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PRATARME

PRATARME

1608 metais Siluvoje jvykes Sv¢. Mergelés Marijos
apsireiskimas buvo didelé Dievo dovana istorijos
audry blaskomai misy tautai. IStisus Simtmecius
$io jvykio prisiminimas ir gausios Marijos uZtarimu
gaunamos malonés gaivino Lietuvos Zmones ir pa-
déjo jiems issaugoti istikimybe Kristaus Evangelijos
nusviestam keliui. Sio nuostabaus apsireiskimo 400
mety Jubiliejus 2008 metais at$vestas isties jvairiapu-
si$kai. Vienu reikSmingiausiy jubiliejiniy mety ren-
giniy laikytina Vytauto DidZiojo universiteto Meny
fakulteto iniciatyva surengta moksliné konferencija,
kurioje nagrinéta Siluvos jtaka ir vaidmuo kultdroje.
Leidinyje Siluva Lietuvos kultiroje $is vaidmuo ir

jtaka atskleidZiama zvelgiant j jg i$ jvairiy — Lietuvos

istorijos, menotyros, literatiirologijos, etnologijos

moksliniy Ziaros tasky.

Dékoju leidinio sudarytojoms prof. dr. Laimai
Sinkiinaitei ir dr. Rimai Valinéiiitei-Varnei, visiems
straipsniy autoriams uz kruop$diai atliktg ir svarby
darba. Parengtas leidinys yra isskirtinai vertingas.
Jame isskleidZiamas ne tik Siluvos sakralinio meno
savitumas, bet ir Siluvos svarba gilesniam ir jvairia-
pusiskesniam kulttiros istorijos pazinimui. Leidinys
neabejotinai paskatins aktyvesnj doméjimasi $ia ne
tik Kauno arkivyskupijai, bet ir visai muasy $aliai

brangia sakralia Lietuvos vieta.

Kauno Arkivyskupas Metropolitas
Sigitas Tamkevicius, S]



FOREWORD

The Apparition of the Blessed Virgin Mary that oc-
curred in Siluva in 1608 was a great gift from God
to our nation buffeted by the storms of history.
Throughout the centuries the recollection of this
event and abundant graces received through Mary’s
intercession have animated Lithuanian people and
helped them to preserve their fidelity to the path il-
luminated by the Christ’s Gospel. The 400th Jubilee
of this wonderful Apparition in 2008 was indeed
celebrated in an all-round way. One of the most
significant events of the Jubilee year is a scientific
conference organized on the initiative of the Faculty
of Arts of Vytautas Magnus University where the
influence of Siluva and its role in the culture was

researched. In the publication Siluva in Lithuanian

Culture this role and influence are revealed looking
at Siluva from different scientific points of view —
Lithuanian history, art studies, literaturology and

ethnology.
I thank the editors of the issue Prof. dr. Laima

Sinkiinaité and dr. Rima Valinciaté-Varné and the
all authors of the articles for this conscientiously
done and important work. The prepared issue is
especially valuable. It will be of service to a deeper
and better-rounded cognition of not only the sacred
art of Siluva, but also that of history and culture and
will doubtless as well encourage a more active inte-
rest in the sacred place of Lithuania that is precious
not only to the Archdiocese of Kaunas, but also the

whole of our country.

Metropolitan Archbishop of Kaunas
Sigitas Tamkevicius, S]
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SILUVOS SVENTOVE

THE SHRINE OF
SILUVA



Vaida KAMUNTAVICIENE

Vytauto DidZiojo universitetas, Kaunas

SILUVOS PARAPIJA XVII A.

Reik$miniai Zodziai: Siluva, bazny¢ia, parapija,

fundacija, klebonas, vizitacija, altorius.

