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O primeiro texto,intitulado Na cidade da Guardg a importancia do pogo
escrito em colaboracdo pds dzft OS | St Sy I . 2 NH Saborda unviiz 3 S
inscigdoexistente no lintel de um edificio do século XVI ou XVII, situado na zona antiga
da Guarda que, apesar de ja ser conhecida, ndo tinha ainda sido convenientemente
estudada. A importancia desta epigraéen pedra eventualmente reutilizadalaciona
secom a localizacdo do poco da cidade, sendo a inscricdo dada a conhecer através de
fotografia e de desenho técnico.

Seguese,daautoria deElenaTeodora NeculgPreliminary research of manuscript
miniatures on parchment preserved in RomargalectionsA autora debrugssesobre
a arte de decoracdo de manuscritos em pergaminho através de materiais preciosos na
Roménia, entre os séculos XIV e XV. A sua investigacdo € um contributo importante para
uma melhor compreensao das técnicas utilizaddsrecendo ainda a possibilidade de
se efetuarem comparacdes entre tradicdes culturais e areas geograficas. Este artigo
aborda aindaproblematicas de conservacdo e restauro relativamente aos materiais
estudados.

O terceiro artigoelaborado poi. 2 Y A OS I Y dz demMbAiNaNeGArrRantNI =
as an identity discourse: power, faith, and representation in votive portraiture from
Lesser Wallachia (¥819" centuries).O autor estuda retratistica votivdos séculos
XVIII/ XIXonde se pode observar um digso identitario, em que as elites emergentes,

o clero, mercadores e artesdos empregam o0 espaco sagrado do nartex de algumas
igrejas da Valaquia Menor (Oltenia) para codificar aspira¢des sociais e pdlaicasmo

no texto anterior, este trabalhaborda também problematicas de conservacéo e
restauro.

O dltimo artigo intitulase Ecclesial sculpture and polychromy: from Romanian
heritage to European perspectivegndo da autoria de Laura Avramestuatase de
um texto que explora o papel da policromia na escultura eclesiastica romena, facando
se nas suas dimensdes teoldgicas, artisticas e técnicas no ambito de contextos daquele
pais, mas também a nivel europiinvestigacéo levada a cabo pelacsatdemonstra

P
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gue a policromia na escultura religiosa constitui um fenémeno cultural complexo,
integrando matéria, simbolismo e funcéo liturgica, refletindo, nas suas palavras, uma
teologia de transfiguracdo visual, onde cor e ouro incorporam presencaadevi
comunhéo espiritual.

Aqui fica esta pequena apresentacdao dos textos agora publicados, como um
convite a sua leitura.

dezembrode 205

Fernando Augusto Coimbra

Diretor



NA CIDADE DA GUARBDA IMPORTANCIA DO POCO

IN GUARDA CIHYTHE IMPORTANCE OF THE WELL

Dulce Helena Borges
Musedloga, investigadora de historia local
Rua da Maunca, s/gArrifana
6300035 GUARDA
borgesdh@hotmail.com

wW2aS RQI9Y Ol Ny I
Membro efectivo da Academia das Ciéncias de Lisboa
Rua Eca de Queiroz, 8®ampilheira
2750662 CASCAIS
jde@fl.uc.pt

Resumo
A inscrigdo gravada em mui antiga casa na zona velha da cidade da Guarda, embora néo
tenha passad despercebida, certo é que ainda se ndo pensara a sério huma tentativa de a ler
e, consequentemente, atribulhe a importancia histérica que, afinal, detém, por localizar o
poco da cidade.

Palavraschave epigrafia urbana; cidade da Guarda; abasteciroel® agua; poco; nascentes.

Abstract
The real signification of amaient inscription engraved in a very ancient house of the
city of Guarda, in the northeast of Portugal, is here explained for the first time: in that place was
localised the mainvell of the city.

Keywords: urban epigraphy; city of Guarda (Portugal); water supply; well; springs.
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Sao por demais bem conhecidas as regras de construcao em area urbana. H4, em
todos os aglomerados, regras especificas, que se prendem com as caracteristicas do
solo, em primeiro lugar, e, depois, com o plano diretor previamente aprovado, de molde
adar ao conjunto a necesséria funcionalidade, em termos de eficaz gestdo do espaco e
tendo em conta o benestar da populacéo residente.

J& la vao mais de vinte anos que um empreendedor decidiu comprar junto a
chamada Porta do Sol ou da Estrela, a entradscerste da cidade da Guarda, um
terreno, na mira da construgcdo. Dava mesmo jeito levantar ali um edificio, pela
oportunidade da sua localizacdo na cidade. SO que aconteceu depois 0 que néo se
esperava: facilmente tudo ali ficava encharcado, mal caia umaadaumaior. Por outro
lado, a proximidade as muralhas, patriménio classificado e sujeito a regras, acabou por
também condicionar profundamente o propdésito idealizado. E o projeto ficou sem
efeito.

Foi, extdo, que, em conversa de rua (como séi digey, emcomentario ao
ocorrido, recordaram os mais velhos que por ai se situavam outrora as melhores hortas.
Ali havia as melhores terras, cresciam as melhores couves e demais produtos horticolas.
Era como que a horta da cidade. O terreno, parecia, ressumbrawastaar que o lencol
freatico ndo era ai despiciendo.

Havia, porém, por perto constru¢cdes com ar de nobreza, que ndo passaram
despercebidas, por exemplo, a Virgilio Ferreira, que as referiu num doswesqFig.

1). Também despercebido ndo passavaastmanho letreiro (Fig. 2) patente numasa

que, em tempos idos, decerto fora construida aproveitando a parede da muralha
medieval bem junto a uma das portas, a ja referida Porta do Sol ou da Estrela. Esta o
edificio localizado fora do perimetro da murajttontudo, o portal onde se encontra o
lintel com a inscricdo mostise biselado, remetendo assim para uma construgéo dos
séculos XVI ou XVII quw que também amilde aconteegpara a reutilizagao posterior

de pedras antigas... Poderia ndo ser esse o,aendendo a todo o enquadramento.

Tivemos, pois, a curiosidade de atentarmos no que ali poderia estar escrito, uma
vez que, pela localizacdo num lintel, dava a impressao de ser identificacdo de um imével.

Comecamos por verificar que o letreiro era prdickey de uma gravagado: como
que uma espécie de sol com raios. Seria a representacdo do sol? Alias, essa hipétese se
nos afigurou legitima, na medida em que a tradicdo falava das Portas do Sol ai. Nao
acreditdmos logo na viabilidade da eventual descobegelesignificado. Importava era
decifrar o que vinha a seguir, a tal inscricdo que toda a gente via, achava curioso,
interrogavamd S L2 NSy (dzN>F SX &aS3dzAlY @Al 3IASYH

O certo € que, de facto, lemos claramemezo dacidade (Fig. 3).0u seja, o
lintel teria esado primitivamente identificando a entrada para o po¢o da cidade,
eventualmente uma fonte de chafurdo, com nascente prépria, como frequentemente
acontecia. No século X\fipco escrevia se com g e, portanto, tinhamos aqui um
documento antigo com histoéripara contar.

Podera perguntase: «poco da cidade»? Que interesse ha ai em identificar tdo
solenemente o sitio onde esta o po¢o? As pessoas ndo sabiam? Saber sabiam; contudo,
o letreiro assim solene acentua o valor que ele tem; e, por outro lado, identifigto
importante recurso da cidade: a agua!
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Fig.2¢ O lintel inscrito.
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Fig.3- A inscricdo. (Desenho de José IMésleira)

Habituados coma felizmente!¢ ainda estamos a ter agua com um simples abrir
de torneira, esquecemos que agua ao domicilio s6 comecgou, e mui timidamente, pela
terceira década do século XX! Durante muito tempo, o chafariz pablico com os tanques
de lavar roupa acoplados e, antes dele, as fontes e as nascenmesa o ponto de
encontro da vizinhanca. Nesse ambito da importancia do poco, chegeuesmo a
propor, por exemplo, que o topénimo BIRRE, de uma localidade da freguesia de Cascais,
deviater tido origem etimologicana palavra arab@ir, que significa «pogo», fazendo,
assim, remontar a época arabe o povoamento desse lugar, nascido em torno de uma
nascente publica de chafurdg que, digase de passagem, sem consulta prévia a
populacao, ha ams 0 executivo camarario alienou a um particular.

{NGA2a S t20lfARIFRSa Kt SY 0Odz2 y2YS Sy
antiguidade ou as lendas a eles associadas:

¢ Poco da Moura: sitio emblematico do Ecomuseu Natural e Cultural da Serra da
Labruja em Ponte de Lima,;

¢ Poco de Broca das Fradigas, freguesia de Vide, concelho de Seia;

¢ Caminho do Poco das Casas, em Almancil;

¢ Poco das Casas, pequena aldeia do concelho de CoradRlizea, que recebeu
0 nome de um antigo poco que abasteciav@gantes do percurso Coimbgalromar;

¢SY [Aao02FY 2 t2e2 R2 .2NNI ISYX® O0CAID n

9 dz¥y L}Rdz02 LN Gd§2RI I LI NLGSY | wdzZ R2 't
concelho e no distrito da Guarda: o conhecido Po¢co do Mestre, em Trancoso; a aldeia
de Poco Velb, em Almeida; a Rua do Poco, em Celorico da Beira, designacdo que
remonta ao século XVIII; a freguesia de Poc¢o do Canto, no municipio de Meda...

Por isso se diz que mudar o topénimo Poco de Boliqueime, no concelho de Loulé,
para apenas Boliqueime corresmdeu a uma atitude impensada e, porventura,
caprichosa. Primeiro, mudese para Fonte de Boliqueime; as placas toponimicas da Via
do Infante apenas registam Boliqueime. O povo acabou por solicitar que, de novo, fosse
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Poco, ainda que, na atualidade, seco ele esteja ja. Fica, todavia, duradouro
registo dasua existéncia e importancia primordial para a populacgéo.

Voltando a cidade da Guarda, @e& ainda que, para se completar o
enquadramento deste poco j& inexistente e que, porventura, seria por ali perto,
apresentamos, a titulo de ilustracdo, postaisigos da Porta da Estrela e edificio anexo,
lado direito, onde se encontra a inscri¢céo (Fig. 5).

