMALBA

V historickém pojeti ma presnée
déno poradi vrstev — naklizena
podlozka (platno, dfevo, kovova
deska) je vyrovnana bilym ¢i barev-
nym podkladem (tzv. Sepsem), kte-
ry je izolovan. Nasleduje podmalba,
malba, systém lazur a zavérecnych
lakd. Pfi opravach musi byt dbano,
aby pfi snimani necistot a zesla-
bovani ztmavlych lakl nedoslo

k naruseni vrstev tvofici pavodni
vystavbu obrazu, jak se tomu v mi-
nulosti ¢asto délo.

listy a sttedni pricky se prorysovaly do malby na lici. Kromé obrazu sv. Barbory a sv. Josefa
s Jeziskem byly vSechny obrazy v minulosti nazehleny na nova platna kleistrovym lepidlem,
zkiehly lep se misty zacal oddélovat, zpusoboval pfilisné pnuti a nasledné deformace — na ob-

razech bylo velké mnozstvi defektd a trhlin. Barevna vrstva
byla pod silnym ndnosem nedistot ¢asto protkdna siti plas-
ticky vyraznych miskovitych krakel. Ztmavlé a zakalené
laky zkreslovaly pivodni kolorit. Restauratorsky prizkum
(ultrafialové svétlo, mikrosondy) ukdzal na mnoZstvi tme-
la, pfemaleb a retusi.

Postup restaurdtorskych praci lze pribliZit popisem
opravy ovélného obrazu Narozeni Krista z levé stény
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KLEISTR, KLEISTROVE LEPIDLO

Lepiva smés z klihu, Skrobu, mouky
a dalsich pfisad (napf. benatského
balzamu — z modfinu jiznich Alp),
byla pouzivana v 19. a na pocat-
ku 20. stoletf k nazehleni obrazu

na nové platno. Ve vihkém pro-
stfedi byva ¢asto zdrojem plisni

na obrazech.




. presbytafe, keery patfil k nejproblemati¢téj$im nejen svym
havarijnim stavem, ale zejména vrstvami celoplo$nych pte-
maleb, které vyrazné pozménovaly jak barevnou skladbu,
tak i modelaci tvati a draperii. Pfed zahdjenim praci byl stav
obrazu dukladné fotograficky dokumentovén jak v pfiro-
zeném, tak v razantnim nasviceni, zkoumdn byl v UV lu-
miniscenci a také byly provedeny sondy v barevné vrstvé.
Postupné¢ byly zeslabovany vrstvy nedistot, zemavlych laka
a snimany celoplo$né pfemalby. Pii opakovanych starsich
opravach byly vyrazné ménény nejen draperie a fyziognomie
postav, ale souvisle premalovavano bylo i celé pozadi véetné
andélt v horni ¢4sti obrazu. Laky a ptemalby byly snimany
smési organickych rozpoustédel a mechanicky docistovany
skalpelem pod binokularni lupou. Pod pfemalbami se obje-

NarozeniKrista. Stav pfed opravou./ vilo mnozstvi rozsahlych tmelt rizného zabarveni a struk-
The Nativity of Christ, before repair.
Foto archiv autorek / authors’ ] . . .. . )
archive vé ¢asti obrazu vypliioval nejen defeke, ale Siroce ptekryval

i pavodni malbu v jeho okoli. V levé horni ¢asti pod krus-

tur, které bylo nutno rovnéz odstranit. Rozsahly tmel v pra-

tou tmelt chybéla vétsi plocha ptivodniho platna, mnozstvi
dalsich drobngjsich defekt v pléténé podlozce se pak objevilo pfi snimdni nevyhovujiciho
podlepujiciho plétna. Po odisténi malby byl obraz ptelepen z lice ochrannym papirovym pie-
lepem, platno bylo sejmuto z rdmu a postupné bylo odstraniovano staré nazehlovaci platno
a zdplaty. Pavodni platno bylo z rubové ¢4sti duikladné mechanicky odisténo od starych nédno-
sti kleistru a obraz byl vyrovnavan. Cetné trhliny byly sedfviny polyamidovymi tavnymi vldkny,
v mistech vétsich defeketl bylo vsazeno Inéné platno odpovidajici vazby, keeré bylo opatfeno
i shodnym podkladem. Poté byl obraz celoplosné konsolidovan roztokem Bevy na nizkotla-
kém vakuovém stole. Protoze vazba starého ptuvodniho platna jiz nebyla plné soudrzna, bylo
po vyrovnani a konsolidaci pfistoupeno k nazehleni obra-

KONSOLIDACE MALBY , WY,
Zpevnent barevné vistvy, zviient zu Beva gelem na nové celolnéné platno a obraz byl napnut
jeji piilnavosti k pléténé podlozce. na nov¢ zhotoveny napinaci ram. Malba byla opétovné do-

¢isténa a velké mnozstvi defekta bylo vyplnéno emulznim
tmelem. Tmely byly zabarveny do okrového ténu ptivodniho podkladu a povrch upraven tak,
aby se nerusen¢ zapojily do krakelami zbrdzdéné struktury okolni malby. Scelujici retuse roz-
sdhle poskozené malby byly provadény akvarelovymi bar-
vami, po optickém sjednoceni byl obraz poprvé nalakovin ~ KRAKELA, KRAKELAZ

a nésledovala dal$i vrstva retusi, tentokréte pryskyfi¢nymi  Projev pfirozeného stamuti olejo-
malby; barevnd vrstva je obvykle

) L LR L po mnoha letech protkana siti
z damarové pryskytice s ptimési béleného veeliho vosku  trhiinek - krakel - jernajgich ¢ vy-

barvami. Na zavér byl obraz opatien konzerva¢nim lakem

a polymerovaného oleje a provedeny jiz jen malé korektury raZ“égf['Ch, ktelré vzniﬁ)ly FK/\OSthU pnym
sesychanim olejomalby. Mohou

také vzniknout bezprostredné v dd-
a fotograficky dokumentovan. sledku technologické chyby.

retu$i barvami Maimeri Restauro. Postup praci byl pisemné
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Restoration of the wall-hung paintings

The Baroque wall-hung paintings in the Church of the Assumption of the Virgin Mary

are mostly installed as an integral part of the decoration of the altars. Set in the gilded frame
in the high altar is the large painting The Assumption of the Virgin Mary, in the side altar of
St. John Nepomucen on the epistle side of the presbytery is a picture of a saint from the circle
of . A. Maulbertsch, with a small painting of the Madonna in the retable. The paintings from
the altars in the nave, just as the painting on the high altar, are the work of an unknown artist
from the first half of the 18th century — on the left-hand side altar St. Joseph hands the infant
Jesus the stem of a lily, on the right-hand side is a depiction of St. Barbara. Hung in a splendid

Narozenf Krista. Postupné snimani pfemaleb
chemickou cestou. / The Nativity of Christ. Gradual
overpaint removal using a chemical method. Foto
archiv autorek / authors'archive

=

Narozeni Krista. Rubova strana obrazu po sejmuti
nevyhovujiciho podlepeni, ¢isténi od zbytkd lepU
a starych zaplat pfed scelenim trhlin a doplnénim
chybéjiciho platna. / The Nativity of Christ. The rear
side of the painting after removal of unsuitable
support, remaining glue and patches and before
filling up the crackles and adding missing canvas.
Foto archiv autorek / authors'archive

gilded frame in the retable of the altar of St.
Joseph is a small, oval picture on a wooden
plate — The Escape to Egypt, opposite in the
retable of the altar of St. Barbara is a scene
with the Virgin Mary and St. Joseph.

Two large ovals with the subject of
the Visitation of the Virgin Mary and The
Nativity of Christ are situated independently
in richly decorated stucco frames on the
evangelist side of the presbytery.

All paintings with the exception of the
two small ovals in the retables of the side
altars are executed as oil paintings on can-
vas. The picture of St. John Nepomucen
is outstanding due to its high quality, the
other paintings have similar brush styles
and may have been made by the hand of
the same author or workshop. This similar-
ity was exposed in full after the cleaning of
the coloured layer in the typing of the face of
the Virgin Mary from the high altar and St.
Barbara from the side altar in the nave.

The paintings, as with the other furnish-
ings in the church, were in poor condition.
The canvases were sagging and deformed, the
broken tensioning frames no longer fulfilled
their supporting function, their laths and
central partitions protruded from the paint-
ing on the face side. Apart from the paintings
of St. Barbara and St. Joseph with the infant
Jesus, all the paintings had been ironed onto



new canvases using Kleister adhesive, the
fragile sticky substance had become detached
and caused abnormal tension followed by de-
formation — the paintings had many defects
and cracks. Under a thick deposit of dirt, the
coloured layer was often strewn with a web
of conspicuous bowl-shaped crackles. The
darkened and cloudy varnishes distorted
the original colouring. The restoration sur-
vey (ultraviolet light, microprobes) revealed
many fillers, overpaints and retouches.