JVADAS

XVII a. - svarbus Kataliky bazny¢ios Lietuvos
Didziojoje Kunigaikstystéje vystymosi etapas. Po
Tridento susirinkimo reformos susiklosté palankios
salygos Kataliky baznycios veiklai Lietuvoje stiprinti
ir jos buvo sékmingai i$naudotos. XVII a. galutinai
susiformavo parapijy tinklas, nusistovéjo pamaldu-
mo tradicijos, jy raiskos biidai. Ne igimtis ir Siluva.
XVII a. susiklosté Sios parapijos bitis, pagrindiniai
kulto principai. Darbe tiriama, kokiais baidais buvo
stiprinama Siluvos bazny¢ia XVII a., pagrindiniy
fundatoriy ir donatoriy nuopelnai, apibiidinama
sielovadine, vietéjiska ir karitatyviné veikla, apta-
riama tkiné padétis.

Pirmasis Siluvos parapijos istorija susidoméjo ir issa-
mia studijg jai paskyré Kauno arkivyskupijos kurijos
archyvaras kunigas Petras Veblaitis'. Jis detaliai iStyré
jam prieinamus daugiausia Kauno arkivyskupijos ku-
rijos archyve saugotus dokumentus, taip pat pasinau-
dojo Siluvos parapijos archyvo medziaga. Kurijos ar-
chyve $iuo metu saugomos Siluvos parapijos archyvo
bylos, apimancios dokumentus nuo XVT a. iki XX a.2
Svarbus P. Veblai¢io nuopelnas - jis padaré svarbiau-
siy Siluvos dokumenty fotokopijas, dalj jy issifravo,

perspausdino masinéle ir i$verté j lietuviy kalbg®.

Sovietme¢iu Siluvos parapijos tyrimai Lietuvoje su-
stojo, taciau darbg tesé iSeivijos istorikai. Marijony
vienuolis Juozas Vai$nora studijoje apie Marijos gar-
binimg Lietuvoje nemazai démesio paskyré Siluvai?,

jvertino Sios $ventovés vietg Lietuvos kontekste.

I§samiy iki $iol nepralenkta monografija apie Siluva,
pasinaudojes Vatikano archyvais, parenge kitas isei-

vijos istorikas kunigas Stasys Yla®.

Siluvos parapijos istorija aprasyta bendro pobi-
dzio darbuose, i$ kuriy i§samiausias buty Broniaus
Kviklio veikalas apie Lietuvos baznycias®. Sis istori-
kas apibendrino sukauptas Zinias apie Siluvos para-
pija. Siluvos bazny¢ia ir koplycia bei jose saugomos
sakralinés vertybés susilauké menotyrininky déme-
sio”. Nors Siluva yra viena reikimingiausiy Lietuvos
$ventoviy, taciau daugiau i$samiy $ios parapijos is-

toriniy tyrimy nesulaukéme.

I$samiausias musy tyrimo $altinis buvo 1677 m.
kovo 12 d. Siluvos parapinés baznycios vizitacijos,
kurig atliko Zemaiciy vyskupas Kazimieras Pacas,
medZiaga®. Saltiniuose radome duomeny, jog
XVII a. Siluvos parapija buvo vizituota ne kartg, mi-
nimos 1685 m. rugpjtcio 3 d. ir 1696 m. spalio 18 d.
atliktos Siluvos parapijos vizitacijos®, tadiau $iy vi-
zitacijy dokumenty archyvuose surasti nepavyko.
Vienas pagrindiniy darbo 3altiniy buvo Siluvos
parapijos archyvo dokumentai. Taip pat naudojo-
més Pauliaus Jatulio paskelbtais Zemaiciy vyskupi-
jos dokumenty rinkiniais, kuriuose publikuoti keli
XVII a. dvasininky, susijusiy su Siluva, testamentai,
gin¢ytino originalumo 1457 m. P. Gedgaudo pri-
vilegija Siluvos bazny¢iai ir kt. svarbiis dokumen-
tai'’. Naudojomés Pauliaus Rabikausko sudarytu
Zemaiciy vyskupy reliacijy Romai rinkiniu, kuriose
buvo jvertinta tuometé Lietuvos Kataliky baznycios

padétis, o jos kontekste paminéta Siluvos parapija'’.