Fig. 4 Poco do Borratém
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Fig. 5¢ Porta nascente das antigas fortificacdes
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Em conclusao: ndo sao raros, um pouco por toda a parte, quer em zonas urbanas
quer mesmo & perdidas &reas rurais, letreiros antigos, por vezes ja bem cobertos de
liguenes que mal se distinguem. Corresponderam sempre a vontade de alguém, um dia,
por necessidade ou para facilitar a vida as pessoas, gravar uma identificacdo, uma
mensagem Util oy S&a VY2 aAYLI Sa 3ANARG2 RQIf Yl ® DNI @20
intencdo que longamente permanece.

Razao tivera o profeta Job quando, em resposta a Baldad, exclamara: «Oh! Quem
me dera que se escrevessem as minhas palavras e se consignassem num livros gravada
por estilete de ferro numa lamina de chumbo, ou se esculpissem em pedra, para
sempre!» Jobl9, 2324).

A nos, passantes, mormente se profundamente interessados na Histéria e no
Patriménio, compete parar e ndo deixarnunca! ¢ de cabalmente satisfazerrsoa
curiosidade despertada. Como se escrevia nos epitafios da antiga Roma: «OI4, tu que
chegaste! Ja leste? Passa benvenisti ave legisti vale!

No caso da inscri¢do da vetusta cidade da Guarda, assim aconteceu: chegamos,
paramos, refletimos e seguimogmgem¢ mas com mais um pedaco da histéria urbana
guardense no taleigo.



PRELIMINARY RESEARCH OF MANUSCRIPT MINIATURES ON
PARCHMENT PRESERVED IN ROMANIAN COLLECTIONS

INVESTIGACARELIMINABOBRIINIATURAS DE
MANUSCRITOS BMERGAMINHO PRESERVADAS EM
COLECOES ROMENAS

ElenaTeodoraNecula
PhD. Candidate
Doctoral School of National University of Arts
Bucharest, Romania
necula.teodora@yahoo.com.ar

Abstract

Over thecourse of more than a thousand years, a remarkable art of writing and
decorating manuscripts developed in Western Europe, employing a wide range of precious
materials. The evolution of artistic taste was shaped by the social, historical, cultural, ligiou
and intellectual contexts of the periods in which these manuscripts were produced. The
combination of literary, theological, or scientific texts with finely executed painted elements
gradually led to the formation of a true craft. In most cases, thedpotion of medieval
manuscripts was carried out by monks, although specialized scribes and illuminators also played
a significant role.

The study of manuscripts involves both their localization and dating, as well as the
analysis of the chronologies assateid with them. These chronologies highlight key moments
related to the production process, including the involvement of scribes, the techniques
SYLX 28SR o6& AffdzYAylrG2NAZ |yR |aLlSoda 2F GKS
through their sucessive owners or patrons. Consequently, the manuscript should be
understood not only as an artistic object, but also as a witness to cultural continuity and the
transmission of knowledge across centuries.

Technical analysis of illuminated manuscripts igngrily undertaken to address
complex historical and aftistorical questions. The study of materials and techniques provides
valuable information regarding production methods, levels of craftsmanship, and, in some
cases, the identification of specific @ts or workshops. Such investigations contribute to a
deeper understanding of working practices and enable meaningful comparisons between
different artistic traditions and geographical areas of medieval Europe.

In specialized research, each manuscript is examined from a dual perspective:-textual
historical and technicahaterial. The latter focuses on identifying pigments, colour application
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techniques, support materials, and binding characteristics. Scientific analysis of these elements
supports the dating and authentication of manuscripts overall.

Keywords:manuscript, alumina, polishing, parchment, gold, latrine

Introduction

The presence of the monasteries of the fifteenth century also implies the existence
of the books necessary for the celebration of services and the only foci of cultuee.
manuscripts are specific to the Middle Ages period, as presented in the histariylof
Mikhail Alpatov: "The beginning of the Middle Ages means the end of ancient culture."
(Alpatov, 1966, p. 340)he sources of artistic inspiration, in terms of religious painting
in Romania, the models and the first builders came from: Serbia, Balgathe large
centers of Constantinople and Thessaloniki (Sinigalia, 2018, p. 157).

In this sense, Western medieval manuscripts can be considered both works of art
and fundamental documentary sources, which provide essential information about the
spirituality, mentalities and visual culture of the Middle Ages. The art form was
transmitted throughout Europe, and on the territory of Romania most manuscripts
copied and illustrated with miniatures come from Moldova (Florea, 2016, p. 173).

At the same time, the study of pigments, binders and application techniques
revealed in the last decade thanks to advanced investigation techniques (Pinna, 2009,
p. 10) highlight how knowledge circulated between workshops and how artistic
innovations weretransmitted from one cultural center to another. The choice of
materials used reflected not only the technical resources available, but also the social
and economic context of the time, since the opulence or sobriety of a manuscript was
closely related toits function and the status of the commissioner. The cost of the
manuscripts was exuberant, only very wealthy people could afford to order such a
precious object. The component materials, such as parchment, were obtained by
slaughtering an extremely largeumber of animals and by laborious methods that
consumed time. The transcription of the texts and the decoration involved another
effort on the part of the creators.

One of the scanned incunabula put on the site is Bible by Anton Koberger
(Fig.1) printed in 1482.The presence of red polish is noted by erosions and forms of
active degradation, even from the photos scanned and presented on the site. Unlike
the images rendered in the Romanian publications of the '70s of the Meridiane
publishing house (Biionescu, 1972, p. 6), although full of useful information, they are
of a lower quality that does not allow a thorough study. Digital scanning and uploading
to digital platforms with higkguality colour images allow researchers to study important
elementsof manuscripts, incunabula, documents, or old books.

You can see from the photo next to it the erosions of the gold leaf, around the
letter only the red bolus is kept.
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Fig. 1¢ The Bible by Anton Koberger printed in 148Phe Incunabus
(photo sourcehttps://bibnat.ro/services/bibliotecabatthyaneum)
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The text was printed on paper with lead letters, and the decorations were painted
freehand, leaving the necessary space to make tHaumnot always enough. Probably
the red details of the letters were also applied manually. Miniaturist artists were free to
create and used all the space of a page, they knew very well the techniques of polishing
and painting the decorations. From the gbgraphic analysis of the latrine decorated
with wheat, all these details of the craftsmanship can be observed.

The oldest manuscript preserved on the territory of Transylvania, also considered
the most valuable on the territory of Romania is t8edex Areus(Fig. 2). Written in
Latin letters inowercase andold letters, it contains pages painted with vignettes and
frontispieces, borders framing the text, the manuscript dates from the ninth century.
The codex preserved today in the collection of the saBatthyaneum library in Alba
lulia was made at the order of the Frankish emperor Charlemagne-§¥4p
(Simionescu, 1972, p. he Codex Aureus (Golden Book) of Lorsch also has the English
name Lorscher Enagheli@Vhalter, 2005, p.86is of French orig and was written in
Latin between 778 and 82@wnother term used for miniatures is illumination (Popescu,
1995, p. 28), a Latin term that means to make them shine. It is associated with
manuscript mines containing gold or silver foil applications (Olied002, p. 250).

Through the project implemented in 2023 in Trier, Germany, 11 Carolingian
manuscripts were included in the UNESCO World Heritage List. On May 24, 2023, the
Codex Aureus manuscript kept in the Batthyaneum Library in Alba lulia was also
induded. The tumultuous history of the codex caused it to be torn in two parts by a
soldier. The first half took the road to Central Europe, to Vienna, and the second half to
the West, to the Vatican Library, in Rome. From the library of Archbishop Christofo
aAdLT T A AY +*ASYyyl AG ¢l a&a 02dzaKG o6& L3IYyFGAS

The unique method of preparing materials and the study of their behaviour over
time made the old masters lay the brush with a duct that would last over a thousand
years. The main element, which clearly distinguishes it, is the gold polishing. The method
of decorating letters with gold was by using gold powder, which in mixture with a binder
could be applied with a brush. The authors of the manuscript are anonyntioeis,
signatures are completely missing, characteristic of Carolingian texts. The significance of
man's nothingness in relation to God, as a symbol of piety. The graphic peculiarities of
the Carolingian era, through the love of books, the care with whirehdontent had
materialized. The letters in an upright position were positioned as a printing letter, and
the text was written in neat lowercase uncial (Simionescu, 1972, p. 6).

The texts are interspersed with exquisite ornaments chosen with taste, and the
scenes painted in the adjacent pages have a realistic tinge in the rendering of the
garments and portraits. Latin manuscripts approach the influences of Renaissance
paintings by rendering the characters in detail as close as possible to the natural realit
of things.

What uniquely distinguishes this manuscript, however, is its original, fully
preserved cover, made aold-plated wooden tabletsadorned with precious stones,
cloisonné enamels and ivory platééhe central composition is a scene carved in ivory
representing the Crucifixion of Christ, surrounded by medallions and plant ornaments,
all fixed in a gold frame decorated with translucentamels and stones of intense colour
(garnets, sapphires, emeralddh addition to the aesthetic valuethe cover played an
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essential role in signalling the sacredness of the:thé Gospels were not considered
only religious texts, but sacred objects in themselves, worthy of a covering worthy of
worship. The use of gold, ivory and ratenes was thus a gesture of glorification, and
the association of these materials with Christian iconography transformed the object
into a true visual relic. The codex is equipped wWitarolingiartype metal fasteners
designed to protect the integrity athe parchment block and maintain the material
tension of the volume. These clasps were made of gilded bronze and fastened to the
sides of the covers, providing both a practical function and added visual authority, giving
the book a regal and tampearoof look. (Leidinger, 1925, pp. 9®0). In conclusion,

the Codex Aureuss not only a manuscript decorated with refinement, but also a
masterpiece of medieval bookbinding art. The materials used luxury parchment, gold,
ivory, enamel, precious stones and tbemplex craftsmanship involved in the creation

of the cover and the closure system confirm its exceptional status as a liturgical object,
a symbol of imperial power and sacred authority.

e
=
>

Fig. 2- llluminated page from the Codex Aureus, Salatithew the Evangelist (the angel)

Regarding the Codex Altemberger (Fig. 3) of the dehtury, most likely 1360, a
second copyist, at the order of the Judge of Sibiu, executes the last two pages 182v and
183r. It was copied in the workshop of the painter Nicolaus in Prague for the Nuremberg
community, and bought by Thomas Altemberger i814(Preserved today in the MNIR
collection). Executed on a calfskin parchment, wooden covers covered in leather. The
volume is richly ornamented: borders with phytomorphic decorative elements and
religious scenes, some illustrations occupy the entire pageals and frames with real
genre scenes, made with gold leaf and natural colours.
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In 1961 the codex was restored by Werner Bossert, mentioned on the fixed
posterior forcing. Therange colour used mainly for the decoration of initials, as well as
FT2NJ GKS O2f2dzNRAy3 2F 1 22Y2NLIKAO FTAIdNBaEsT Aa
p. 120)

The XRF spectra of inks used to write the Altenberger Codex were: (a) and (b)
metallologc black ink; (c) cinnabdrased red ink; (d) blue azutmsed inko / I NU2 (i S
2019, p. 120)The technique used is known since the Middle Ages, also found in other
manuscripts preserved from this period. Gum Arabic gives viscosity to the ink, while
helpingto fix pigment particles on the substrate. In some cases, copper sulfate (CuSO4),
also called blue vitriol, is also added, and for color intensification, charcoal black.