Narozeni Krista. Po konsolidaci barevné vrstvy byl
odstranén ochranny papirovy prelep. / The Nativity

of Christ. After consolidation of the coloured layer

The procedure during the restoration
work can be described using the example of
the repair of the oval painting The Nativity
of Christ on the left-hand side of the pres-
bytery, which presented the greatest challenge due to its
very poor state and especially the layers of complete over-
painting that substantially changed the colour scheme and
the modelling of the faces and drapes. Prior to commenc-
ing the work the painting was thoroughly documented by
photographing both in natural and strong artificial lighting,
examined in UV luminescence and by probes made in the
coloured layer. The layers of dirt and darkened varnishes
were made gradually thinner and the entire overpaint was
removed. The previous repairs have considerably changed
both the draperies and the physiognomy of the figures, but
continual overpainting had also affected the background in-
cluding the angels in the top upper section of the painting.
The varnishes and overpaints were removed with a mixture
of organic solvents and then mechanically cleaned using
a scalpel under abinocular magnifying glass. Great quan-
tities of extensive fillers of various colouring and structure
that appeared under the overpaints had to be removed as
well. Extensively applied filler in the right-hand side of the
painting had filled up a defect and spilled over, covering the
original paint around it. A considerable area of the original
canvas was missing under the crust in the top left section,
many other smaller flaws in the canvas emerged after the
removal of the obsolete additional canvas that the origi-
nal had been mounted on. After cleaning, the face of the

the protective paper cover was removed. Foto archiv
autorek / authors’archive

Narozenf Krista. Stav v zavéru
opravy pred retusi — dublovany
obraz byl pfepnut na nové
zhotoveny rdm, barevna vrstva
ocisténa, zbavena pfemaleb

a zpevnéna, defekty vyplnény
vsadkami platna a emulznim
tmelem. / The Nativity of Christ.
Painting repair — before the final
retouching, painting with replaced
support tightened up on a new
frame, coloured layer cleaned
and reinforced, defects filled with
canvas inserts and emulsion filler.
Foto archiv autorek / authors’
archive
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Narozenf Krista. Stav po oprave pred instalaci do
Stukového ramu na evangelijnf sténé presbytafe. /
The Nativity of Christ. Painting repair — before
mounting into the stucco frame on the evangelic
side of the presbytery. Foto archiv autorek / authors’
archive

painting was covered by asticky protective
paper cover, the canvas was removed from the
frame and the old additional iron-mounted
canvas and patches were gradually removed.
On the rear side the original canvas was thor-
oughly mechanically cleaned of deposits of
Kleister and the painting was straightened.
Frequent cracks were stitched up using poly-
amide meltable fibers. Locations with greater
defects were repaired using canvas with a cor-
responding weave and identical foundation
applied to it. Afterwards the whole of the
painting was consolidated using a Beva solu-
tion on a low-pressure vacuum table. As the
weave of the old original canvas was not fully
coherent, after straightening and consolida-
tion the painting was mounted by ironing
using the Beva gel on a new canvas and the
painting was strung on anewly made ten-
sioning frame. The paint was again cleaned
and the great number of defects was filled
with emulsion filler. The fillers were coloured
to the ochre tone of the original founda-
tion and the surface was treated so that they
would seamlessly blend in with the crackles
of the rugged structure of the surrounding
paint. The unifying retouches of the exten-
sively damaged paint were done using water-

colours. After an optical unification the painting was varnished for the first time, which was

followed by another layer of retouches, this time with resin paints. In the end the painting was

coated with a conservation varnish from Damar resin with an admixture of whitened bees-

wax and polymer oil and only minor corrections were made by retouches using the Maimeri

Restauro paints. The work procedure was documented in writing and in photographs.
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Restaurovani socharské vyzdoby

Lenka Helfertova

Sochaiska vyzdoba kostela zahrnuje tii okruhy restauratorské problematiky, keeré lze roz-
¢lenit podle miry dochovani, vyskytu druhotnych zdsaht a technologické vystavby:

1. sochatska vyzdoba hlavniho oltafe

2. sochy ¢tyf andéla z oltata sv. Josefa a sv. Barbory

3. sochy dvou andélu v lesténé béli v knézisti

Vzdy po provedeni laboratorniho a stratigrafického prazkumu byly prezentovény a zva-
zovany jeho vysledky a stanoven dalsi postup restaurdtorskych praci. VSechny sochy byly
v minulosti opravovany, byly pfemalované, ¢aste¢né pfe- )
v Loy Y v Y INKARNAT
kiidované a ptezlacené. Dfevo bylo napadeno éervoto¢em.  ———— .

inkarnatech byl y leb. pod nimi ie pavodni Zbarvenflidské pleti v malbé nebo

V inkarndtech byly vrstvy ptemaleb, pod nimi je ptivodni |\ oy chromované plastice.
polychromie na kiidovém podkladu. Uvolnénd polychro-
mie byla upevnéna Zelatinou a rybim klihem. U v8ech dfevotezeb byla provedena v mirném
vakuu petrifikace roztokem akrylatové pryskytice Solakryl. Ctyti dfevotezby s barevnou lazu-
rou byly opakované napoustény ndtérem ze zadni strany a injektazi, nebot nebylo mozné po-
nechat sochy v petrifika¢nim roztoku, v ném?z lazura nabobtnavala. Po technologické pauze
na vytvrzeni Solakrylu byly chybéjici ¢asti u vSech soch vysazeny novym dfevem a dofezdny.

1. Sochaiska vyzdoba hlavniho oltafe kostela Nanebevzeti Panny Marie

Sochy sv. Hefman s Jeziskem a sv. Jan Nepomucky, Biah Otec, Kristus, kle¢ici andélé
na fimse, dfevofezby andilka na sttibrnych oblacich, hlavicky andilka - putti

Snimani bylo provedeno jen v partiich
inkarnatt, kde novd kompakeni riizova olejo-
va vrstva je spiSe pretérem. Honosné zlacené
feSeni polychromie bylo ponechdno. Byly
sejmuty povrchové nedistoty a zlato vyleste-
no. Nové dotfezby byly naktidovany, defekey
v inkarndtu byly vytmeleny kfidovym tme-
lem a vyretu$ovany akvarelem. Defekey v la-
zurach byly podstiibfeny, stiibro izolovino

bilym $elakem a retuSovidno akvarelovymi
a pryskyfi¢cnymi barvami Maimeri. Zlaté

Plastika Boha Otce, dofezba chybéjicich prstl. /
Sculpture of God the Father, additional carving of
missing fingers. Foto archiv autorky / author’s archive

a stiibrné platky byly mechanicky patinova-

ny a retu$ovany do puvodni intenzity. Aby
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Andél z oltafe sv. Barbory. Stav
pfed restaurovanim. / Angel from
the altar of St. Barbara, before
restoration. Foto archiv autorky /
author’s archive

Andeél z oltare sv. Barbory. Snimani
pfemaleb. / Angel from the altar of
St. Barbara. Overpaint removal. Foto
archiv autorky / author’s archive

POLIROVACI (LESTENA) BEL

Bil& hmota rlizného slozeni (napf. po-
liment, kiida i kaolin s pfimési tuku),
nanasena na baroknf fezbu a pro na-
podobeni mramoru lesténd achatem,
¢asto v kombinaci se zlacenim.
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se zabranilo oxidaci stiibra, bylo zaizolovdno zaponovym
lakem. Na zavér byly inkarnaty ptelakovany damarovym la-
kem s ptimési véeliho vosku.

2. Sochaftska vyzdoba oltafe sv. Barbory a sv. Josefa

Ctyti polychromované dievotezby andélt, vyska cca
150 cm

Sochy jsou z ruky kvalitniho umélce, estetickou hodno-
tu vyrazné¢ snizovala novodoba uprava polychromie — stfi-
bfeni hlinikem na olej, nékteré partie byly pojednany stii-
bfenkou. Na zadni strané jednoho z andéla je napis datu-
jici opravu: Jos. Lustig Vergolder Znaim 1905. Ktidla byla
pravdépodobné odstranéna v obdobi piestavby oltart, kdy
se k figurdm z dtivodu nedostatku mista nevesla. Pii sondaz-
nim prizkumu bylo zjisténo, ze paivodni polychromie byly
strzeny zelizkem a zniceny ¢etnymi hlubokymi skrabanci.
Nerovny povrch nebylo mozné pouzit jako podklad pro
pokladdni kovovych folii. V partiich stfibfeni byly nalezeny
zbytky barevnych lazur — ¢ervené a zelené.

Novodob4 polychromie byla sejmuta, v partiich inkar-
natt byly ryhy vytmeleny a vyretu$ovany. Zlaceni a stéibfent
s lazurami bylo feSeno rekonstrukei. K patinovani nového
zlaceni bylo pouzito jemné mleté pemzy a skelnych vla-
ken. Pokud jde o stfibfeni, pod lazuru neni mozné sttibro
patinovat, protoZe strzena félie vytvati povrch bez odrazu
a ve vysledku po naneseni lazury tmavé a tupd mista. Po na-
neseni ¢ervenych nebo zelenych olejovych lazur v partiich
rouch a po jejich dokonalém zaschnuti byla barevnd plocha
patinovana pigmentem. Partie inkarndtd, vlasii a zelenavych
sokltr byly po retusi zakonzervovany slabym damarovym la-
kem s ptimési véeliho vosku.

3. Solitérni plastiky dvou andélit v lesténé béli
v knézisti

Polychromované fezby, vyska 130 cm
Hlavnim problémem téchto krasnych solitérnich plas-
tik je Zalostny stav dieva, ¢asti fezeb jsou rozpadlé na prach.
I kdy? je plasticita zkreslena silnou vrstvou kiidovych natéra,
bylo upusténo od snimani druhotné vrstvy kiidovéni, nebot
silnd vrstva polychromie do jisté miry dievotezbu jako sko-
tapka zpeviuje. Ktidla andeli jsou fezdna v celku s trupem,
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Andél z oltare sv. Josefa. Priprava
na petrifikaci. / Angel from the
altar of St. Joseph. Preparation for
petrification. Foto archiv autorky /
author’s archive

Andél z oltare sv. Barbory. Kfidovy
podklad. / Angel from the altar of
St. Barbara. Chalk foundation. Foto
archiv autorky / author’s archive

u jedné sochy se kidla vlastni vahou odlomila a byla nouzo-
v¢ k zadtim andéla pfitlu¢ena htebiky. Povrchova Gprava ole-
jovym natérem svétle $edé barvy byla napodobou polirovaci
béli v kombinaci se zlacenim. Nejstarsi zachovanou vrstvou
je monochromni $edozelena olejova barva. Stity maji modré
pozadi se zlatym ndpisem AVE MARIA a GRATIA PLENA,
kde se opakuje v mirné odlisnych ténech kombinace ve vice
vrstvach. Bylo rozhodnuto, ze bude sniman svétle Sedy pie-
tér a socha bude ponechdna v kombinaci zlaceni a lesténa
bél. Pti petrifikaci se dlouhodobym pusobenim toluenu

oddélily rozsahlé olejové o

TRENKOVAN]

(z ném. tranken — napustit, impreg-
o L novat). Napusténf dfevéné podloz-
kiidel. Nové dofezby byly  ky 14% klihovou vodou.

natrenkoviny a nakii-

tmely, které dopliovaly
rozpadlé ¢asti draperie ¢i

dovany v nékolika vrstvich. V partii obli¢eji byly odhaleny
¢4sti modelace kolem o¢i na spodni polychromii a po obna-
zeni puvodni plasticity byla znovu doplnéna kiida do stava-
jici sily. Zlacené &asti byly vycistény, dozlaceny a patinovény.
Polirovaci bél mirné lomend do $edé barvy byla pfipravena
na bazi voskokaseinové emulze. Bél byla nanesena na akvare-
lem sjednoceny povrch. Po tplném zaschnuti byla bél zales-
téna flanelem. Podobny technologicky postup byl pouzit téz
na dfevorezbach ze svatostanku na hlavnim oltafi.