VANTIS 40 INIYHS HHL



SILUVOS SVENTOVE

KOVOS SU KALVINISTAIS DEL SILUVOS
BAZNYCIOS

Lietuvos istoriografijoje jsitvirtinusi nuostata, kad
Siluvos Sv¢. Mergelés Marijos Gimimo, Sv. Petro
ir Sv. Baltramiejaus baznycig 1457 m. rugséjo 1 d.
fundavo Petras Simonas Gedgaudas'?. Kauno ar-
kivyskupijos kurijos archyve saugomi du $ios fun-
dacijos akto nuorasai'®. Taciau Lietuvoje niekas i$
esmés $io akto netyrinéjo. Svarbiausi Siluvos tyriné-
tojai — P. Veblaitis ir S. Yla — buvo istorikai mégéjai.
Lenky istoriko Grzegorzo Blaszczyko nuomone, $is
P. Gedgaudo aktas téra falsifikatas, nes P. Gedgaudas
miré 1451 m., tad 1457 m. niekaip negaléjo funduo-
ti bazny¢ios, be to, jis niekuomet nevaldé Siluvos.
Fundacinio akto turinys ir po juo pasirase¢ liudi-
ninkai G. Blaszczykui sukélé nemazai abejoniy'.
Pirmos tikros Zinios apie Siluvos bazny¢ia jrasytos
1466 m., kai, suteikiant privilegija Betygalos bazny-
¢iai, liudininku minimas Siluvos klebonas Jonas!®.
Taigi Siluvos parapija jkurta XV a. viduryje, o
P. Gedgaudo privilegijos autentiskumas vis dar lieka

problema.

XVTI a. Siluvos kataliky bazny¢ios fundacija uzgro-
bé evangelikai reformatai. Fundacijos atgavimo
i§ kalvinisty procesa pradéjo Zemaiciy vyskupas
Merkelis Giedraitis. Po ilgo bylinéjimosi, Vyriausiojo
Tribunolo nutarimu, 1622 m. rugséjo 9 d. nuspresta
grazinti Siluvos katalikams jy baznycios fundacija.
Fundacijai atgauti labiausiai nusipelné Siluvos klebo-
nu tapes Zemaiciy kanauninkas Jonas Kazakevicius
Smolka ir Zemai¢iy vyskupas Stanislovas Kiska'®.
Bylinéjantis buvo pasiremta XVTI a. Siluvos bazny-
¢ios fundacija, kurioje buvo ragoma, kad baznyciai
suteikiama zemé $alia bazny¢ios, kita Zemé nuo kelio
ligi pat kadros, tre¢ia — ligi Dubysos upés, dovanota
10 valstie¢iy su visu jy kilnojamuoju ir nekilnoja-
muoju turtu, zemémis, trys de§imtinés visokiy gri-
dy (isskyrus avizas) i$ Siluvos, Girios (Girinai¢iy) ir
Pagakarnio dvary. Kasmet reikéjo duoti po 7 uolek-
tis medziagos drabuziams, aviy kailinius, dvi kapas

grasiy druskai'”.

Pasibaigus teismy procesams, kalvinistai turéjo ati-
duoti katalikams Siluvos aikste, kurioje kadaise sto-
véjo senoji kataliky baznycia, Piktai¢iy (Piktaycie),
Narvidai¢iy (Norwidaycie), Juskai¢iy (Juszkaycie)