The inks used to write on parchment were carbmsed made from carbon black
or ground charcoal and mixed with a binder, either animal glue or gum Arabic. Although
these categories of materials are vulnerable to moisture and instability to light and UV
radiation, under optimal storage conditions they can be preserved over time and
hundreds of years.

The famous collection of Latin manuscripts brought to Transylvania is still
preserved today in the Batthyaneum library in Alba lulia, and among the most valuable
is the Codex Burgundus (Hig-igh). The manuscript on parchmeydlso called the book
of clocks (livre d'heures) is of French origin, dating from tHedehtury.
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Fig. 4- Codex Burgundus, illuminated pages with painted decorations and gilded with gold

Fig. 5 Miniature with Saint the Evangelist, red abldie colors predominate
(Photo sourcehttps://bibnat.ro/services/bibliotecabatthyaneum)
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A peculiarity othe Burgundian Codes the fulfilment of any surface left empty in
the text with small ornaments that do not excedlte written line. They contribute to
the lush richness of the painted graphi&imionescu, 1975, p. 1@dorned with 55
superb miniatures. Each such image conveys, through the richness of the ornaments,
characters projected on a golden background thattates the mosaic (Simionescu,
1975, p. 10).

The Davidic Breviary (Fig.Fg7) is one of the most spectacular manuscripts in
the Batthyaneuniibrary in Alba lulia. The circulation of medieval manuscripts brought
them into the hands of the aristocracy, and in the Renaissance period they acquired a
newsplendour As early as the ¥entury, nobles were the people who had access to
culture andthus were determined to order numerous copies of secular manuscripts. On
the other hand, the cult manuscripts contained psalters, whether they were bibles or
books of the classes.

Fig. 6- Davidic Breviary Miniature and text in thedsament with goleplated latrines
Fig. 7- Scenes painted with rough areas, gaps in the color film are observed
(Photo sourcehttps://bibnat.ro/services/bibliotecabatthyaneum)

Mary of Burgundy, also called Mary the Rich (£4882) was the heiress of the
Burgundian domains in France, after the death of her father Charles | of Burgundy.

The manuscript in the collections dfd Batthyaneum Library is very close to the
luxury manuscripts commissioned during the Middle AJds Breviarium calendario
(Bubble, 1978, p. 9% also from the 18 century, also from Burgundy, with 13 pages
with miniatures of remarkable beauty. The painted scenes were influenced by the
beauty of easelpainting combined withreligious sceneshat offer a complexity of the
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composition. Each illuminated page was divided into two hypostases, the upper one in
which either one or two borders witheligious scenes appear and the lower part in
which the text is rendered accompanied by a richly ornamented letter.

The oldest psalter in the Batthyaneum Library is from th& ddntury. Following
a French model, the manuscript is superbly ornamented, parchment with gold leaf and
bright, paradisiacal colours. The text is written in lowercase Gothic letters (Papahagi,
2018, p. 98).

Psalterium Davidicum calendari@igigs. 8, 9) ihe title of the manuscript quoted
with Ms [I}34 (Bica, 1977, p. Skept in the Batthyaneum Library in Alba lubad
represents the oldest psalter preserved in this collection. The impressive, gilded
decorations and ornate latrines (Papahagi, 2018, [).2®8 accompanied by characters
painted on a gold background that symbolizes divine light. The support on which the
texts and thumbnails were laid is parchment. The natoe calendariunoffers the
viewer a series of glimpses of the 12 months of the ydae. Splendid images provided
by the miniatures for each month of the year confirm the talent and culture that the
creator of the miniatures has acquired. The seasons are associated with man's activities
throughout the year, treated more or less realistigalArabesques represented by
letters adorned with fantastic animals appear. It contains many scenes from nature
represented symbolically, but not schematically (Bica, 1977, p. 7).

The gold leaf has been preserved almost entirely, proving the masterywhitn,
it was applied. The letters painted with the cobalt blue pigment are surrounded by other
light pink colours and the gold background, without which they would not stand out so
much. The presence of gold on many of these pages enriches the ornarmensatil
gives a greater value to the manuscript.

Another title that appears ithe 2018CensugPapahagi, 2018, p. 68)the Missale
notatum calendarium a. u. Eccl. Patavien§€)viously, it is the same manuscript on
parchment with anluminum. The manuscript was written in Gothic minuscule in 1480
(Papahagi, 2018, p. 65).

Compared to other copies also from the Christoph Migazzi library, this missal
stands out with grace and spleadthrough the compositional page of the Crucifixion of
Jesus in which a gold background with punch decorations appearshe great
researcher in the medieval painting technique Daniel Thompson jr. stated thus:

"Before starting the painting, the méslal painter dealt with this excess gold,
which was scraped off or covered, only then the gold primer was ornamented.
In this ornamentation on gold, the finest skill of medieval art was employed.”
(Thompson, 2006, p. 261).

The scenes with the greatest etonal impact belong to the passion of Jesus,
especially the Crucifixion. Probably for these reasons, it was chosen that the scene of
the Crucifixion should occupy an entire page of the manuscript. The distribution of the
three characters: Jesus, the Mathof God and St. John the Evangelist compose a
balanced compositional triangle. The background of the gold comes in the-a@dn
contrast of the green on the lower part and that of the vestment of St. John. The blue
border that delimits the religiousscene harmonizesith the blue of the Virgin Mary's
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garment. On the outside of the border was painted a golden frame decorated with a
garland of flowers and stylized leaves. The texygmare surrounded by a painted
decoration consisting of trees, flowers, stylized leaves and birds. There are also large
initials painted in blue or green, on a gold background and framed in frames, painted in
pink.

Fig. 8 Details withscenes or latrines from the Psalter of David! tBntury.
Fig. 9 Scenes painted in square boxes with a gufted background
(Photo sourcénttps://bibnat.ro/services/bibliotecabatthyaneum)

Three extremely valuable incunabula editions of tlhwrk De consolatione
philosophiag(Figs. 12, 13) dated as follows 1495, 1489 andla¥é preserved in the
Batthyaneum Library. The oldest of these incunabula is authored by the German Anton
Koberger (1444513). The text is bilingual, in German and Latin, decorated with
numerous letters and floralegetal motifs. The habit of decoratitige first letter of the
chapter with a polychrome composed of pigments mixed with natural binders and gold
leaf on red polish, was also perpetuated in the first edition ofitteeinabusn 1473. The
erosion of gold foil and the use of bolus as a red pofsihsupport, is observed.
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Fig. 10 Miniature with the Crucifixion of Jesus and ornament
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Fig. 11- Missale notatum cum calendarium a. u. Eccl. Pataviensis, dated 1480.
(Photo source: Digital Tool, bibnat)
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Fig. 12- Incunabus with painted ornamentsFig. 13 Page printed and decoratealith latrine.

Following the gilded and polychrome decorations, we bring to the attention of
researchers the work of Titus Livius (59 a. Qfrp. Chr.)Historiae Romanae decades
(Figs. 14, 15), one of the oldest incunabula dated to 1469, in the Batthyaneum library.
The edition preserved in this collection was edited by Giovanni Andrea Bussi (or
Johannes Andreae), bishop of Aleria (141475). Very important to mention is the fact
that the incunabula was printed by Arnold Pannartz (d.1476) and Conrad Sweynheym
(who apprenticed to Johannes Gutenberg).

The Historiae Romana® Ab urbe conditas a basic work of the birth of Rome,
from the legendary Aeneas to the emperor Augustus.

Smilar to the incunabula mentioned above, there is also the 1479 printing of the
work Eusebius of Caesarea (ZB p. Chr.) calle#flistoria ecclesiasticalt is known
that it was printed in Mantua by Johannes Schallus, and the text was translated from
Greek into Latin by Rufinus of Aquileia (340 p. @il p. Chr.).

In the context of medieval culture, scribes and copyists occupied an essential place
in the process of transmitting and preserving knowledge. They were not simple
executors, but artisans andtets at the same time, whose activity required rigorous
training, a high degree of specialization and a deep understanding of the religious,
literary and artistic symbolism of the time. As artisans, these copyists invented new
graphic forms, contributingo the development of writing styles from Carolingian to
Gothig to Bastard. As artists, they actively participated in the process of ornamenting
the texts, by making elaborate miniatures, decorative borders, ornate initials and other
visual elements tht transformed the book into an object of cultural and aesthetic value.
The medieval miniature is more than just an illustration of the written text. Itis a
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complex form of artistic expression, with multiple functions: explanatory, meditative,
symbolic and sometimes narrative. Beginninghe late Middle Ages, painting inserted
into parchment manuscripts became an integral part of visual communication and
collective memory. These images not only reflected literary content, but also actively
participated in the history of written literaturepainting and, more broadly, in the
cultural history of the medieval world. Scribes and miniaturists worked in monastic
centres or, later, in specialized urban workshopsciiptorig, where work was
meticulously organized. The process began with the preapmaraof the supportg the
parchmentg which was cut, cleaned, stretched and sanded to obtain a uniform surface
suitable for writing and drawing. Then the page was lined, the text fields were marked
and the spaces reserved for illustrations or decorativigails. The scribes transcribed
the text with a reed or metal nib, using inks made from natural compounds such as iron
sulphate vegetable tannin, or carbon black. These inks, applied precisely to the
parchment, required excellent pressure control and aeéa rhythm of writing.
Mistakes were corrected with the help of a small knife with which the ink was scraped
off the surface of the parchment. After the copying phase was completed, the
miniaturist who could sometimes be the same person as the scrileeviehed, making

the preparatory drawing of the miniatures. This stage was crucial, as it fixed the
composition, characters and scenography, with meticulous attention to proportions,
gestures, expressions and symbols. The sketches were drawn with a ny&ial gt a
very fine nib, sometimes directly on parchment, sometimes with the help of models (so
calledmodel book$, which contained standardized figures for saints, biblical scenes or
decorative elements (Bomford, 1990).