Restoration of the sculptural decoration

The sculptural decoration in the church encompasses
three groups of restoration problems that are divided ac-
cording to the degree of preservation, occurrence of second-
ary interventions and technological construction:

1. sculptural decoration of the high altar

2. sculptures of four angels from the altars of St. Joseph
and St. Barbara

3. sculptures of two angels in polished white in the
presbytery.

After each laboratory and stratigraphic examination the
results were then carefully studied in order to determine the
procedure of the restoration work. In the past, all sculptures
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Andeél z oltafe sv. Barbory. Postup
pti zlaceni. / Angel from the altar of
St. Barbara. Gilding procedure. Foto
archiv autorky / author’s archive

Andél z oltafe sv. Barbory. Stav po
restaurovani. / Angel from the altar
of St. Barbara, after restoration. Foto
archiv autorky / author’s archive

had been repaired, overpainted, partly re-chalked and re-
gilded. The wood had been attacked by woodworm. The in-
carnates contained layers of overpaint, underneath them is
the original polychromy on a chalk foundation. Loose poly-
chromy was fixed with gelatine and fish glue. All woodcarv-
ings were petrified under moderate vacuum using a solution
of the Solakryl acrylate resin. Four woodcarvings with col-
our glazing were repeatedly soaked with paint from the rear
side and by injecting, as it was impossible to leave the sculp-
tures in the petrification solution as it caused the glazing to
swell. After a technical break to let the Solakryl harden, all
the missing parts in all the sculptures were filled with new
wood and carved to shape.

1. Sculptural decoration of the high altar in the
Church of the Assumption of the Virgin Mary

Sculptures of St. Hermann with the Child Jesus and St.
John Nepomucen, God Father, Christ, kneeling angels on
the ledge, woodcarvings of angels on silver clouds, heads of
putti

Removal was carried out only in the locations of the
incarnates where the new compact rosy oil layer is merely
recoating. The magnificent gilded design of the polychromy
was left as it is. Surface dirt was removed and the gilding
was polished. New woodcarvings were chalked, the defects
in the incarnate were filled with chalk filler and retouched
using watercolour. Defects in the glazing were silvered, the
silver was isolated using white shellac and retouched with
Maimeri watercolour and resin paints. The gold and sil-
ver plates were mechanically patinated and retouched to
the original intensity. To prevent the silver from oxidizing
it was isolated by means of Zapon lacquer. In the end, the
incarnates were re-varnished using Damar varnish with an
admixture of beeswax.

2. Sculptural decoration of the altar of St. Barbara and St. Joseph

Four polychrome woodcarvings of angels, height approx. 150 cm

The sculptures were made by the hand of a skilful sculptor, their aesthetic value was sig-
nificantly reduced by the modern modification of the polychromy - silvering with alumini-

um on oil, some areas were treated with silver paint. An inscription on the rear side of one

of the angels dates the repair: Jos. Lustig Vergolder Znaim 1905. The wings were probably
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Sochafska vyzdoba ndstavce hlavniho oltare. Stav po restaurovani. / Sculptural decoration of the attachment
of the high altar, after restoration. Foto Kamil Till

removed during the rebuilding of the altars when they could not be fitted onto the figures
of the angels due to alack of space. A probe survey revealed that the original polychromy
had been removed with an iron and damaged by frequent deep scratches. The uneven surface
could not be used as a foundation for laying metal foils. The remains of coloured glazing — red
and green — were found in the areas of silvering. The modern polychromy was removed, the
scratches in the areas of the incarnates were filled and retouched. The gilding and silvering
with glazing was repaired by means of reconstruction. The patination of the new gilding was
accomplished by finely ground pumice and glass fibres. As far as silvering is concerned it is
impossible to patinate silver under glazing as the removed foil creates a surface without reflec-
tion and as a result after applying the glazing the locations are blunt and dark. After the appli-
cation of red or green oil glazing in the areas of the robes and after being completely dried the
colour surface was patinated by pigment. The areas of the incarnates, hair and greenish bases
were, after retouching, conserved using thin Damar varnish with an admixture of beeswax.

3. Solitary sculptures of two angels in polished white in the presbytery

Polychrome woodcarvings, height 130 cm

The main problem with these beautiful solitary sculptures is the pitiful condition of the
wood, parts of the carvings have turned to dust. Although the plasticity had been suppressed
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Andél z knézisté. Brouseni kiidového podkladu. /
Angel from the presbytery. Smoothing the chalk
foundation. Foto archiv autorky / author’s archive

by a thick layer of chalk coatings the second-
ary layer of chalking was not removed as the
thick layer of polychromy to some extent
reinforces the shell. The wings of the angels
form one piece with the body, in one sculp-
ture the wings had broken off by their own
weight and as an emergency had been fixed
to the back of the angel with nails. The fin-
ish with alight grey oil paint imitated the
polishing white in combination with gilding.
The oldest preserved layer is monochrome
greyish-green paint. The shields have a blue
background with the inscriptions AVE
MARIA and GRATIA PLENA where the

combination is repeated in slightly different tones in multiple layers. It was decided that the

light grey re-paint would be removed and the sculpture would be left with the combination of
gilding and polished white. During petrification extensive oil fillers that filled the spent parts

of the drapery or wings became separated. New additional carvings were soaked with a solu-
tion of size in water and chalked in several layers. In the area of the faces parts of the modelling

around the eyes on the bottom polychromy were discovered and after exposing the original
plasticity the wings were made thicker to match their original thickness. The gilded parts were

cleaned, re-gilded and patinated. The polishing white slightly toned to grey was prepared on

the basis of a was-casein emulsion. The white was applied to a surface made uniform with

watercolour. After complete drying the white was polished with flannel. A similar technical

procedure was used for the woodcarvings from the sanctuary on the high altar.
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Malirska vyzdoba

Tomas Vales

Chrdmovy interiér neni jen konstantné stdlym prostorem, ale predevs$im zivym organis-
mem, ktery se proménuje v zavislosti na dobovém vkusu, pozadavcich nejen cirkve, ale také sa-
motnych véficich. Viechny tyto zmény se nasledné odrézeji i v podobé uméleckého vybaveni
interiéru, jez ve vétsiné piipadi nemaji jednotny charakeer, ale jsou typickou smésici artefaket
razné umélecké kvality vzniklych v rozdilnych ¢asovych horizontech za specificky a lokalné
podminénych okolnosti. Nejinak tomu je i v ptipadé¢ vybaveni kostela Nanebevzeti Panny
Marie ve Vranové nad Dyiji, ktery je ptesnou ukazkou pravé takového typu interiéru. Pokud
se zvldsté zaméfime na obrazovou slozku tohoto chramu, vyvstdva pfed ndmi konvolut ma-
litskych dél razné kvality vzniklych v rozdilné ¢asové skale, pfi¢emz nékterym z nich byla jiz
star$i, pfedev$im topografickou literaturou pfisouzena autorska identita. Pravé ta je vsak pii
absenci relevantnich pisemnych prament velmi problematickou kategorii, kterou je potteba
podrobit dukladnéjsi revizi.

Nejstar$i zachovanou vrstvu baroknich maleb datovatelnych do prvni étvrtiny osmnéc-
tého stoleti tvoii ndsténnd malba VzkiiSeného Krista ve Stukovém rdmci na klenbé chramu
a déle dvojice platen zasazenych do $tukovych rdma na bo¢ni sténé hlavni lodi s motivy
Navstiveni Panny Marie a Narozeni Pdné, jejichz ¢itelnost byla snizena stavem zachovani
a pfemalbami. V ndsledujicim obdobi vznikl obraz Nanebevzeti Panny Marie na hlavnim
oltafti, ktery byl v minulosti ptifé¢en ruce ve Znojmé pusobiciho malife Josefa Winterhaldera
ml. (1743-1807), jenz dodal pldtna do n¢kterych kostelti na vranovském panstvi (naptiklad
Horni Bfe¢kov, Stary Pettin). Hlavni oltdini platno v§ak viibec neodpovida Winterhalderovu
malifskému rukopisu a kvalitativné jej lze zatadit spise do lokalni moravské produkee, nej-
spiSe z druhé ¢rvrtiny osmndctého stoleti. Do stejné malifské vrstvy nalezi také obrazy
sv. Barbory a sv. Josefa s drobnymi obrazky v nastavcich. Vzhledem k charakeeristické typi-
ce nékterych tvafi shodné u viech tfi vy$e zminénych oltatnich platen, stejné jako totoz-
nému malifskému rukopisu, je v jejich ptipadné zcela relevantni uvazovat o jedné autorské
osobnosti, pficemz malifsky nejkvalitnéji je zvladnuta chlapeckd postava JeziSe na obraze
sv. Josefa. Drobné obrizky malované na dievé, umisténé v nastavcich bo¢nich oltdit, je ob-
tizné na zakladé jejich charakteru zatadit do tohoto autorského okruhu a je mozné, ze byly
do oltatu adjustovany dodate¢né.