kaimus su priklausiniais ir valstieciais, ir maza
Pasakarnio (Poszkornski) palivarky. Visas minétg-
sias Zemes savo zinion buvo perémes kalvinisty pa-
mokslininkas. Siluvos bazny¢iai reikéjo perduoti ir
tas Zemes, kurias buvo i$sidalije kiti kalvinistai: 2 va-
lakus Juskaic¢iy kaime, 2 valakus Vitai¢iy (Witaycie)
kaime, 6 valakus Kalnujy (Kotnuie) kaime, pievy
1 valaka, taip pat Zemés gabalg, kuriuo naudojosi
miestietis Mykolas, 2 valaky dydzio Saliy (Sofy) sala
ir kt. Katalikai reikalavo Bazny¢iai atlyginti praras-
tas pajamas per visus kalvinisty klestéjimo metus
bei uz visg nusavintg auksa, sidabrg, monstrancijas,
taures, izdg, arnotus ir Kitus reikmenis, pirmosios
fundacijos ir vélesniy fundacijy metu dovanotus
kataliky bazny¢iai. 1623 m. per Tris Karalius kalvi-
nistai Zemaic¢iy kanauninkui J. Kazakeviciui turéjo
duoti 2 000 auksiny, skirty panaudoti naujos katali-
ky bazny¢ios statybai'®.

1623 m. birzelio 6 d. teismo rastu katalikai pagaliau
atgavo kalvinisty nusavintas zemes". S. Ylos teigimu,
bendras atgautos Zemés plotas sudaré 46 valakus, 16
margy, 12 prenty®, ir gauta 3 000 lenkisky auksiny
pridarytiems nuostoliams padengti*'. M. Valanciaus
duomenimis, katalikams atiduotas vienas varpas
i$ buvusios senosios jy baznycios*, daugiau jokiy
daikty nebuvo perduota. Tokig materialine baze
Siluvos katalikai turéjo XVII a. pradzioje, atkurda-
mi kataliky bazny¢ios veiklg. Vyskupas Stanislovas
Kiska 1625 m. reliacijoje Romai pasidziaugé, jog
galiausiai pavyko i§ eretiky atimti ir Siluvos bazny-
¢ig, nors tai daug atsiéjo tiek pinigy, tiek pastangy,
nes kataliky bazny¢ia ¢ia neveikusi apie 100 mety,
o eretikai netgi buvo savo seminarijg sukire - taip
stipriai jsitvirtine Siluvoje?.

Atgauti bazny¢ig i§ kalvinisty padéjo pati
Své. Mergelé Marija, XVII a. pradZioje apsireiskusi
Siluvos apylinkése?. S. Ylos duomenimis, veikiau-
siai Siluvos klebonas J. Kazakevi¢ius Smolka prie
akmens, kur buvo apsireiskusi Sv¢. Mergelé Marija,
1625 m. pastaté vadinamajg ,,smolokine“ koply¢ia ir
fundavo altarija. Deja, fundaciniy dokumenty ne-
isliko. Si koply¢ia buvo sunaikinta XVII a. vidurio
kary metu. Naujg koply¢ig toje vietoje 1663 m. jren-
gé Zemaiciy vyskupas Aleksandras Sapiega®. Joje
buvo pakabintas NukryZiuotojo paveikslas. Netoli

$ios koplycios vis dar buvo kalvinisty Zemés, kurias



noréjo perimti katalikai. 1669 m. kilus susiSaudy-
mui, kalvinistai perSové NukryZiuotojo paveiksla.
Dél jo isniekinimo buvo uzvesta teismo byla, ku-
rig 1672 m. pralaiméje kalvinistai turéjo sumoketi
kompensacijg — 13 000 auksiny®. Pinigus perémes
Zemaiciy vyskupas Kazimieras Pacas apie 1677 m.
koply¢ios remontui paskyré 10 000 auksiny. K. Pacas
nurodé, kad koplycioje prie akmens ties persautuoju
paveikslu kiekvieng penktadienj baty laikomos mi-

$ios su muzika Sv. Kryziaus garbei?’.

J. Kazakeviciaus pradétas Sv¢. Mergelés Marijos ap-
sireiSkimo pagerbimas buvo te¢siamas ir stiprinamas
visa XVII a. Sv¢. Mergelés Marijos apsireiskimo
vietai ypa¢ didelj démesj rodé Zemaiciy vyskupai.
S. Ylos nuomone, J. Kazakevi¢ius Smolka atkreipé
Zemaiciy vyskupy démesi j Siluva ir padéjo jai pel-
nyti ypatingg ju globa. Susitelkimas kovai pries kal-
vinistus XVII a. pradzioje padéjo ne tik nugaléti ki-
tatikius, bet ir sustiprino kataliky tikéjima Siluvoje.