Fig. 14 Gilded latrine and painted ornamerftig. 15 Printed letters very close to the painting
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Fig. 16 Historiae Romanae decades, incunabul Viated 1469.
Author: Titus Livius. One can see the decorations painted over the printed texts; letters gilded
with plough. The polychrome is special and competes with those painted in manuscripts

Gold, a precious metal of great prestige, has been widely used inl pairating,
on panels, in manuscripts, etc. (Istudor, 2011, p. 164). Its application could be done
either in liquid form, known ashell gold or in solid form, through extremely thin sheets
of beaten metal gold leaj.

In the case of gold leaf, it was wdly applied over a preparatory base layer,
consisting in most cases of gypsum and a red clay known as "Armeniarboég).’ n
certain situations, calcium compounds could substitute for gypsum, and vermilion was
sometimes used taolourthis red layer. Preparatory layers of othasloursblue, grey,
black, white or yellow are less often attested and are usually characteristic of specific
time periods or geographical spaces.

The extreme thinness of gold foil meant that the hue of the blager subtly
influenced the final visual appearance, altering the intensity and tone of the gold's
reflections. The choice of a certainlourfor the preparatory layer was not accidental,
but was part of the aesthetic intention of the illuminator, whiahmed to amplify the
decorative and symbolic effect of gold within the composition.

Thus, the use of gold in manuscripts not only emphasized the material and spiritual
value of the object, but also reflected the technical refinement of the artists, capdble
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combining expensive resources with subtle chromatic effects, adapted to both the
iconographic and cultural context.

The materials ustby artists in the making of illuminated manuscripts reflect both
the technological limits of the era and the creative ingenuity ofm@&dern societies.
Natural pigments, such as red, yellow and brown ochres, are among the first dyes used
by man, their gistence being attested since prehistoric art (Mansuelli, 1978, p. 47).
Throughout the Middle Ages and the Renaissance, these earth pigments continued to
play a fundamental role in the illumination of manuscripts due to their availability,
stability, and aried colour gamut. Pigments have been classified into the categories of
mineral, natural or artificial pigments (Mora, 1986, p. 80).

Before the rapid industrialization of the twentieth century, the colour palette of
artists was relatively narrow comparegd modern standards. Most pigments came
either from inorganic sources especially earths and minerals (Mora, 1986, p. 80), or from
organic sources of biological origin, such as plants or insects. However, certain synthetic
pigments (Mora, 1986, p. 80), oled by relatively simple chemical or thermal
processes, were already known and appreciated in medieval workshops, representing a
first form of intersection between artistic practice and knowledge of chemical
composition.

In addition to pigmentsprecious metals, such as gold and silver, were widely used
to enrich the decoration of manuscripts. These were applied either in powder form
(Travers, 2016, p. 13), mixed with binders to produce an exceptional shine, or in the
form of extremely thin metasheets ¢(sheetg), carefully applied to parchment to create
luminous accents.

The generous use of such costly materials not only enhanced the aesthetic impact
of the manuscript but also served as a visible sign of the wealth, prestige, and devotion
of the patron. Watercolour painting is one of the oldest genres of manuscript
illumination. Paintings executed in the watercolour technique can already be found in
early Russian manuscripts dating from thé"26 12" centuries; the manuscripts that
are illustiated with miniatures were painted in watercoloyiinner, 1956, p. 41).

To transform the powdered pigments into a usable pictorial medium, they had to
be mixed with an organic binder the film-forming substance responsible for fixing the
pictorial laye to the substrate. Medieval and Renaissance illuminators used a variety of
natural binders: vegetable gums (such as gum Arabic), glues of animal origin obtained
by the extraction of collagen and egg derivatives. Watercolour, as a genre of painting,
was excuted on paper, parchment, ivory and is composed of very fine pigments and
mixed with binders such as: gum Arabic, egg white, hofi&ypescu, 1995, p. 11).

Regardless of the pigment source, the key element that guaranteed the adhesion
and durability of he pigments was the binder. It had the function of binding the pigment
particles together and fixing them to the surface of the parchment. (Reed, 1982, pp.
114-123) In the Middle Ages, the most common binder used guas Arabi¢ca natural
polysaccharide extracted from trees of the speddescia arabicalt dissolves easily in
water and forms a viscous solution, ideal for mixing with solid pigments. Its adhesive
and filmforming properties made it indispensable in the illumioatiof manuscripts,
contributing to the stability of the colour layer. In addition to gum Arabic, other types of
vegetable glues were also used, suhthoseextracted fromcherry or almond, which
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had similar properties, but were preferred in certain recipes for their increased clarity
or elasticity. Unlike gurArabig these glues had a faster initial adhesion, which made
them useful in jobs that required multiple applications or colour overlapstiAer
essential binder wabeaten egg whiteknown in traditional recipes as "glaira". It was
used as a protein binder with excellent stretching and transparency qualities.

White, known asglair (Vinner, 1956, p. 20), was particularly prized for its
transparency and glossy appearance, while yolk conferred superior opacity and
flexibility. The choice of binder influenced not only the application properties of the
colors, but also its lontgrm stability,which is why the study of the binders of painting
is an essential component of the technical analysis of manuscripts.

The painting of Romanesque miniatures presented an unnatural coloring,
invented colors and the strident polychromy of the miniaturistp@dv, 1966, p. 335).
As a rule, they use pure, natural pigments, without reducing their saturation by mixing
them with any other pigment.

Conclusions

The study of manuscript miniatures is very similar to the study of mural paintings
in art history aml especially the influences that icons have had over time. They seem to
flow a good part of the evolution of man in the Middle Ages and constitute a huge source
of historical data.

Scientific research on manuscript miniatures can be in the form of \asadysis,
scientific laboratory analysis, and the reproduction of execution techniques by making
faithful copies of them. The investigation of the binders with which the pigments were
linked, research on the support or other interventions carried out inous stages
involves a laborious and loftgrm work. Many researchers in our country have looked
at manuscript miniatures only from the point of view of historical, artistic, religious,
palaeographic study and less of the technique of their executiomgBai movable
patrimony, it suffered more due to transactions and transfer from one place to another,
causing degradation or even total loss.

The study of the materials and techniques used by medieval and Renaissance
illuminators highlights the complexityf the manuscript production process, as well as
the interdependence between natural resources, technical knowledge and artistic
expression. Mineral, metallic or organic pigments, along with binders of plant and
animal origin, were ingeniously adapted atmimbined to meet both the aesthetic and
symbolic requirements of the time. Precious metals, such as gold and silver, but also
expensive pigments such as ultramarine, reflected the social status of the patrons, while
more accessible pigments, such as ocluegerdigris, illustrate artistic pragmatism and
adaptation to available resources.

At the same time, the diversity of techniques from preparatory drawing and
modelling of drapes, to painting grisailleor the application of gold leaf demonstrates
the high level of specialization and experimental character of the illuminators.
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The transmission dnowledge through treatises, collections of recipes and, above
all, through workshop practice, has contributed to the consolidation of an artistic
tradition that has managed to combine craftsmanship with innovation.

Modern scientific analyses (spectrosanpnicroscopic and imaging) have made a
fundamental contribution to the reconstruction of these practices, providing
information on the chemical composition of materials, their origin and alteration
processes. Thus, the heritage of the illuminated manpseis no longer regarded only
as an expression of medieval spirituality and aesthetics, but also as a document of
technical knowledge and economic and cultural circulation in the Middle Ages and the
Renaissance.

In conclusion, interdisciplinary research iluminated manuscripts confirms their
status as "total artifacts", in which art, science and history meet. These works represent
not only visual testimonies of an era, but also bridges between artistic tradition,
technological innovation and Europeanitcual memory.

The evolution of the manuscripts has made the materials put in place to change
from one regime to another and to bring a lot of knowledge to our history. Today's
industrialization and digitalization leave behind manufacturing and craftsmpnsh
dissolved hundreds of years ago throughout the Middle Ages.

The old techniques of manuscript making consist of the parchment processing
technique, which today is almost lost, the technique of colour preparation and pigment
extraction and the gold polisng technique and obviously its processing.

The technique of gold polishing on parchment pages is extremely expensive and
involves many materials, the most precious and extremely expensive of which is gold.
Even utensils that help with gold polishing tfowg knife, cushion, agate stone for
sanding, brushes for bolus) are extremely expensive. But the result is noble and worth
all the effort, as long as traditional recipes are respected, they also have a good state of
preservation over time.

It is necessary to carry out scientific research through methods of instrumental
analysis of medieval Latin manuscripts in Romanian collections and to publish them for
global access. Future studies will consider the knowledge of the composition of the
materialsand the methods of applying them on the surface of the support, thus helping
to reproduce the execution techniques of medieval manuscripts.
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Abstract

This paper reconceptualizes scientific restoration as a methodological imperative for
safeguarding community memory, essential for preserving the historical data erabieddhe
YdzNIF f fF@SNE® {dFNIAYy3a FNRBY GKS (KS2NARSa 2F /S
F2N) AYUGSNIINBGAYT Y2ydzYSyid @l fdzSazx gAldK | LI NI
KA&GGU2NROFE @FfdzSér (GKS LI LIVNG tie Visu Intaghity Sthe G KS A Y
votive portrait in Lesser Wallachia (Oltenia) during the eighteenth and nineteenth centuries.

From this conservative perspective, mural painting is examined not merely as an aesthetic
object, but as a fundamental sociologicdocument that bears witness to the phenomenon
1y26y a GKS aRSY2ONI GATFOGAZ2Y 2F LI GNBYIF IS¢ ¢
elites, including the lower ranks of the boyar class and the clergy, as well as merchants and
craftsmen, employed the saed space of the narthex to encode both social status and political
aspirations. In this light, the depicted garment becomes the ultimate marker of identity,
mirroring the stylistic transition from Eastern to Western influences. Preserving it is vital for
transmitting this living archive of Romanian elite modernization to future generations.