Zcela specifické misto ve vyzdobé chramu vsak zastiva obraz sv. Jana Nepomuckého
a Panny Marie v ndstavci, ktery byl starsi literaturou viazen do okruhu videnského malite
Franze Antona Maulbertsche (1724-1796). I kdyz Maulbertschovo autorstvi bylo uréeno
spise s ohledem na celkovy charakter malby fadici ji k malifskému proudu videnské akademie,
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je nutné tuto atribuci odmitnout a hledat autora v okruhu dalsich osobnosti spjatych s tou-
to instituci. Blizkost zemské hranice, mnozstvi potencidlnich objednavateld, to vie fadilo
Znojemsko mezi oblibend pusobisté rakouskych, ve Vidni $kolenych umélct. Temnosvitné
podani pravé strany pldtna v kontrastu s nasvétlenou ¢4sti s Pannou Marii, Jeziskem a sv.
Janem Nepomuckym vytvafi jednolity, pevné svézany celek. Rtizové lice v oblicejich JeziSovy
Matky a sv. Jana spolu s mistrné zvlddnutymi postavickami andilka pfidrzujicich muéedni-
kav jazyk jako symbol mléenlivosti a krucifix s ukfizovanym Kristem na pfipominku svétco-
vy zboznosti. Zivosti barev, charakterem malby a nékterymi detaily (Jezidek) plitno ukazuje
na kofeny spise v uméleckém okruhu jedné z vyraznych akademickych malitskych osobnosti
starsi generace, a to Paula Trogera (1698-1732). Jeho vytvarny projev rezonoval v urdité mife
nejen v tvorbé Franze Antona Maulbertsche, ale také u fady dalsich vice ¢i méné poznanych
malift. Autora vranovského plitna tak mtzeme hledat bud v jednom z Trogerovych nésle-
dovnika, ktery piimo recipoval jeho dilo, tim byl napiiklad Franz Anton Zoller pusobici
v nedalekém Vraténiné, nebo v okruhu dal$i z vyraznych videriskych osobnosti a Trogerovych
zék Josepha Ignaze Mildorfera (1719-1775), ktery pravé Trogerovo malifské dilo osobité
pretvarel ve vlastni a zcela specifické tvorbé. Jistou podobnost Ize naptiklad shledat u obli¢eje
Panny Marie z vranovského platna s Mildorferovou Marif na obraze Piety (1742) ptivodné ze
St. Moritzen u Telfsu, nicméné postavdm na vranovském plétné chybi ,mildorferovska“ stih-
lost a elegance. Sdm Mildorfer ostatné také ptisobil na Znojemsku, kdyz pracoval pro premon-
stratsky klaster v Louce a ve znojemském farnim chrdmu sv. Mikulése, kde vyzdobil nasténny-
mi malbami kapli uZivanou tamnim bratrstvem Ditéte Jezi§. Obraz sv. Jana Nepomuckého je
nejvyznamnéj$im malifskym dilem ve vranovském chramu kontrastujicim se zbytkem docho-
vané malifské vyzdoby. I kdyz zatim nemtiZzeme definitivné ur¢it jeho autora, je ztejmé, zZe pro
své dilo ¢erpal pouceni z tvorby Paula Trogera, piipadné Josepha Ignaze Mildorfera.

Painted decoration

The church interior is not just a constantly stable space, but most of all it is a living organ-
ism that changes depending on the period taste and the worshippers. All these changes are
then reflected in the form of the artistic furnishing of the interiors that in most cases do not
have a unified style, and instead are a mixture of artefacts of varied artistic standard originat-
ing in different periods under locally specific circumstances. The above also applies to the
furnishing of the Church of the Assumption of the Virgin Mary in Vranov nad Dyji, which
happens to be a perfect example of this type of an interior. If we concentrate on the painterly
component in the church we are faced with a collection of works of art of various standards
from different periods, where some of them have already been attributed the identities of their
authors by older topographic literature. Considering the absence of relevant written sources
this is a highly problematic category which requires a thorough review.

The oldest preserved level of Baroque paintings, datable to the first quarter of the eight-
eenth century, consists of a mural of the Resurrected Christ in a stucco framework on the
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Sv. Jan Nepomucky. Stav po restaurovani. / St. John Nepomucen, after restoration. Foto Kamil Till
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vault of the church and a pair of canvases set into stucco
frames on the side wall of the main nave with the motifs
of the Visitation of the Virgin Mary and the Nativity of
Christ, but which had been damaged by the condition of
preservation and overpainting. The Assumption of the
Virgin Mary on the high altar, originating from the next
period, was in the past attributed to the Znojmo painter
Josef Winterhalder Jr. (1743-1807), who delivered canvas-
es to some of the churches in the Vranov estate (e.g. Horni
Bieckov, Stary Pettin). However, the main altar canvas does
not at all comply with Winterhalder’s technique and in
terms of its quality it can be classified more readily as local
Moravian output, most probably from the second quarter
of the eighteenth century. The paintings of St. Barbara and
St. Joseph with small pictures in the retable belong to the
same painterly stratum. Given the characteristic expression
of some of the faces which are identical in all of the three

Sv. Jan Nepomucky — detail
JeziSka. / St. John Nepomucen,
infant Jesus — detail. Foto Kamil Till  above-mentioned altar canvases, and given their identical

painterly nature, it is quite relevant in their case to consider
a single author, where the best rendered in painterly terms
is the boyish figure of Jesus in the painting of St. Joseph. The small pictures painted on wood,
situated in the retables of the side altars, can only be determined with difficulty, based on their
characteristics, as belonging to the same artistic school and may have been added later.
A special position in the church decoration is held by the painting of St. John Nepomucen
and the Virgin Mary in the retable, which older literature had attributed to the circle of the
Viennese painter Franz Anton Maulbertsch (1724-1796). Even though Maulbertsch’s au-
thorship was determined based on the overall character of the painting, assigning it to paint-
ers from the Viennese Academy, it is necessary to refute this attribution and search for the
author in the circle of other painters associated with this institution. The closeness of the land
border and the great number of potential commissioners made the Znojmo region a favourite
playground for Austrian artists trained in Vienna. In contrast with the illuminated section
with the Virgin Mary, the Infant Jesus and St. John Nepomucen the chiaroscuro rendering
of the right-hand side of the canvas forms a uniform, tightly knit whole: the rosy cheeks in
the faces of the Mother of Jesus and St. John, together with the masterfully executed figures
of putti holding the martyr’s tongue as a symbol of discreetness, and the crucifix with the
crucified Christ as a reminder of the martyr’s piety. The lively colours, character of painting
and some details (the infant Jesus) are more suggestive of having roots in the artistic circle
of one of the outstanding academic figures of the older generation, the painter Paul Troger
(1698-1732). His artistic expression resonated to some extent in the work of Franz Anton
Maulbertsch, as well as many other more or less well-known painters. The artist of the Vranov
canvas can thus be searched for either in one of Troger’s followers, who directly recited his
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work, such as Franz Anton Zoller working in the nearby Vraténin, or in the circle of another
outstanding Viennese artist and Troger’s pupil Joseph Ignaz Mildorfer (1719-1775), who
originally recreated Troger’s painterly work in his own original output. Some similarity can
be found, for example, in the face of the Virgin Mary from the Vranov canvas with Mildorfer’s
Maria in the painting of the Pieta (1742) originally from St. Moritzen near Telfs, although
the figures in the Vranov canvas lack the “Mildorferesque” slimness and elegance. After all,
Mildorfer himself worked in the Znojmo region on a commission for the Premonstratensian
monastery in Louka and in the Znojmo parish church of St. Nicholas, where he decorated
with murals the chapel used by the local brotherhood Child Jesus. The painting of St. John
Nepomucen is the most important painterly work in the Vranov church, starkly contracting
with the rest of the preserved painted decoration. Although at this time it is impossible to
definitively determine the artis, it is obvious that he had been informed by the works of Paul
Troger and possibly Joseph Ignaz Mildorfer.
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Prizkum a restaurovani stredovéké
Madony z Klentnice

Markéta Pavlikova

Polychromovana dievotezba Madony s Jeziskem pochdzi z jizni Moravy, jeji pfesny pavod
neni bohuzel zndm. Charakeeristickymi znaky kompozice draperiového schématu Madony
jsou ptedevs$im rozevieny pldst podkasany na obou koncich (pied télem tvoii ,zdstérovity
motiv) a pfepdsany spodni $at. Vyraznd je zdiraznéna vertikalita (protazeni télesného kino-
nu).! Na hlavé méla pivodné prameny vlast kryté rouskou a korunu. Jezisek sedici Madoné
na pravé ruce je cely odén do splyvavych natasenych Sata.

Socha prosla mnohymi Gpravami. Pfi prvnim zbéZném pohledu se mohlo zdé, Ze se jedna
o nekvalitni provinéni sddrovou sochu z 19. stoleti. Velmi primitivni polychromie v inkar-
nitech podrobné vykreslovala jednotlivé fasy a vytvéfela dojem sidrové panenky. V partiich
odévi byla pouzita rtizovd, bledémodrd a svétle zelena hutna olejova barva. Lemy $att byly
natfeny bronzovym praskem, ktery ¢asem zoxidoval. Na ramena Madony ptechézely z pros-
tovlasé hlavy $iroké prameny vlast, které spi§ ptisobily jako kozesina. Modelace spodni ¢asti
Satl s podstavcem byla zcela neditelna a velmi narusend. Pod fragmenty barevnych vrstev se
objevovala gaza a kusy sidry. Zezadu byla socha kryta ¢ernym pldtnem, keeré bylo peclivé pti-
pevnéno drobnymi hiebicky. Teprve pfi podrobnéjsim ohleddni bylo jasné, Ze se jednd o stte-
dovékou dievotfezbu s mnoha nevhodnymi povrchovymi upravami. Po sejmuti ¢ern¢ho plat-
na ze zadni strany se objevila vydlaband ¢ast zad s papirovym popiskem se zéznamem z jedné
z ptedchozich oprav: renowirt von Katharina KUNDELIUS Binder — meisterin Pausram, im
Jjahre 1900... Ferd. Lesquier. Maler in Pausram.

Restauratorské prace probihaly na Akademii vytvarnych uméni v Praze v ateliéru restau-
rovani vytvarnych dél malifskych a polychromované plastiky prof. Karla Strettiho za odbor-
né¢ho dohledu prof. Milose Stehlika a Mgr. Zoji Matulikové. Ve $kole jsou dostupné velmi
kvalitni optické prazkumové metody a trezorovy ateliér s vhodnymi klimatickymi podmin-
kami pro dievéné polychromované sochy. Uzk4 spoluprace se studentkou $estého ro¢niku
Petrou Navriétilovou byla velmi podnétnd pro obé strany. Jeji hloubavy a peclivy ptistup byl
velmi ptikladny i pro ostatni studenty v ateliéru.