KATALIKU BAZNYCIOS STIPRINIMAS SILUVOJE

I§ kalvinisty atgavus fundacija, Zemaiciy kanaunin-
ko J. Kazakevi¢iaus Smolkos riipeséiu Siluvoje buvo
pastatyta nauja mediné bazny¢ia. Taciau greitai ji
tapo per maza. Jau 1629 m. Sv¢. Mergelés Marijos
Gimimo atlaiduose dalyvavo 11 000 kataliky, prié-
musiy Sv¢. Sakramenta?®. 1641 m. J. Kazakeviciaus
Smolkos ir tikinéiyjy 1éSomis buvo pastatyta dides-
né mediné, kryziaus formos su boksteliu parapiné
bazny¢ia®. Baznycia buvo didelé, turéjo net 20 lan-
gy, dar 8 buvo zakristijoje. Stogas uzdengtas malks-
nomis, bokstelis — balta skarda, ant jo puikavosi
zalvarinis auksuotas kryzius. Salia bazny¢ios stovéjo
malksnomis dengta varpiné, kurioje kabojo vienas
didelis ir du maZesni varpai. Sventorius buvo ap-

tvertas sienojy tvora, vartai apdengti malksnomis®.

Visa XVII a. Siluvos bazny¢ia buvo gerai priziiirima
ir remontuojama. 1672 m. testamentu Siluvos klebo-
nas Zemai¢iy kanauninkas Mikalojus Sviechovskis
paskyré 1é3y Siluvos baznycios stogui gZzuolinémis
malksnomis atnaujinti*!. Velionio valia buvo jvyk-
dyta, nes 1677 m. vizitacijoje raSoma, jog naujasis
Siluvos klebonas Zemaiciy kanauninkas Joakimas
Skirmantas 1674 m. bazny¢iai partipino nauja gzuo-

liniy malksny stoga®. Zemaiciy kancleris Siluvos

prepozitas Jokabas Lenevic¢ius (Leniewicz) pries
1677 m. baznycioje buvo jstates naujus didziuosius
langus bei pasiriipino, kad j didzigsias azuolines
baznycios duris buty jdétas tvirtas geleZinis uzrak-
tas®. Elegantiskame baznyc¢ios chore 1677 m. pui-
kavosi vargonai. Tuo metu reikéjo tik pataisyti sie-
nojus palei pamatus, nes jau buvo apipuve ir j Zeme

sulinde®.

1641 m. statytos baznycios viduje buvo trys mi-
riniai paauksuoti altoriai: Didysis ir du $oniniai
koply¢iose®. Didysis Siluvos altorius jrengtas tuo-
mecio klebono J. Kazakevi¢iaus Smolkos rapesciu,
jame jstatytas stebuklingasis Sv¢. Mergelés Marijos
su Kadikiu paveikslas. Zemaiciy vyskupas Jurgis
Tiskevicius 1646 m. reliacijoje Romai pazyméjo,
jog Zemaitijoje tuo metu buvo keturios Zymiausios
baznycios: Zapyskio, Siluvos, Tvery ir [Zemaiiy]
Kalvarijos, arba Naujosios Jeruzalés. Siluva buvo
zymi stebuklais pagarséjusiu Své. Mergelés Marijos

paveikslu®.

Veikiausiai ]. Kazakevi¢ius Smolka pasirapino,
kad Siluvos bazny¢ioje biity jrengtas kitas $oninis
Své. Rozinio altorius, kuris turéjo Své. Mergelés
Marijos Emimo j dangy titulg. 1677 m. minéta, jog

ji konsekravo pats J. Kazakevi¢ius Smolka®”.