Keywords:founders, identity discourse, fresco, mural painting, votive portraits, restoration,
garment
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INTRODUCTION

The understanding of mural painting goes beyond mere aesthetic analysis, calling
F2NJ I YdzE GAQGFESyd FLIWNRBIFOK Ay @gKAOK GKS
acknowledged as a crossroads of art, science, theology, history, and sociology. Whereas
for Cesae Brandi or Alois Riegl the monument is conceived as a carrier of memorial
values that must be transmitted to the future in an unaltered state, for the art historian
and the visual anthropologist the frescoes of eighteen#imd nineteenthcentury
Oltenia tinction as an elaborate form of public communication, effectively constituting
the mass mediaf the premodern age.

¢KS +Nf OSI NB3IA2YyZ RSEAONAO SRstheeritorPl RSYA O
with the highest density of foundations in Wallachia, becomes during this period the
a013S FT2NJ I dzyAljdzS Odzt GdzNF £ LIKSy2YSy2ys yI
(Barcan, 2008, p. 24). Against a background marked by a vacuum ddlcauttnority
and by local economic effervescence, the privilege of church building descends from the
NHzE SNJ 62 GKS GGKANR Saidl iS¢ 6¢KS2R2NBaOdz
narthex are transformed into a medium of expression for a new dtibe) lesser boyars
and local bailiffs to priests and merchants, all driven by a pressing need to legitimate
their social standing through visual representation.

This undertaking aims to decode the visual language of these votive
representations, focusingn the garment as the ultimate marker of identity. In a society
shaped by ritual and visual codes, clothing is never random; it operates as a strict
a2al0SYZ || ddzyAF2NX¥E 2F LIRogSNI YR 0St2y3IAy3
painting preserves thiosio-cultural dynamic, effectively turning the church into a living
archive of Romanian identity positioned between Eastern and Western influences.

CKS G9LIARSNNAGE 2F GKS {I ONBR 9RA
Theology, Commemorative Value, and laey Discourse

The aesthetic value of mural painting largely depends on its state of preservation
and the interpretive lens applied to the alterations caused by time and human
intervention. The physical integrity of the work must therefore take precedemas it
constitutes the medium through which the image comes into being, enabling its
preservation for the future and ensuring its reception within human awareness. In this
NBEIIFINRXZ /S&alFNBE . NIYRA RSTFAYySa NBaAG2NI GA2Y
recognition of the work of art, in its physical consistency and in its dual aesthetic and
KAAG2NAOKE LREINARGES ogAGK | @ASg (G2 AdGa GNI
In The Modern Cult of Monuments: Its Character and Or,idiltss Riegl, onef the
foremost theorists in the field, not only clarified the distinction between intentional and
unintentional monuments (the latter being historical monuments), but also explored the
Y2ydzYSy i Qa O2YLX SE ARSYyGAG& | éne butiukiglel 2 NA OI f
overlapping values. These values, as Riegl defines them, include commemorative values
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(suchas age value, historical value, and intentional commemorative value), as well as
contemporary values (Riegl, 1999, p. 2).

The fragile "epidermis” of the wall, from basic finishing plasters to the support for
complex iconographic ensembles, was at timdegated to the realm of the minor by
admirers of pure architectural form. A defining feature of restoration practices in the first
half of the 20th century was the marked discrepancy between the importance given to
the conservation and restoration of artécture, and that given to mural paintin@épa

2013, p. 10).
2 KId RAadGAy3IdzAaakKSa Ydz2NI € LI AYyGAy3a FNRY 2
g AGK |NbK)\GééudzNJsz ASNDAYy3 (2 SyKFyOS FyR I
LI AYGAY I NNBE@A NFa GKSTF OFasS 2F YdNIE FNIZ (GKS
GKAOK (0KS @OASHESNI Aa LKeaAOlffte AYYSNESR Ayd
20 2ytée R2 GKS YIFGiSNALIE O2yRAGAZ2Y&E 2F AGa SESO
ylddzN\I:S 27T dKQNJ\Nu-ﬁgéxl-y( ﬁgzyuztzgn\ort Aé[jl-i]dzéVAl-é
YQIEIJS Oof St N\IAe uKIAy uUKS Aé}éQZS 27 uKSVfIy\],Y§,Z 2F RSt
R2Sa y20G NBIddzZANB | FTNIYS G2 A)/USIEINIDFQ?SU%.OUQZMBZAMEK
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namely, mural painting, we find that in the case of votive portraits in the narthex, the
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memoriathistoricalO2 YLIR2 Yy Sy 0S02YS&a ONRGAOIf & AYLRN
artistic and technical significance.
Mural painting, and particularly votive portraits, are not merely works of religious
art, but crucial sociological and ethiastorical documents that preserve and convey
fundamental elements of rural cultural identity: social hierarchy, traditional garment
(folk dress), connection to the sacred, and local memory.
In the rural world, thechurch has long been, and in many cases remains, the
principal venue for artistic creation and visual education. Its frescoes narrate sacred
history while subtly anchoring it in the fabric of local life.
Mural painting (iconography) ensures the continuitiyfaith, while the inclusion
of local elements (clothing, landscapes, local figures), also preserves cultural identity.
These portraits break the boundary between the sacred and the profane, weaving the
image of the community (its founders and patrondpithe narrative of sanctity.
Garment functions as more than adornment, it becomes a coded language,
articulating social position, geographical origin, and ethnocultural affiliation.
Within a cultural landscape shaped by Orthodox spiritual tradition, where
monumental sculpture was canonically prohibited and secular portraiture was both late
and rare, the church wall emerged as the central medium for preserving collective
memory. To both art historians and visual anthropologists, the mural painting of 18th
and 19thcentury Oltenia represents not only a religious act but also a sophisticated
form of public discourse.
LY GKS w2YFyYyAlLY tNAYOALI fAGASAS LI NIAOdz
(church founder) was fundamentally redefined in the period fellm the Brancoveanu
era. While in previous centuries, the act of founding a church was an exclusive
LINENR Il 0AGS 2F GKS t NARGOD,She dveiakeBing dfl cynal y G SR 2
authority and the rise of intermediate social classes gradually dertieth this
privilege. The votive image thus became a visual "contract” with a dual recipient: the
Divine (whose mercy was sought in exchange for the donation) and to the Community,
gK2asS 0O1ly2¢ft SRAIYSY:G 2F (GKS F2dzy RSNDRa adl ad
The catral argument of this study holds that in the culturally intersecting space
of eighteenth and nineteenthcentury Lesser Wallachia (Oltenia), mural painting,
especially the votive portrait, moved beyond its liturgical and decorative role to become
the priYF NB YSIFya 2F &a20Alf O2YYdzyAOF A2y 0O Fdzy
premodern world).
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Fig. 1- Votive painting Ruler Constantin Brancoveanu, Lady Maria, and their children
mural painting, Hurezi Monastery, Romania

The garment depicted in these images is not an incidental feature, but a codified
YSaalrasS 2F ARSyidAGezr | aaz20Aalft aiAiAyé GKI QG
nobility, clergy, merchants) within th& N2 RSNJ LINRPOS&daa 2F aGaRSY?
LJ- G NR.yCbn3e§uently, preserving these visual layers through restoration is not
merely an aesthetic intervention, but an ethical imperative to safeguard a vital
a20A2t 234201t I NOKA@SI pkintiplet 8fS"age walue" andi K ! 2
"commemorativehistorical value."

Historical and Cultural Background:
G SaasSNI 21ttt OKAIFIE . SGsSSY 9YLIANBA

YY26Yy KAAG2NAOLFf & | AstoddaS a &edgditbnal lzdnd + OKA | 3
between the centralized rigidity of the Ottoman Empire and the administrative rigor of
the Habsburgs.

I LA@201f SLIAAaAa2RS Ay GKS NBIA2y Qa Odz G dzN
(from 1718 to 1739)a short butimpactfu period. TheHabsburgsintroduced a strict
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fiscal and administrative framework, which sparked a consolidation of local
consciousness. The Oltenia boyars, traditionally engysn certain autonomy,
responded with a cultural and religious assertion of identity.

A particularly distinctive feature of this region, as noted by recent historians
(Barcan, 2018, p.54is the emergenceof what hasbeentermed the ddemocratization
ofpai NEYy Il 3Sdé 2A0GK (GKS OSYGNIf | dzikK2aNARGE ¢St
of Phanariot rulers, a diverse and active social class gained ground. This included lesser
nobility, local bailiffs, secular clergy, and merchants involved in droster trade
(Barcan, 2018, p.209).

Wary of excessive taxation or Ottoman confiscations, these emerging elites often
refrained from investing in grand residences and instead directed their resources toward
church construction. This shift in patronage led, by the 18#0a flourishing of religious
art and a transformation in collective consciousness, spurred by widespread communal
participation.

As a result, the villages of Valcea and northern Gorj saw the emergence of small
churches, not decorated by celebrated copdinters, but rather by local or itinerant
artists. The international relevance of this phenomenon is remarkable: this cultural
momentum can be likened to the rise of the bourgeoisie in Italian or Flemish cities.
However, unlike the merchant in Antwerp witommissioned a canvas portrait for his
Qining room, the merchantfrgm I-EU(pzior OcneleMari had his family painted in the )
OKdzNDOKQa YINUKSE®dP ¢KAA ¢gla I F2NN¥Y 2F dahNJIK
economic rise through poddyzantine visual instrumentgzif2)

Fig.2¢ Votive portraits in the narthex of Hurezi MonasteyZantacuzino Family
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Fig.4 - Northern wall of the narthexvotive painting



O Ideéario Patrimonial, 22 41

VVVVVVV

Figsc+ 2 U A PSS LRNINIAGar NIGNUSUGAZ =N

VVVVVVV

I GStftAy3a OFrasS Aa GKS =NGNUSU@dnord K dzND K

6. Nty nwnnpz LI mMnnnd Ad LIAYIGSR 2y GUKS Sy
0KS Y2ydzYSyidod ¢KSasS FAIdzNBEa NB aSLI NFraGSR o
in 1937. Only two of the names remain inscribed: Stanca and Preda. Ghesfappear
to the left of the doorway/ @ . Nf Iy y2(3Sa GKIFG GKS ylFyYSa A
rewritten during the 1937 restoration.