Nejprve jsme provedli RTG snimky daleZitych partif sochy — horni ¢ast Madony zeptedu
iz boku a dolni ¢ast plasté s podstaveem. V misté uchyceni levé a v dlani pravé ruky Jeziska byly
velmi dobte ¢itelné druhotné pouzité tovarné vyrabéné htebiky, keeré byly i pravidelné okolo

1 Mgr Stépz’mka Chlumska.
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celého vydlabaného otvoru zad. V hlavach zistaly novodo-
bé hiebiky po druhotném upevnéni korun nebo svatozafi.
Na podstavci se objevilo mnozstvi tovarnich htebiku, ale
i kované skoby ptichycujici plochou desku podstavee k sose.
Projevovaly se ¢etné sddrové doplitky v modelaci pléste, vel-
ké tmely podél hlavy a na ramenou Madony. Silnd druhotnd
povrchové tprava na snimcich zakryvala stavbu dfeva.

Na doporuéeni odbornych pracovnic z Nérodni galerie
v Praze” jsme provedli prizkum celkového stavu Madony
nedestruktivni metodou CT (po¢itatovou tomografif®).
Vysledky jsou velmi podrobné. V pii¢nych (axidlnich) fe-
zech se projevuje stavba dieva. Z postupnych fezll je mozné
vydist, z jakého bloku dfeva je socha vyfezina. Jsou znatel-

né i sebemensi vsazené ¢asti dieva; podle struktury fezu se

daji rozeznat doplnky z jiného druhu dfeva. Hlavy Madony

Madona z Klentnice. Stav pred
restaurovanim. / Madonna from
Klentnice, before restoration. Foto  nych (tangencidlnich) fezech. Jejich tvar byl podeziely jiz

Markéta Pavlikova pii podrobné prohlidce v razantnim osvétleni, ale RTG
snimky zménu nezachytily. Velmi podrobné je zobrazeno

i Jeziska maji vsazené nosy, coz je dobfe ¢itelné na podél-

nasazeni rukou a hlavy Jeziska na dievény Cep. Velmi dile-
zitd je informace o stavu poskozeni dfeva dfevokaznym hmyzem. Nejvice je napadena ¢dst
v oblasti krku a ramenou Madony. V dolni ¢4sti plasté¢ a nohou Madony je dfevo v kritickém
stavu. Objevilo se nékolik prasklin a mist se zcela rozdrcenou dfevni hmotou.

Pro laboratorni prazkum bylo postupné odebrano 15 vzorki. Byl porovnévan kiidovy pod-
klad, keery byl na vétsiné vzorku slozen z péti vrstev piirodni kiidy. Pigmenty tvotici posledni
dochovanou barevnou vrstvu jsou malachit, smalt, ¢erveny okr, olovnatd béloba, rumélka, plat-
kové zlato a stiibro s vrstvou ¢erveného organického laku. Vyskyt smaltu v posledni dochované
vrstvé svéddi o tom, ze polychromie neni pivodni, protoze smalt se zacal pouzivat az po 2. po-
loviné 16. stoleti. Jako mezivrstva byl pouzit na vétsiné ploch uhlic¢itan vdpenaty. Nésledovaly
vrstvy obsahujici pigmenty pouzivané od 18. stoleti — pruskd modt a dalsi od 19. stoleti — zin-
kova a barytovéa béloba, umély ultramarin, svinibrodska zelen. Teprve v posledni fazi restau-
rovani byly nalezeny nepatrné fragmenty pravdépodobné ptivodni polychromie. Na pravém
boku plast¢ Madony, kde chybi polychromie, byl nalezen stiipek se zlatem, v dolni ¢4sti Cerve-
nych $att je patrny fragment ¢erveného laku na sttibfe. Dfevo bylo uréeno jako topolové.

Snimani pfemalbovych vrstev bylo postupné, aby byl zdokumentovén vyvoj podob Madony
v ¢ase’ Barevné rozvrzeni jednotlivych partii bylo ve vSech vrstvich dodrzeno. Nejvyrazngjsi
byla vrstva s pruskou modfi na pldsti Madony. Pfi postupném snimdni jsme zjistili i rtizné
tvarové upravy. Oprava Katefiny Kundelius spoéivala v zakryti odhaleného poskozeného

2 Anna Ttestikovd, akad. mal., Mgr. Stépénka Chlumska.

3 Podrobny postup restaurdtorskych praci je zaznamendn v restauratorské zpravé.
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Pocitacova tomografie a RTG snimek Madony z Klentnice. 1 — RTG snimek hlavy, viditelné kovové hiebiky,
rozsahlé tmely na vlasech a na ramenou; 2-6 — Pocitacova tomografie: 2 — hlava (tangencidlni fez), vsazeny
nos, suk na temeni hlavy; 3 — celek (topogram), viditelné kovové prvky; 4 — celek (tangencialni fez), cep

v hlavé Jeziska, rozpadlé dfevo v dolnf ¢asti; 5 — detail (axidInf fez), nasazeni levé ruky Madony na dfevény
Cep; 6 — detail (axialni fez), nasazeni pravé ruky Jeziska na dfeveny cep./ Computer tomography and an X-ray
image of the Madonna from Klentnice. 1 — X-ray image of the head, visible metal nails, extensive areas of
filler in the hair and shoulders; 2-6 — Computer tomography: 2 — head (tangentional cross-section), mounted
nose, knot at the nape of the head; 3 — overall view (topogram), visible metal elements; 4 — overall view
(tangential cross-section), pin in the head of the infant Jesus, destroyed wood in the bottom section; 5 -
detail (axial cross-section), mounting the left arm of the Madonna on a wooden pin ; 6 — detail (axial cross-
section), mounting the right arm of the infant Jesus on a wooden pin.
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dfeva jemnou gazou pokrytou vrstvou sddrového kiechkého podkladu. Tykalo se to partii hlavy
Madony i Jeziska, ramen, spodniho $atu na hrudniku az k pasu, pravé ruky a obou postrannich
partii Madony. Spodni ¢ast $ath Madony i s podstavcem byla piekryta celd a na mnoha mis-
tech domodelovana sidrou. Zasadni zdsah do vzhledu Madony byl proveden v prvni vrstvé
piemaleb s pruskou modii (nejdtive po roce 1750), kdy byla i se dfevem odstranéna rouska
i s korunou Madony. Jeziskovi byly odfezany vlasy. Vyraz v obli¢eji a tvar nosu byly pravdépo-
dobné zménény u obou figur. Na hlavé Madony byly pod vrstvou tmelt nalezeny zahyby rous-
ky i se zbytky polychromie. Cip bilé rousky s fragmenty pravidelnych linek malachitu nalevém
rameni Madony je dochovin i s jemnym vrapovanim zlaceného okraje. Po sejmuti ptemalbo-
vych vrstev z plasté na posledni celistvé dochovanou vrstvu smaltu a malachitu jsme objevili,
ze polychromie na korpusu Madony je i s kiidovym podkladem na silném plétné. Je ztejmé,
ze pldtno bylo aplikovino na jiz velmi poskozené a ¢ervoto¢em napadené drevo. V dolni ¢sti
plaste piekryva bandaz odlomeny zdhyb. Lnéné plétno je tkdno na ru¢nim stavu, rozte¢ niti je
pravidelnd. Takto celoplo$né se objevuje plédtno na Pieté z Jihlavy.*

Po mnoha debatéch o rozsahu sniméni druhotnych vrstev a koneéného celkového vyznéni
dila jsme dospéli ke kompromisnimu feseni. Vzhledem k tomu, Ze je dfevo ztmavlé a silné na-
padené Cervotocem, je ponechdna ¢aste¢né Gprava z roku 1900 v horni partii Madony. Spoji se
tim celistvé dochovand draperie s horni vice poskozenou ¢asti. Plast Jeziska je fragmentarné do-
chovén i se zlacenym dekorem kolem krku s ¢ervenou linkou uprostted. Neptvodni levou ru-
¢icku jsme zpét neosadili. Zjistili jsme podle kiivky na zddech, Ze ptivodni ru¢ka byla napfazend
smérem k obli¢eji Madony. Drobné fragmenty v oblasti hlavy a rousky Madony ndm pomohou
pii rekonstrukei ptvodni rousky. Rozhodli jsme se, Ze vytvofime pro prezentaci v kostele odli-
tek, na kterém budou plasticky domodelovany chybéjici ¢4sti. Origindlni dilo bude pak prezen-
tovano ve vhodnych muzedlnich prostorach. Pti konzultacich s prof. Milenou Bartlovou jsme
dospéli k poznatku, Ze dilo patii do skupiny nejstarsich dochovanych sttedovékych madon.’

Survey and restoration of the medieval
Madonna from Klentnice

The polychrome woodcarving of the Madonna with Child comes from South Moravia al-
though its exact origin is, unfortunately, unknown. The characteristic features of the composition
of the drapery scheme of the Madonna are an open mantle hitched up on both ends (forming an

“apron motif ” in front of the body) and a tied under tunic. The emphasised verticality (elongation
of the bodily canon)® is striking. Originally she had locks of hair covered by a scarfand a crown on
her head. The infant Jesus sitting on Madonna’s right hand is clad in a flowing, draped garment.

4 Milena Bartlovd a kolektiv, Pieta z_Jiblavy. Jihlava 2007, s. 62.

S Robert Suckale, Gotika. Dejiny slovenského vytvarného umenia. Bratislava: Slovenskd ndrodna galéria, 2003,
s.121-126,291-292.