Another example is the Church dedicated to the Entry of the Mother of God into
the Church and to St. John the Baptist Prophet, in Horezu, Valcea. The church was
SNEOGSR 4AGK GKS FTAYIFYOAIf &dzLILI2NIL 2F GKS 7
together with his family, is portrayed in garments of Oriental inspiration on the eastern
wall of the narthex.

Amore pronounced transition to local specificity is visible in@neirch of Horezu
Targ (1807)Here, the founders were merchants and craftsmen, and their clothing
reflects their guild status:

fLady Stanca wears a red fez (a Balkan influence), tied \iithta (a headscarf),
and garments with red and yellow stripes, a decorative motif typical of local weaving.

Mt FNOAOdzZ NI &8 y20Sg2NIKe Aa 0KS AyaONR LI
reading:a b A O2 f 2 (i K SThishnbtbalyKidehtilieS tNgbatti; responsible, but
also dates the object (circa 1821B40) and connects the depiction to the wembth
YIE1{SNARQ 3IdzAf RO
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Fig.7- Western wall of the narthex, Horeztarg Churchvotive portraits
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¢Kdzas (GKS FTNBKaoO2 0S02YSa 020K + aeyvyozftao
to the prosperity of the emergivngA midvdle cla§sA. 3 o o 3
AsAlexianuwritesim 2 RS UA GOSUYAYUS RAY UNBOdzuix OAY
NE Y Ny SFashioné and Garments of the Pasive Centuries of Romanian Costume
HistoryY ¢ X8 GKS hNASydlf O02ai(dzySz 6KAOK KIFR ¢
andwdza aAlya |a ¢Stttz NBYFIAYSR LIR&G#ryfugiyd Ay 2
the early decades of the YOSy (i dzNBE X ¢ 6! f SEAl ydzZ MdpTMI LIOMH

Fig.8¢ Votive portraits, northern walt portraits of noble founders, mural painting froh807

¢CKS y2NIUKSNY gttt FSFddz2NBa dal adiSNI/2yadl
lined brownanteril YR | RAIF 32y ffteé a0dNALISR o6fdzS OF Fil
veil flowing down her shoulders, secured btestemel(traditional Balkan hadscarf), a
reddish widesleevedanteri, and a floratcaftan (long, flowing outer robe or coat)th
NER YR &Stft2¢g AaAGNARALISad !faz NBO2NRSR | NB
brother;a I &G SN W2Ky X az2y 2F (KSMaRIPRIYF /2y ai
ONRBOKSNI |yR al ai@BigNg).Ct 2NBIF > KAa oNRUIOKSNE
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¢KS | A3IK b2oAftAde YR GKS a+xSySi.

I FILaO0OAylFdGAy3a OFrasS adGddzRe Aa GKS 52YySlEaol
monument that directly links the Wallachian elite with the European luxury trade.
Though the original 17teentury frescoes were destroyed during the extensive
19th-century restoration works directed by French architect André Lecomte du Nouy,
their visual memory survived thanks to sketches made by the painter Emile Menpiot
(Fig.9 and @i10).
These drawings offer critical insight into the cosmopolitan nature of the Romanian
elite. Founders such as the Obedeanu and Cantacuzino families appear dressed not only
in Ottomanda G &t S I N¥Syida odzi Ff &2 Aythreadt Sy SGALl
embroidery Fig.9. For examplelLady Stanca Obedear(d8th century) is depicted
wearing a fineborangic (very fine silk fabrit)eadscarf, earrings, and an impressive
ySO1tFO0S 2F fFNHS 3J2fR O02Ayaz I Of SINJ YINJ S
In the articleéat 2 NI NBGSES / GAG2NARAT 2 MIdAS (NHzE . RA FN
I N} A2@F 3 RSY28yyiyNE no/eikNES GydgyiRSNE Q t 2 NI NI A
Princely Church in Craiova, demolished between £8888), Rodica Ciocdn@Ny S & O dz
I YR CI KS NJribedhe scBhie aslollowsirstidiropolia Oltenieimagazine:

at Iy ,&ha dugbedarer, is shown in period dress, bareheaded, with short hair and a
shorttrimmed moustache. The palm of his right hand is missing, for the reasons already
mentioned. His young and beautiful wife is shown withoaangicveil wrapped around her

shoulders, allowing the outline of her outfit to show through. She wears earrings and a

necklace of large gold coins. Her open sheepskin vest repaftlie, heavy metal clasps

dzASR (2 FradadSy KSNIoStide o0L2@0NySaldz . Nt Ul x

The detail of he paftale (massive metal clasps) used to fasten the richly
decorated cojoc (sheepskin vest) suggests access to a luxury goldsmithing market
blending Balkan and Western European techniqliégse details illustrate that despite
0KS w2YLl YAl Yy uljoidiyfaiRch @ the Dtdlvidn fEmpire, their elite (Great
Boyars) maintained access to European luxury trends, especially through Venetian trade
channels.
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Fig.9- Members of the Obedeanu family. Sketch by French painter Emile Menpiot, 1888, made
prior to the demolition of the old St. Degirius Church in Craiova
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Fig. 10- Members of the Obedeanu family. Sketch by French painter Emile Menpiot, 1888,
made prior to the demolition of the old St. Demetrius Church in Craiova
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The Clergy and their Representation in Votive Portraits

Within the visual structure of votive portraits in Little Wallachia, the 18th century
brought increased visibility to a distinct group: the clergy. While the nobility displayed
their status through the\ U@Euih@t) andcaftan (long robe), the secular @hmonastic
clergy introduced a different form of authority into the frescoes: spiritual power,
unexpectedly paired with social and economic strength. According to academician
WNT @y ¢KS2R2NB&a0Odzz LINAS&aGa SYSNHSRE (238K
a aFOG2NR Ay | RAAGAY OO OdzZf GdzNF¥ f LIKSy2YSy
from simple officiants to genuine founders of places of worship.

[Stiehryi3a / 23088 0GA @

Priests appear in votive paintings not by chance, but as a reflection of the social
Y20AfA08 2F GKSANI Oflaaod 2SkHfdKe LINRPG2LIR2LISA
AY (GKS YINIKSE 2F (GKS OKdz2NOK Ay -degachidlOSy A0 =
(Theodorescu, 2009, p. 2), capitalized on their privileged status. Exempt from taxes
except during the Habsburg administration, they had the means to engage in church
patronage.
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A portrait of a bishop appears in the lower section of the narthex walls in the
OKdzNOK 2F NGNUSUGASEZ Nt OSIF® ¢KAA Aad GKS AY
also features in the foundef y a ONRA LIGA 2y & a&a. SATIFRSIé 6. dz

introduced in the early 18century.

Fig.13¢ Bishop Climent @2 G A @S LR NI N} AGXZ / KdzZNOK 2F NG\
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Fig.15 Votive painting on the west wall of the porch, Cheia Church
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In these votiveportraits, their garments reveal a balance between humility and
clerical dignity. Unlike the richly adorned ladies, the priesinder affirms his moral
authority through the restrained elegance of his liturgical or ordinary clothing, serving
as a visual arker of his spiritual role. However, this contrast is not always aatr
(Theodorescu, 2009, p.2); the portraits often include figures referred to by Nicolae lorga
a4 GLIBINRBSYGa¢sr ¢gK23I dpifich(tratiioSal prasantifadtweai) A y 3
managed through collective will to raise lasting places of worship.

Guild Solidarity and the Democratization of the Fresco
What sets the visual discourse of the clergy in Wallachia Minor apart
is the phenomenon of group solidarity.

Toward the end of th 18" century, clerical patronage rose hand in hand with the
growth of the clergy itself. Frescoes captured this transformation, showing priests,
deacons, and monks alongside small landowners and even free pea¥afts)(),S y A

dzy AGSR AYy | daNRAKSAKARRI2OKHEE SYyaSR NA 3

l'd GKS / KdzNOK Ay S5NNINULI y Dt ONMIAdh oS0 |- LYNK

RSLIAWOGSR Ay (GKS @20A0S LRNINIrAGA Ff2y3a

ONI FiayvYSy oawl Rdz i K $he ddihcrtiation bfths dhEred Epades T f
(Theodorescu, 2009, p.9). The church wall ceases to be the exclusive domain of princely
elites and becomes, through the clergy, a repository of local memory. The priest is no

Ay

longer painted solely as a spiritual figs = 6dzi & | YSYOSNI 2F (KS

2018, p.5), endorsing, through his image, the upward aspirations of a transitional social
class caught between the traditional countryside and early modernity.
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The votive portrait of the Valcean priest thus goes beyondamtimemoration.
LG Aa | KA&AOG2NROFE GSalbtayzye G2 GKS Of SNRe@
force within a apidly transforming society, evolving from the Brancoveanu court model
to the modern realities of the 19th century.

The start of the 19th century marks a
- significant shift in Romanian values toward Western
European cultural andhstitutional models, a shift
commonly described in historiography as
GoSaltSNYyAalr A2y dé ¢K2dzaAK SYo
century, its origins trace back to earlier stages of
development in the 17th century. This transition
. was led by a progressive elite high clergy, rulers,
- and boyars educated abroad who served as
bridges between Romanian society and the wider
European cultural movement (Theodorescu and
- Porumb, 2018, p.225).

The effects of these social shifts are
accurately mirrored in the visual realm,tiaularly
in the depiction of founders in votive portraits.
Within art-historical discourse, Westernization
denotes the adoption of plastic language, technical
innovations, and canonical genres characteristic of
the Western cultural space, from Renaissanc
- masters to the proponents of Academicism. Within
this framework, the painted garment assumes the
role of the chief visual testimony to the shift from
the rigidity of the medleval canon to modern portraiture.

A direct consequence of Western influences aineteenthcentury mural
painting is the adoption of new technical practices, with votive portraits now executed
YEAYyte Ay 2Afd LYy | LISNA2R gKSy> a A002NJ
an elite to emerge without an understanding of Eufop y & LIA NRA G dz £ | y R Odz
(Neumann, 2022, p. 253), the modernization of religious painting through the
integration of Western elements became an inevitable development.