6 Mg Stépé.nka Chlumska.
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Laboratorni prizkum. Vnéjsi plast Madony (vzorek ¢. 2). / Laboratory investigation. Outer mantle of the
Madonna (sample No. 2). Foto Markéta Pavlikova

The sculpture had undergone many modifications. At a perfunctory glance it might ap-
pear that it is a substandard provincial gypsum-of-Paris sculpture from the 19th century. Very
primitive polychromy of the incarnates outlined in detail the individual folds and created
an impression of a plaster-of-Paris doll. In the garment areas it showed a rose, pale-blue and
light-green thick oil paint. The garment hems were painted with bronze powder that became
oxidized over time. Broad locks of hair flowing from the bare head of the Madonna on her
shoulders looked rather like fur. The modelling of the lower part of the garment with the base
was totally unreadable and seriously damaged. Gauze and pieces of plaster-of-Paris appeared
under fragments of the coloured layers. At the rear the sculpture was covered with black linen,
carefully fixed with tiny nails. Only after a more detailed inspection did it become clear that
it was a medieval woodcarving with many inappropriate modifications to the finish. After
the black linen at the rear had been removed the carved-out part at the back appeared with
a paper note recording one of the previous repairs: renowirt von Katharina KUNDELIUS
Binder — meisterin Pausram, im jabre 1900... Ferd. Lesquier. Maler in Pausram.

The restoration work was carried out at the Academy of Fine Arts in Prague in the studio
of the restoration of paintings and polychrome sculptures of prof. Karel Stretti under expert
supervision by prof. Milo§ Stehlik and Mgr. Zoja Matulikova. The school has at its disposal

high-quality optical survey methods and a “tresor” studio with controlled climatic conditions
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suitable for wooden polychrome sculptures. Close collabo-
ration with a student in the sixth year Petrau Navritilova
was beneficial for both parties. Her thoughtful and careful
approach was also exemplary for the other students in the
studio.

We started with RTG photography of the important
parts of the sculpture — the upper section of the Madonna
from the front and the sides and the lower part of the
mantle with the base. In the area of the left hand and the
palm of the right hand where she holds the infant Jesus we
could clearly observe secondarily used factory-manufacture
nails that were also regularly positioned around the whole
carved-out hole in the back. The heads had remaining mod-
ern nails from the secondarily fixing of the crowns or ha-
los. The base revealed a great number of factory-made nails
and hammered clamps attaching the flat slab of the base to
the sculpture. The sculpture was shown to have frequent
plaster-of-Paris additions in the modelling of the mantle,
large filled areas along the head and on the shoulders of the
Madonna. The thick secondary finish in the photographs
hid the structure of the wood.

Following recommendations by researchers from the
National Gallery in Prague’” we carried out a survey of the
overall condition of the Madonna using a non-destructive
CT method (computer tomography®). The results are very
similar. The (axial) cross-sections show the structure of the
wood. From a series of cross-sections it is possible to deci-
pher the block of wood that the sculpture was carved from.
Inserted parts of wood, however small, are clearly discerni-
ble; the structure of the cross-section can indicate additions
from a different type of wood. The heads of the Madonna
and the infant Jesus have implanted noses, which are eas-
ily discernible on longitudinal (tangential) cross-sections.
Their shape seemed suspicious even during closer inspection
in bright light, but the RTG photographs failed to capture
the change. The mounting of the hands and the head of
the infant Jesus on a wooden pin is pictured in great detail.
The information concerning the degree of damage caused

Madona z Klentnice. Stav pred
restaurovanim. / Madonna from

Klentnice, before restoration. Foto

Markéta Pavlikova

Postupné snimani premaleb. /
Overpaint removal in stages. Foto
Markéta Pavlikova

7 Anna Trestikova, akad. mal., Mgr. Stép:’mka Chlumska.

8  Faculty Hospital in Motol - The Clinic of Imaging Methods UK 2 LF, MUDr. Jiti Lisy, CSc.
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by ligniperdous insects is essential. The greatest damage oc-
curred in the area of the neck and shoulders of the Madonna.
In the lower part of the mantle and legs of the Madonna
the wood is in a critical state. A number of cracks and spots
with completely crushed wooden mass were revealed.

A total of 15 samples were gradually taken for labora-
tory examination to compare the chalk foundation, which
in most samples consisted of five layers of natural chalk. The
pigments forming the last surviving coloured layer are mala-
chite, enamel, red ochre, leaded white, vermilion, plate gold
and silver with a layer of red organic lacquer. The occurrence
of enamel in the last surviving layer provides evidence that
the polychromy is not original as enamel began to be used
after the second half of the 16th century. The intermediate
layer used on most surfaces was calcium carbonate. The fol-
lowing layers contained pigments used from the 18th cen-
tury — Prussian blue and others from the 19th century - zinc

and barite white, artificial ultramarine, Schweinfurt green. It
Madona z Klentnice. Stav po was not until the last phase of the restoration that we dis-
restaurovani./ Madonna from
Klentnice, after restoration. Foto
Markéta Pavlikova

covered minute fragments of probably original polychromy.
On the right-hand side of the mantle of the Madonna, where
polychromy is missing, we found a shard with gold, in the
lower part of the red garment we can distinguish a fragment
of red lacquer on silver. The wood was determined as poplar.

The removal of the overpaint layers was gradual in order to document the development in
the appearance of the Madonna over time.” The colour arrangement of the different parts was
adhered to in all layers. The most striking was a layer with Prussian blue on the mantle of the
Madonna. After removal that was performed in stages we discovered various modifications af-
fecting the shape. The repair by Katharina Kundelius consisted in covering the exposed dam-
aged wood by fine gauze with alayer of brittle plaster-in-Paris foundation. This was applied
to the areas of the head of the Madonna and the infant Jesus, shoulders, the under tunic on
the chest down to the waist, right arm and both sides of the Madonna. The lower part of the
garment of the Madonna including the base was covered as a whole and in many places was
additionally modelled using plaster-of-Paris. A substantial intervention in the appearance of
the Madonna was made within the first layer of overpainting with Prussian blue (after 1750
at the earliest), when the headscarf and the crown of the Madonna were removed together
with wood. The hair of the infant Jesus was cut off. The facial expression and the shape of the
nose were probably modified in both figures. The folds of the scarf with remaining polychromy
were found on the head of the Madonna under a layer of fillers. A tail of the white scarf with

9  The detailed procedure of the restoration work is recorded in the restoration report.
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Stav po sejmuti pfemaleb a
tmelU. Hlava Madony zezadu,
zbytky zahyb rousky s fragmenty
polychromie. / Situation after
overpaint and filler removal.

Head of the Madonna from the
rear, remains of headscarf pleats
with polychromy fragments. Foto
Markéta Pavlikova

fragments of regular malachite lines on the left shoulder has
been preserved including the fine pleating of the gilded
hem. After removal of the overpaint layers from the mantle
down to the last completely preserved layer of enamel and
malachite we discovered that the polychromy on the corpus
of the Madonna together with the chalk foundation is on
thick linen. Apparently the linen had been applied to seri-
ously damaged and woodworm-infested wood. In the lower
part of the mantle the bandage covers a broken-off pleat. The
flaxen linen had been woven on a manual loom, the span of
the threads is regular. Linen applied over the whole surface
appears on the Pieta in Jihlava.”

After many debates concerning the extent of the remov-
al of the secondary layers and the final appearance of the
sculpture, we arrived at a compromise solution. Given that
the wood is very dark and seriously attacked by woodworm,
we partly stuck with the
modification from 1900
in the upper section of
the Madonna. This will
achieve aunity between
the completely preserved
drapery with the upper,
more damaged part. The

cloak of the infant Jesus has been fragmentarily preserved
including the gilded decoration around the neck with a red
line in the middle. The non-original left arm was not re-
mounted. Based on the curve of the back it was found that
the original arm reached out to the face of the Madonna.
Small fragments in the area of the head and the scarf of the
Madonna will enable us to reconstruct the original scarf.
We decided to create a cast model for presentation in the
church on which the missing parts will be additionally mod-
elled. The original work will be appropriately presented in
a museum. After consultations with prof. Milena Bartlov4
we agreed that the work belongs to the group of the oldest
surviving medieval Madonnas.!!

Stav po sejmuti pfemaleb. Spodni
¢ast $atd Madony, ulomeny cip
draperie kryje polychromie a
platéna bandaz. / Situation after
overpaint removal, broken-off
drapery tail covered by polychromy
and canvas bandage. Foto Markéta
Pavlikova

10 Milena Bartlové a kolektiv, Pieta z Jiblavy. Jihlava 2007, p. 62.

11 Robert Suckale, Gotika. Dejiny slovenského vitvarného umenia. Bratislava: Slovenskd nédrodna galéria, 2003, pp.

121-126,291-292.
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Madona z Klentnice

Milena Bartlova

Madona byla nalezena nedaleko Mikulova, jeji pfesnd provenience ztstane nejspis neob-
jasnénd. Jediné, co mizeme soudit o jejim ptivodu, je skute¢nost, Ze socha zfejmé neprosla
modernim uméleckym obchodem a se znaénou pravdépodobnosti pochdzi z pohrani¢niho
regionu mezi jizni Moravou a Dolnimi Rakousy.

Sochu je nejspise mozné datovat do doby zhruba kolem roku 1290. To je v rdmci é¢eskych
déjin uméni pomérné zajimavé datace, protoze ze 13. stoleti a doby kolem a po roce 1300
médme u nas dochovano jen mélo pamétek — a situace neni o mnoho lep$i ani v Rakousku,
do jehoz ptibéhu déjin uméni je Madonu z Klentnice mozné stejné dobfe také zasadit.

Sochu Madony lze ptesvéddivé zatadit do $ir$i skupiny dievénych soch, které jsou od-
vozeny od inspirativniho vzoru monumentélni sochy Madony ve Sv. Stépanu ve Vidni (tzv.
Dienstbotenmadonna). Tento velice mddni a populdrni typ stojicich maridnskych soch se
zhruba béhem pul stoleti rozsifil v celé Evropé, a to jednak pomoci kreseb, jednak diky expor-
tu slonovinovych sosek. Typické je lukovité prohnuti figury, odvozené pravé ze slonovin, které
se ale ptendselo i na monumentalni skulptury. Hmotné a vizualné bohaté zpracovani dolnich
dvou tfetin figury soustfeduje pohled divika na horni, tvarové mnohem klidnéjsi ¢4st sochy.
Ta predstavuje jakoby prostorovou ,ikonu® a jejim centrem je postava Jeziska. Dulezitou roli
hraje rozehrani dynamiky linie barevné odlisného lemu Mariina plaseé.

Rezbat, ktery Madonu z Klentnice vytvotil, snad mél za sebou zkugenost z price v dilné
vedené severoitalskymi kameniky, kteti koncem 70. let 13. stoleti vytvofili v Budiné (dnes
Budapest) ndhrobek sv. Markéty Uherské. Jeji kvalita je dobrd, nikoli ov§em prvottidni, jde
o sochu spise lokdlniho vyznamu. Z hlediska ¢eskych déjin uméni je ale zajimavé tim, ze za-
pliuje dosud pomérné prazdnou epochu pied dobou kolem roku 1330, kdy se v kralovstvi
i v markrabstvi plné prosadili Lucemburkové a paralelné k tomu zadala sochaistvi dominovat
nova kamenicka hut u sv. Stépana ve Vidni.

The Madonna from Klentnice

The Madonna was found near Mikulov but her exact provenance may be difficult to dis-
cover. The only thing we can assume regarding her origin is the fact that it is not thought to
have been part of the modern trade in works of art and very likely originates from the border
region between South Moravia and Lower Austria.
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Madona z Klentnice. Stav po restaurovani./ Madonna from Klentnice, after restoration.
Foto Markéta Pavlikova




The sculpture can most probably be dated
to the period around the year 1290. This is dat-
ing is very interesting in the context of Czech
history as only a few artefacts come from the
13th century and the period around the year
1300 — and the situation is not much better in
neighbouring Austria. After all, the Madonna
from Klentnice could be part of the story of
their art history as well.

The Madonna sculpture can be justifiably
classified in the broad group of wood sculp-
tures derived from the inspirational model of
the monumental sculpture of the Madonna

Snimek z workshopu zaméfeného na obnovu
polychromie Madony z Klentnice. / Photo from
a workshop dedicated to the restoration of
polychromy of the Madonna from Klentnice.

in St. Stephens Cathedral in Vienna (so-

called Dienstbotenmadonna). This very fash-

ionable and popular type of standing Marian sculpture spread within half a century through-
out Europe, either via drawings or the export of ivory sculptures. The typical arch-like curve
of the figure derived from ivory was also transposed to monumental sculptures. From the
visually rewarding rendering of the mass of the lower two thirds of the figure the view of
the observer is directed to the upper, much quieter part, of the sculpture. It represents a spa-
tial “icon” centred around the figure of the infant Jesus. An important role is played by the
play of the dynamics of the differently coloured hem of Mary’s mantle.

The wood-carver who created the Madonna from Klentnice might have gained experi-
ence in a workshop led by stonemasons from Northern Italy, commissioned at the end of the
1270s with making the tomb of St. Margaret of Hungary in Buda (now Budapest). Its quality
is good, although not first-rate. It is a sculpture of more or less local importance. However,
it is significant in regard to Czech art history for filling a rather empty epoch before 1330
when the Kingdom of Bohemia and the Margravate of Moravia went under the reign of the
Luxembourgs and simultaneously sculpting came under the dominance of the new stonema-
son workshop at St. Stephen’s Cathedral in Vienna.
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Restaurovani pozdne stredovekych plastik

v Muzeu prirodnich deéjin a archeologie pfi
Norske technicko-prirodovedeckeé univerzite
(NTNU) v Trondheimu

Daniela Pawel

Cirkevni sbitka NTNU - Muzea ptirodnich déjin a archeologie (Norwegian University
of Science and Technology — Museum of Natural History and Archaeology) v Trondheimu
je tfeti nejvétsi sbirkou v Norsku.

Sbirka obsahuje pfes 600 predmétt z interiéra kostelt sttedniho a severniho Norska.
Nejstarsi z nich pochdzeji z 11. stoleti a nejmladsi se datuji do stoleti osmnactého. Zejména
sttedovéké oltdini obrazy, sochy a prace z kovu se vyznacuji vysokou uméleckou kvalitou.

V expozici je v rozlehlém sale vystaveno ptes 200 cirkevnich pfedmétil. Vystavni sdl ma
kontrolované stabilni klima a odpovidajici svételné podminky.

Plastika sv. Katetiny z oltdfe kostela ve Varde (Finnmark, Norsko) miize slouzit jako pii-
klad celkového postupu restaurovani polychromovanych plastik na restaurétorském pracovi-

sti Muzea piirodnich dé¢jin a archeologie pfi NTNU v Trondheimu.

Plastika sv. Katefiny, datovand do roku 1460, je souddsti oltafe z kostela ve Varde. Na z4-
kladé¢ umélecko-historického vyzkumu byl jako misto pavodu oltdfe stanoven Liibeck
v Némecku. Stylové charakteristiky oltdfe a tii soch, které jsou jeho souddsti, ukazuji na jejich
vznik kolem roku 1460. Oltat v roce 1871 darovalo mésto Varde do sbirky Muzea ptirodnich
dé¢jin a archeologie v Trondheimu, a proto je od roku 1871 vnimén vice jako vystavni pfedmét
nez jako pfedmét slouzici k uctivéni v kostele.

Pied vlastnim restaurovénim je plastika podrobena  ULTRAFIALOVE SVETLO

dtkladnému technologickému prizkumu, zaméfenému  Spektrum svétla, ve kterém je moz-
né pozorovat vrchni vrstvy malby

' ) ) ) (laky a pfemalby) tak, jak nam to
tvorbé plastiky. Zvlast cenné byvaji stopy ndstrojii vzniklé  pesng dennf svétlo neumoziuje.

na materidl, povrchovou tpravu a technologie pouzité pii

pii vyfezavani a malovani. Prazkum se provadi jak pti béz-

ném osvétleni, tak prostfednictvim rtg, infra¢erveného i ultrafialového snimkovani. Vétsina
informaci pochdzi z mikroskopického pruzkumu, také pti pouziti silného bo¢niho zdroje.
Polérni mikroskopie a rentgenova fluorescence poméhaji identifikovat pigmenty a vlastnosti
raznych kovi.
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Po uréeni materidlu a technologie je stanoven restaura-
torsky postup, pficemz rozhodujici roli hraje stav plastiky,
dany stirnutim a zménami v prubéhu doby.

V roce 1871, kdy se plastika dostala do Muzea ptirod-
nich d¢jin a archeologie v Trondheimu, byla tedy uz vice
nez 400 let stard, a tak je ptirozené, ze v prubé¢hu tolika let
byla ¢iSténa. V kostelech se svitilo svicemi a ty jsou zdrojem
sazi. Lze predpoklddat, ze svice byly umistény blizko oltéte,
a tak neptekvapi, Ze se na ném nachdzeji poskozeni charak-
teristicka pro tento piipad. Zvlast rozsahlé zlaceni a sttibre-
ni muselo vypadat ve svétle svici nddherné.

Prvni snimky plastiky zhotovené pro muzeum ukazuji
vyrazné stopy po Cisténi a pfemalbich: na koruné, oblice-
ji, vnititku pldsténky, na rukou, na rukojeti mede a ¢dstec-
né na podstavci. Chybély ¢tyti tchyty koruny, dva z htebu
na kole a horni ¢ast rukojeti mece. Na povrchu byla patrnd
mista odfend pii necitlivém ¢isténi. Premalba je silné oprys-
kand, zejména na obliceji, coz dodéva plastice pon¢kud
smutny vyraz.

Na zlaceni vnéjsku plasténky a na sttibru mece je patr-
Sv. Katefina z Vardg. Stav pred

restaurovanim. / St. Catharine from ! i o )
Varde before conservation. Foto vé lepu je tak silné, Ze tato vrstva se z pokoveného povrchu

archiv autorky / author’s archive odlupuje. V dusledku napéti ve vrstvé premalby nebo lepu,
stejné jako v dusledku klimatickych podminek a néslednych
zmén v rozmérech dfeva jsou jak podklad, tak i malba a po-
kovené oblasti opryskané, nebo se za¢inaji odlupovat. Plastika je tedy ohrozend a restaurovani
je naprosto nezbytné.

ny nénos lepu, v némz je hustd sit prasklin. Napéti ve vrst-

Prvnim krokem v procesu restaurovani plastiky sv. Katetiny z oltdfe ve Varde bylo zpev-
néni, které muselo byt provedeno skrze prach, saze a vrstvu ptemalby, coZ je u trojrozmérnych
predmétl zvldst nesnadné. Vétsina tkont pii zpeviiovani probihala za pomoci mikroskopu.
Zpeviiovacim médiem byl jeseteii klih v koncentraci 3 nebo 5 %. VSechna premalba byla sejmu-
ta pod mikroskopem. Z velké vétsiny bylo sejmuti provedeno mechanicky skalpelem. Na né-
kterych ¢astech musela byt premalba zmékéena roztokem vody a etanolu v poméru 1:1. Roztok
byl aplikovin pomoci vatovych ty¢inek a zakratko byla pod mikroskopem vrstva sejmuta po-
moci skalpelu. Roztokem vody a etanolu v poméru 1:1 byla také do velké miry redukovéna sta-
ra vrstva lepu na zlacenych a sttibfenych plochach. Silné vrstvy lepu bylo mozné po zmékéeni
zvednout skalpelem diive, nez se roztok dostal k vrstvé kovu. Vlasy plastiky byly pfilis kiehké,
a proto byly zpevnény a velmi jemné o¢istény. Mimotadné obtizné a ¢asové ndro¢né bylo sni-
méni azuritové vrstvy, jelikoz jak pfemalba, tak pivodni azuritovd malba byly zdrsnélé.
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Restaurovani plastiky sv. Katetiny bylo piileZitosti k podrobnému technologickému prazku-
mu.. Stav pivodniho dieva i povrchové vrstvy kovii a barvy byl dobry, zvlast vezmeme-li v ivahu,
ze oltaf byl pres 400 let v kostele vystaven pusobeni klimatu. Chlad a jisté i velmi nizkd vlhkost
ovzdusi béhem zimy jej uchranily pfed napadenim hmyzem. Jen na jedné z desek oltate byly vidi-
telné dirky, ale byly star$i nez samotny oltéf, deska tedy byla pouZita pro oltdf druhotné. Plastika
sv. Katefiny nebyla dfevokaznym hmyzem vibec zamotena. Je také pozoruhodné, ze v priabéhu
své existence trvajici 550 let byla socha pfemalovina pouze jedinou vrstvou, a to jen ¢aste¢né.
Neékteré mensi detaily dnes chybi. Jde o ¢asti, keeré byly i pavodné k sose ptipevnény zvlase.