The transformation of painting centres in the southern and western regions of
Romania illustrates this syncretic dynamic. Elements of Western origin were integrated
into an established local tradition, shaped both by the stylistic tendencies of the era and
by the educational background of the painters. The involvement of Romartigtsan
Western academic circles, combined with the activity of foreign artists within Romania,
demonstrates sustained contact with European values from the eighteenth century
onward and delineates a decisive course toward modernity in religious art.
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The Anatomy of Garments: TH&emiotics of Power and Elegance

An analysis of the frescoes in the churches of Valcea reveals that painters devoted
more attention totextile anatomythan to physical anatomy. While the bodies often
appear twaedimensional, the fabrics are depicted with a tactile meticulousness that
underscores the materi@ preciousness.

2. Male Attire ¢ The Geometry of Power
The central item is theaftanor anteri. Long and imposing, fashioned from heavy
materials such as velvet and brocade, it effaces the contours of the body, creating a
pyramidal volume that conveys stability and authority.

¢ KS LUf AO ITHeRIdining deménk i§ thah€adgear. The size of the
AUEAO Ay @20 AGSNAS AWHANYANR FSE G KFG0O GAadz f
large, spherical or trapezoidamhlicsignals a higinanking boyar (veboyar), while more
modest headwear denotes minor noble or merchant. Trealpacacts as a visual crown,
symbolizing political authority.

1 Functional accessorie®egional bailiffs are shown wearing a sword at the hip, a
sign of their military and public order responsibilities. Chancellors weamlaneil
(calemgiy at the belt, symbolizing literacy and administrative function. These objects
I NE y20 RSO2NI GAGSS o0dzi NI} 0KSNJ aSNBS | a OAa

2. Female EleganaeBetween East and West
¢KS f I R&Qa LI NI NJIprovidesoain Kpportdidydo/dis@aydha ¢ A F S ¢
FlLYAfeQa LINPALISNARGED 22YSy 06S02YS @QAadzZ t aa
i The attire consists of layered gowns, often featuring slit sleeves (hanging sleeves)
that reveal the expensive silk of the inner blouse.
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1 Sable and ermine adorn collars and cuffs.

1 The jewellery is lavish: strings of pearls, overspadthle (clasps) in silver or gold,
and rings on multiple fingers. The head is coveredimaeama (headscarfr a feminine
turban (a Phanariot influence), styled to frame the face without fully concealing it,
allowing for a subtle vanity, even in a sacred space.

It is precisely this meticulous rendering of textile details, the fine embroidery and
the texture offurs, that makes the cleaning of the pictorial layer, within mural painting
conservation and restoration operations, a critical intervention. Excessive cleaning risks
NEY2@Ay3d GKS FAylLf 3ftr1Sa GKIFIG RSFAyYyS (KS
infform- GA2y NBfFGSR (2 GKS F2dzyRSNDa &a20A1f NI

Collective Identity versus Individual Identity

A particularly fascinating feature of these frescoes is the tension established
between the individual and the collective.

¢KS F2dzy RSNRA TFIlIIYAKERG IABA @ NENR/OT 38S3RA 2Ayeé(d® a S
placed on the righhand side, facing the altar, or on the southern side, perceived as the
luminous and honourable side. Women occupy the left, or northern, side. Such spatial
ordering mirrors the patriarchal sicture of society.

Children are depicted in ascending order of height and are frequently dressed in
garments identical to those of their parents. Boys appear as small boyars wearing
diminutive caftans, while girls are portrayed as young ladies. In pitterias, children
are not granted individual psychological depth. Instead, they function as symbols of
dynastic continuity.

I OFNBFdzZ NBIFIRAYy3I 2F (KS F2dzy RSNEQ FI 0Sa
Almondshaped eyes, straight noses, and solemmble expressions prevail. Individual
physical features (defects, asymmetries) are rarely emphasized. Identity is not anchored
Ay FLFEOAFE tA1SySaa odzi Ay GKS adzyAFTF2NNED [ %
GNBF RAYIE G KSANI 3 Inbldarkysdble arbtieE whiladnered olo@ (i SR 2
of the anteriserved as a clear sign of power.

By the midnineteenth century (approaching 1848), the frescoes capture a striking
LIKSYy2YSy2y 2FiSy RSAONAROSR Fa (GKS aiNIyat
paintings, alongside elderly figures dressed in Oriental caftans, their sons appear
dressed in Germastyle fashion, wearing tailcoats, frock coats, and narrow trousers. his
stylistic juxtaposition on the same church wall visually encapsulates the passage fro
East to West and signals the modernization and Europeanization of the Romanian elites.
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CONCLUSIONS:
The Fresco as a Living Archive and the Imperative of Restoration

The analysis of the votive portrait in eighteentind nineteenthcentury Oltenia
RSY2yaiNIGSa GKIG GKS GSLIARSNXAAaé 2F al ONBR
than mere ecclesiastical decoration. It constitutes an irreplaceable visual archive of a
society shaped at the intersection of empiresdahistorical phases. In a permeable
frontier zone, where Ottoman forms encountered Habsburg order and were later

NBE&KFLISR 0& 2SaGSNYy Y2ZRSNyAdes GKS OKd2NDK ¢
SaialriSé RSTFAYSR FyR atGroAfAl SR Ada ARSyGAdGaa
The locallya LISOAFAO LIKSy2YSy2y 2F (KS aRSY2C

transformed the narthex into a social gallery where priests, merchants (cloth makers,
fur and sheepskin artisans), and members of the lesser nobility displayed their rank
through a carefully articul it SR aGSEGAE S |yl G2Yééod | fK2dAK
figures was often rendered schematically, the anatomy of dress, from sphéricef A O
headgear and Orientalaftansto the Western tailcoats appearing around 1848, was
depicted with documentary gior, functioning as a strict code of authority and belonging.
CKAA QAadzZ t S@2ftdziAz2ys Y2@0Ay3 FTNRBY GKS azxS)
clerical austerity or the practical attire of an emergent middle class, offers the
international scholaraXia G A Yy OUA GBS @GASs 2F 'y ahNIK2R2E
social mobility through posByzantine visual instruments.
Against this background, restoration emerges as a matter of critical importance
that surpasses purely technical concerns. As theorige@esare Brandi and Alois Rieg,
the monument is as a carrier of memorial values that must be transmitted to the future
in an unaltered state. Intervention in the mural painting of Lesser Wallachia thus
becomes an act of rescuing communal memory. Thede®& 2 F al IS G f dzSé
distortion of garment details caused by poorly executed restoration would amount to
RSt SOAYy3a GAGIET FTNIIYSyilda 2F {2dziKSIFaGd§SNy 9d
Consequently, safeguarding the visual integrity of these mural ensembles is the
only means of keeping alive the bond between the founder of the past and the
O2YUSYLIR2NINE OASGSNY LG A& 2yfe o0& aOASYGAT
we canmaintain a captivating intercultural dialogue, revealing that even in a rural
church in Valcea or Gorj, the sweeping changes of European history are inscribed in
pigments and textiles.
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Abstract

This study explores the role of polychromy in ecclesiastical sculpture, focusing on its
theological, artistic, and technical dimensions within the Romanian and European contexts.
Polychromy defined as the stratigraphic ensemble of ground, metallic leajmeints, and
varnishes applied to carved woo@®merges as not merely a decorative addition, but as a
constitutive element of sacred imagery. The research highlights the iconostasis as the privileged
support of polychromy in Orthodox liturgical space, whedoar and gilding articulate
iconographic registers and convey theological symbolism. Comparative analysis reveals the
continuity of polychrome traditions in the Orthodox East, particularly in Athonite and Meteora
workshops, and the shifting perceptions \Mestern Europe, where medieval sculpture was
2NAIAYFEE& LIAYGSR odzi fF3GSNJ @FfdzSR F2N 4KS

Methodologically, the study examines traditional techniques including egg tempera,
gesso preparation, bole application, and water anebaged dding, alongside the use of natural
pigments and emulsions. It also addresses conservation challenges, as well as the fragility of
polychrome layers, the instability of wooden supports, and ethical dilemmas in restoration
between preserving patina and regstructing original appearance. The Brancovenesc period is
recognized as the pinnacle of Romanian polychrome sculpture, where Byzantine heritage is
synthesized with Western influences.

Ultimately, the research demonstrates that polychromy in ecclesial paod
constitutes a complex cultural phenomenon, integrating matter, symbolism, and liturgical
function. It reflects a theology of visual transfiguration, where colour and gold embody divine
presence and spiritual communion. Conservation and restoratighigfragile heritage remain
both a challenge and a responsibility, as the loss of polychromy signifies not only material
degradation but the disappearance of an entire universe of symbols and beliefs.

Keywords:polychromy, iconostasis, gilding, tempera, materiality, conservatstoration
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Introduction

Polychromy understood as the ensemble of ground layers, metallic leaf,
pigments, and varnishes applied to a carved suppasta structural component of the
liturgical image. In the Christian tradition, colour does not merely serve a decorative
role, butispartof & I y3dzt 38 YSIyid (2 SELINB&AE RAGAYS |
relationship with the ecclesial space (Sendler, 2005, p.158).

Thus, in Orthodox ecclesial art, polychromy should not be regarded as a simple
decorative addition, but as a constitutive paftthe sacred imager L O2 y 2 INJ LJIK& RSL
Ay O2f2dz2NB gKI G (KS$atéestimbRy of tFeBizhiddre traklion, 6 NR 0 A Y
which constantly emphasized the correspondence between visual and theological
language. In Orthodox dogmatic and iconographic tradition, these two dimensions
cannot be separated; they complement each other insofattey express the same
revealed reality (Uspensky & Lossky, 2003, pj28Y.

From a methodological perspective, polychramyerived from the Greekolys
(many) andchroma(colour) designates the ensemble of techniques through which a
sculpted or painted st@iace receives successive layers (Mircea Popescu, 1998, p. 61). In
specialized literature, this has been metaphorically cafied & Odzf LJi dZNB Q& &S O
(Dias; et. al., 2005referring not only to its protective role but also to its function of
integrating the material into sculpture. Dilara Ucar Sariyildiz argues in her thesis that
without the polychrome layer, sculpture remains incomplete, and its visual and
theological message is diminished (Sariyildiz, 2021, gg38364). In the West,
archaeologicaland laboratory research in recent decades has radically changed
perceptions of medieval sculpture. Dilara Ucar Sariyildiz demonstrated that statues
considered for centuries to be white were originally fully painted. Analyses at Chartres
Cathedral (Victojr2015, pp.12§127) or the Parthenon sculptures (Verri et al., 2023,
p.1173) reveal clear traces of pigments, confirming the polychrome character of these
works.

Within liturgical architecture, wooden sculpture occupies a privileged place,
including elemets such as the iconostasis, choir stalls, episcopal thrones, baldachins, or
royal doors. The iconostasis represents a central example, evolving from the simple
Byzantine templon with columns and architrave to the monumental icon screens of the
17th¢18th centuries, where carved wood was consistently completed with polychromy
and gilding, thus constructing a visual theology of the liturgical space.

The polychromy of iconostases reflects not only the artistic skills of the time but
also a profound spiritualysnbolism. Bright colours and gilded details were used to
underline the importance and sacredness of the liturgical space. The 19th century was
a period of transformation and modernization, in which Romania began to open itself
to Western influences, throdgnew elements introduced in working styles and artistic
visions. Styles and painting techniques variedme influenced by Byzantine traditions,
others by new European artistic currents, shaped by the social and cultural context of
theera.ad L O 2 y 2 aafet ia tBeil 9tiddddtury do not belong to a pure style, since their
decorative repertoire includes combinations of Renaissance, Baroque, Rococo, and
bS2 0t aaAi QCdocakifetdly Y7(ipp.424).
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Theoretical and Methodological Approach

In the Romanian context, the iconostasia sculptural and pictorial wooden
ensemble that separates the nave from thétart became the privileged support of
LI2f @OKNRYes 06SAy3a O2yaidlyidfteée LINBSaSyid Ay OKd

For the Romanian space, Brancovenasaitilized polychromy as an instrument
for emphasizing ornamental detail and hierarchizing iconographic registers, employing
alternations of gilding, lazurite, and saturated colours on limewood or oak sculpture.
Polychromy thus became a fundamental elsmh in defining ecclesiastical art. Vasile
5NN3Idzi 20aSNWBSR KL ficl8véenturigs xdnnybt be Nddersdad ( KS ™
without the symbiosis between sculpture, painting, and gilding, all united in a coherent
GAadzZ £ LINE IANI Y ¢8%. NiNekdnie Hirestiony Viasile Aldtelhumderlined
that polychromy is part of the visual horizon of Romanian civilization, marking the
transition from the medieval era to early modernity through a combination of Byzantine
tradition and Western influences (Fea, 2007, pp.29€00).

Recent theoretical reflections on materiality add a new dimension to the
discussion. Daniel Miller affirms trotihere will be a link between the practical
engagementvith materiality and the beliefs or philosophy that emerged at thiate¢
(Miller, 2005, p.11). Applied to polychromy, this framework shows that wood, pigment,
and gold together form a visual language in which each layer may have symbolic and
theological significance.
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Theoretical concepts about polychromy find their roots in medieval and
Renaissance treatises on painting techniques. Cennino Cennini, ifrdasise on
Painting emphasized the importance of preparing the wooden support, using gesso,
applying goldeaf, and fixing natural pigments in a system that was not merely technical
but spiritually charged (Cennini, 1977, p.37).
a2RSNY GSOKYAOIFf (NBI GCAKESS a!> NIaAdadikQ al al | wiR(
Materials and Technique<learly state that the materiayi of polychrome sculpture
requires detailed knowledge of supports, pigment behaviour, and the relationship
between medium (oil, tempera, glue) and wooden surface (Mayer, 1970, p.113&)e
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same register, thePigment Compendiundocuments not only the provenance and
composition of traditional pigments (vermilion, azurite, malachite, red ochre, etc.), but
also conservation issues generated by their chemical reactions with binders or air
(Eastaugh et al., 2008, pg9).
The conseration of polychrome wood today involves not only physical
restoration but also the reconstitution of the original concept of polychromy as
theological and artistic integration. Restorers face a dilemma: whether to return the
object to its original state aio preserve the patina and historical alterations.
Therefore, polychromy in ecclesial sculpture cannot be treated merely as a decorative
addition, but as a constitutive component involving tradition, technique, symbolism, and
liturgical function. The fadlwing chapter will analyse this evolution in the Romanian
space. Ultimately, the research aims to demonstrate that sculptural polychromy in
religious art is not a simple decorative addition, but an essential dimension of Orthodox
visual theology.
Thus, pofchromy presents itself not only as an aesthetic theme but as a complex
cultural phenomenon, reflecting the synthesis between tradition and innovation,
between matter and symbolism. Its full understanding requires an interdisciplinary
analysis, and this gtly aims to contribute to clarifying this theme through a historical,
comparative, and theological approach.
In the Balkan and Greek space, the tradition of sculptural polychromy was
maintained with greater continuity. The Athonite and Meteora workshopsismitted
a model of connection between polychrome sculpture and painting, a model that
directly influenced the Wallachian and Moldavian workshops. Thus, the Romanian space
is inscribed in this network of the Orthodox East, but with its own adaptatioah|ei
especially in local ornamentation (Dumitrescu, 2006, ppc218).
By comparison, Western Europe followed a different trajectory. In the Middle
Ages, the sculpture of Gothic cathedrals was intensely polychromed, as demonstrated
by the research of DI | OF NJ { F NA @At RAT X ¢6K2 akKz2ga (K
LISNODSAGSR a4 6KAGSSES GgSNBE 2NAIAYylLfte SyidiNE
pp3xXnp 0 ® | 26SPOSNE O0SIAYYAYIT GAGK (GKS LaOGlFTALlY
2T YI Nbf S¢ olNBf RaychioRry, Whicts wasdlpreserved only fragmentarily,
especially in Spanish and Portuguese Baroque art. Tiago Dias descritestafaelo
technique, in which the layer of colour was scratched to reveal the gold beneath,
O2y&aARSNAY3I A ot yf SHHILKNSGISAEONE2 y2 TR efak, 7T | YR Y
pp.3551).

The Role of Polychromy in the Iconographic Program and Working
Technique

Ly GKS 9FadSNYy GNIRAGAZ2YS S33 GSYLISNI )
20KSNRZ¢ o0dzi (GKS YSGK2R (KIFI{d o0Sad NBaLRyRa
developed through a muksecular continuity (from Antiquity, through Byzantiurahd
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came to function as a traditional technical system, transmitted almost unchanged until
today (Uspensky & Lossky, 20030).

CKA&G aqaidloAtAdlesd R2Sa y23G YSFHYy NARIARAGER
coherent result: preparation of the support (uniform white ground), incision of
contours, gilding of necessary areas before colour, and then painting in successige laye
(proplasms, redrawing, modelling, and glazes). The key to polychromy in tempera is the
egg yolk binder (yolk + water, with a little vinegar), which binds mineral and organic
pigments. It is not a purely technical option, but one that determines the enatable
FaLS OG0 2F O2t2NBE YR AYLX AOAGfe@&s (GKSAN (K
NI A2 Aad RSOAaAaAQGSY G22 YdzOK @&2f1 M Ift2aa |
correct proportion yields a matte, durable film, remarkably resistawgr time and to
light (Uspensky & Lossky, 2003, Bp-84).

On the palette, tradition prefers mineral pigments (earth colours) and natural
organics; artificial colours appear only as supplements. Chromatic choice does not
pursue decorative effects, but fudamental symbolic requirements (especially in
vestments) and historical truth. Beyond this, the icon painter has freedom of nuance
and combination SELJX F AyAy 3 K& LRfteOKNRY& NBYlIAYaE
personal in execution (Uspensky & Los&K03).

Chevalier and Gheerbrant emphasize that gold is the sign of eternity and
transcendence, while blue expresses cosmic dimensions. Red signifies sacrifice and
martyrdom, blue symbolizes heaven and the kingdom, and green represents life and
renewal. Ths, each colour in the polychromy of the iconostasis and ecclesial furniture
conveyed a precise theological dimension (Chevalier & Gheerbrant, 2009, pp.58, 116,

792, 1001).

In the iconostasis, polychromy plays the role of articulating iconographic
registers The iconostasis both separates and unites the nave and the altar; through
color and gold, it becomes a visual bridge between the two worlds (Uspensky & Lossky,
2003, pp.92100). For example, the imperial register, decorated with intense gilding,
was emplasized in relation to the upper registers, where the chromatics of icons
dominated. Thus, polychromy not only completed sculpture but also organized the
entire visual message hierarchically.

Theological Function

Polychromy was not intended merely to beautify the liturgical object, but had a
theological function. Leonid Uspensky and Vladimir Lossky explain that the icon is not
painted for the pleasure of the eye, but to transmit the transfigured reality of thedyorl
coloursparticipate in the revelation of this reality (Uspensky & Lossky, 2003, ¢fl30
Gold, as a symbol of uncreated light, made divine glory visible. Red was the colour of
sacrifice, blue signified heaven, and green symbolized life r@neéwal. Through
polychromy, theology was expressed visually.

The icon is not a simple visual reproduction, but a form of personal presence: it
R2S& y20 RSLIAOG Iy AYLISNE2Z2YIlIf ayl Gdz2NBZ¢ 06 dzi
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This connection ensures that veneration offered to the image passes to the
prototype, not stopping at matter. The icon thus opens atiehship with the One
represented, which is why it constitutegogether with theology in words a single
SELINBaarzy 2F wS@StlIGA2yd Ly GKS GNIRAGAZY
Ot 2aSteé dzyAGSR GKNRdzZAK (KSI AFOI NFOAXEY IGKY 2
pleonasm (Uspensky, 2006, pp.58, 141).

This Christological foundation is clearly reflected in Canon 82 of the Trullan
Council, which requires the direct image of Christ the Man (not a symbol), indicating that
mere representation of th historical fact is insufficient: the manner of representation
must allow the glory of the Incarnate Word to shine through. Therefore, the icon does
Y20 GNBLINBaSyild GKS S5AQAYyAGEZeE Ayl OOSaaArotsS
divine life, faihfully preserving the historical reality of the prototype while making
GrarofS GUKS afA{lSySaae G2 D2R (2 6KAOK Kdzvl

Coat KS A02y2adGlara 2F !t SOdz dZINEIR I/ R2 deyKideND K A

Consequently, the icon has a pedagogical role: it not only shows the transfigured
universe but also allows participation in it. Icons are placed as markers of holiness,
meant to sanctify the world and orient the life of believers (Uspensky, 2006, pp.9D, 14
The experience of uncreated light, the classic theme of the Eastern Tradition, is
translated into the language of the image: the one who participates in divine energy
becomes, in a certain senskght; the halo andthe way of painting the face ndicate