Oltét s plastikou sv. Katefiny je vystaven v muzeu. Restaurovani se omezilo pouze na zpev-
néni, ¢isténi a sejmuti premalby, protoze rekonstrukee chybéjicich ¢asti a doplnéni neuplnych
vrstev kovu a malby byly shleddny jako nezadouci. Plastika tak pfedstavuje ryzi a viditelny

doklad béhu déjin.

Late medieval sculpture conservation at the NTNU Museum
of Natural History and Archaeology in Trondheim, Norway

The religious art collection of the Norwegian University of Science and Technology -
Museum of Natural History and Archaeology in Trondheim is the third largest in Norway.

The collection contains over 600 objects from church interiors from Central and Northern
Norway. The earliest church objects are from the 11th century and the most recent date from
the 18th century. In particular, medieval altarpieces, sculptures and metalwork are of high
artistic quality.

Over 200 church objects are on display in one large room at the exhibition. The exhibition
room has a regulated stable climate and appropriate light conditions.

The sculpture of St. Catherine from the altarpiece of the church in Varde, Finnmark,
Norway serves as an example for the general procedure of polychrome sculpture conserva-
tion in the conservation laboratory of the Norwegian University of Science and Technology —
Museum of Natural History and Archaeology in Trondheim.

The sculpture of St. Catherine has been dated to 1460 AD. The sculpture is part of an
altarpiece from the church in Varde. This altarpiece has been attributed, through art histori-
cal examinations, to the town of Liibeck, Germany. Stylistic characteristics date the altarpiece
and the containing three sculptures to around 1460 AD.

In 1871 the town of Varde donated the altarpiece to the collection of the Museum of
Natural History and Archaeology in Trondheim. Since 1871 it has been an exhibition piece
rather than a sacred object.

Before the conservation process starts, the sculpture undergoes thorough technical exami-
nation. This includes the material of the sculpture and its decoration, as well as the techniques



used for producing the sculpture. Traces of carving and
painting tools are especially valuable. The examination is
executed in normal light conditions, with the use of x-ray,
infrared and ultraviolet reflection photography. Most infor-
mation is gathered from examination under a microscope,
also with the use of extreme sidelight. Polar microscopy and
x-ray fluorescence help to identify pigments and different
metal qualities.

When the materials and techniques have been identified,
a conservation treatment is defined. The condition of the
sculpture is important for the choice of the conservation
treatment. The condition depends on alterations through-
out time.

In 1871 thealtarpiece with the sculpture of St. Catherine
got to the Museum of Natural History and Archaeology in

Trondheim. At that time, the sculpture was over 400 years
old and it seems natural that during so many years the sculp-
Sv. Katefina z Vardeg. Stav po
restaurovani. / St. Catharine from
Vardg after conservation. Foto
archiv autorky / author’s archive were placed close to the altarpiece and characteristic dam-

ture had been cleaned. Churches used candles for illumina-
tion and these produce soot. We can assume that candles

age from candles placed too close can be seen on the altar.
Especially the extensive metal decorations must have looked
beautiful in candlelight.

The first pictures taken for the museum show excessive cleaning traces and over-painting
of the crown, the face, the inside of the cape, the hands, the sword handle and partly the stand.
Four tacks of the crown were missing, as well as two of the spikes from the wheel and the
upper sword handle. The surface showed areas with abrasions from strong cleaning. The over-
painting is flaking badly especially on the face and gives therefore a somewhat sad impression.

The gilded cape exterior and the silver of the sword have a glue coating that shows an
excessive crack pattern. The tension in the glue layer is so high that the glue is peeling off the
metal surface. Through the tension in the overlaying paint and glue, as well as through climate
changes followed by changes in the wood dimensions, the ground, paint and metal areas show
flaking or the beginning of flaking. The original is therefore endangered and conservation is
essential.

Consolidation represented the first step in the conservation process of the sculpture of St.
Catherine from the Varde altarpiece. The consolidation had to be executed through dust, soot
and the over-painting layer. Another difficulty was the three dimensionality of the sculpture.
Most of the consolidation process was undertaken with the aid of a microscope. The consoli-
dation medium was sturgeon glue in a concentration of 3 or 5 %. All areas with over-painting
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Sv. Katefina z Vardg. Detail hlavy z
prabéhu restaurovani. / Detail of
the head of St. Catharine during
conservation. Foto archiv autorky /
author’s archive

were uncovered under the microscope. For the most part,
uncovering was executed mechanically with a scalpel. In
some parts the over-painted layer had to be softened with
a solvent. The solvent was a 1:1 mixture of water and etha-
nol . The solvent mixture was applied with a cotton stick
and after a short while removed with a scalpel under the
microscope. The old glue layer over the gold and silver was
strongly reduced with a 1:1 solvent mixture of water and
ethanol. Thick layers of glue could be softened and lifted
up with a scalpel before the solvent reached the metal layer.
The hair was especially fragile and was therefore consoli-
dated and only very lightly cleaned. The uncovering of the
azurite areas was difficult and extremely time-consuming,
since both the over-painting and the original azurite layer
were coarse.

During the conservation of the sculpture of St
Catherine the techniques could be studied thoroughly. The
condition of the original wooden support and the decora-
tion layer of metal application and paint layers were good;

especially taking into account that the altarpiece had been kept in a church without climate
regulation for more than 400 years. The cold and in winter certainly quite dry air has also kept
away insects. Just one board of the altarpiece showed old insect holes and these holes were
older than the altarpiece itself, since the board was used secondarily for this altarpiece. The

sculpture of St. Catherine was never infested with wood-eating insects.

It is also noticeable that the sculpture was just partly over-painted and also with only one

layer during its 550-year history. Some minor details are missing today. All of the parts now
missing were originally fixed separately.

The altarpiece with the sculpture of St. Catherine is on display at the museum. The con-

servation could stop after the consolidation, cleaning and uncovering. The reconstruction of

the missing parts and the reintegration of the missing metal and paint areas were not seen as

desirable. The sculpture presents a clear and visible testimony to a long history.
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O nové menze
Marek Jan Stépan

Ptedesla menza byla do presbytéfe kostela provizorné umisténa v osmdesatych letech dva-
catého stoleti a byla celodfevéna. Vzhledem k souc¢asnym liturgickym souvislostem a pozadav-
kim danym dokumentem Sacrosanctum consilium bylo nutné se s touto situaci s provizornim
obétnim stolem distojné vyporadat, a to hlavné¢ v odpovidajicim materidlovém provedeni.
Proto jsem navrhl menzu novou kamennou.

Myslenkovy koncept nové menzy vychdzi z historie a tvaroslovi kostela. V rdmci projektu
jsem prostudoval stavebné-historicky prazkum a inspiroval se hlavni hmotovou fézi kostela —
stylem romdnskym. Tvar menzy rovnéz vychazi z obdobnych stfedovékych prvka v kostele,
jsou tu vSak i dalsf roviny vnimani. Menza svym materidlem shodnym s vydlazbou (Sedy vépe-
nec) jakoby z ni vychdzi — je s ni opticky spojena. Reliéf pisma menzy svou profilaci rezonuje
s mélkymi baroknimi $tukami klenby. Ze tfi stran je na ni proveden vodorovny vystouply za-
obleny népis. ,On je nds knéz, nas oltdf, nas pravy a jediny beranek, on vSechno s tebou smifil*
Bronzovy kruhovy pendantiv u styku s podlahou symbolizuje ptetaveni — obét. Oddéluje tak
misto symbolizujici Posledni vecefi.

Menza ma ¢tvercovy padorysny tvar o strané 110 cm, jeji vyska je 100 cm. Je fakeicky slo-
zena z kamenného bloku z $edého vépence velikosti 110 x 110 x 80 cm, jemné se zuzujiciho
smérem dolt1, na bronzovém pendantivu o priméru 74 cm a vysce 20 cm. Horni plocha kame-
ne a vystupujici ¢ésti reliéfu jsou lestény, boky jsou provedeny se stopou jemného kamenické-
ho opracovéni. Do menzy jsou zasazeny ostatky.

Nové kamenna menza pro kostel Nanebevzetf Panny Navrh nové menzy pro kostel Nanebevzeti Panny
Marie ve Vranové. / New stone mensa for the Church of ~ Marie ve Vranové. / Design of the new mensa in the
the Assumption of the Virgin Mary. Foto Marek Stépan Church of the Assumption of the Virgin Mary.
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The new mensa

The previous mensa was temporarily placed in the presbytery of the church in the 1980s
and was made completely of wood. Given the current liturgical contexts and the require-
ments set by the Sacrosanctum consilium document it was necessary to come to terms with
the situation regarding the temporary sacrificial table in a dignified manner, principally using
adequate material for the execution. As a result I proposed using a new mensa made of stone.

The ideological concept of the new mensa is based on the history and the stylistic vocabu-
lary of the church. As part of the project I studied the results of the structural-historical sur-
vey and became inspired by the main building phase of the church’s mass — the Romanesque
style. The shape of the mensa is also based on similar mediaeval elements in the church, but
with additional levels of perception involved. Material-wise (grey limestone) the mensa is
identical with the floor pavement and seems to arise from it — they are optically united. By
its profiling the relief of the mensa script resonates with the shallow Baroque stuccos of the
vault. On three sides it features the horizontal, raised, rounded inscription — “He is our priest,
our altar, our true and only lamb, he reconciled everything with you.” The circular bronze
pendentive in contact with the floor symbolizes melting — a sacrifice. It thus separates a place
symbolizing the Last Supper.

The mensa is a square shape with sides 110 cm long and its height is 100 cm. It consists
of 2110 x 110 x 80cm stone block of grey limestone, slightly narrowing downwards, on
a bronze pendentive 74 cm in diameter and 20 cm high. The top surface of the stone and the
raised sections of the relief are polished, the sides bear fine traces of stonemason’s work. The
relics are enclosed in the table.
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