Kito Siluvos bazny¢ios $oninio Sv. Kryziaus altoriaus
fundacija apie 1643 m. pasirtipino Skarai¢iy dvaro
savininkas Gabrielius Klausgaila Skaraitis (Skoroyc).
Altarijai buvo paskirta 10 000 lenkisky auksiny ir
1 margas zemés. I§ ty pinigy dar buvo numatyta
paskirti stipendija dviem jaunuoliams j kunigus
iSleisti ir trim vargS$ams prie baznycios islaikyti.
Fundatorius sau ir savo giminei pasiliko altoriaus
koliatoriaus teise®. Altoriaus portatilyje buvo sau-
gomos §v. Florentino, $v. Fausto ir §v. Maksimilijono
Kankinio relikvijos®. Fundatorius jpareigojo prie
$io altoriaus paskirtajam altaristai triskart per savai-
te — tre¢iadieniais, penktadieniais ir Se$tadieniais —
laikyti gedulingas mi8ias*. Tas pats Gabrielius
Skaraitis bazny¢iai partpino vidutinio dydzio var-
pa, ant kurio buvo Apreiskimo Sv¢é. Mergelei Marijai
atvaizdas su jrasu®, bei sidabrine paauksuota didele
senovine monstrancija, kurios virSuje pavaizduota
Sv¢. Mergelé Marija spinduliuose®?. Kaip matome,

Gabrielius Skaraitis buvo vienas didziausiy XVII a.
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SILUVOS SVENTOVE

Siluvos bazny¢ios mecenaty. Jis sustiprino ne tik
pacios baznycios materialine padétj, bet per savo
fundacija numaté galimybe plétotis $vietimui ir ka-

ritatyvinei veiklai Siluvoje.

1641 m. statytoje baznycioje didziausias démesys
buvo skirtas puoseléti Sv¢. Mergelés Marijos kulta:
jos garbei paskirti net du altoriai. Galime teigti, jog
XVII a. pirmojoje puséje Siluvoje jsitvirtino stipri
Své. Mergelés Marijos pagerbimo tradicija, Rozinio

kalbéjimas ir kitos maldos Dievo Motinos garbei.

Ypac svarbi Siluvos bazny¢ios padétj pagerinusi fun-
dacija buvo atlikta 1650 m. birzelio 3 d. Norédamas
iSpirkti savo nuodémes ir iSgelbéti savo siela,
Kristupas Kochanas (Kochan) (jo zmona buvo Ona
Ukolskaité) Siluvos baznyciai testamentu paskyré
55 000 auksiny i$ Laukuvos (Lakowo) Raseiniy vals-
&iuje ir Saukoto (Szaukoty) Tendziogalos vals¢iuje
dvary. I§ $iy 1édy prie baznycios turéjo buti islaiko-
mi keturi mansionaristai (pagyvene kunigai), kuriy
pareiga — kasdien giedoti Sv¢. Mergelés Marijos
Valandas (cursum seu Officium Parvum BVM),
sekmadieniais ir $ventadieniais laikyti votyvines
misias, paprastomis dienomis - skaitytines misias,
kas savaite atlaikyti vienerias gedulingas skaitytines
misias uz K. Kochano siela®. Sj K. Kochano testa-
mentg ir nurodymus mansionaristams patvirtino
Zemaiciy vyskupas Petras Parcevskis 1651 m. sau-
sio 11 d. Mansionaristy fundacijos proga baznyc¢ia
paversta prepozitirine*, taip dar labiau sustiprin-
tas Sv¢. Mergelés Marijos kultas Siluvos parapijo-
je*. 1651 m. buvo ne tik patvirtinta mansionaristy
tundacija, bet ir atlikta baznycios konsekracija, ku-
ria pasiriipino tas pats Zemaiciy vyskupas Petras

Parcevskis 1651 m. sausio 8 d.*

1664 m. geguzés 15 d. Raseiniy senifinas Jurgis
Juozapas Stefanovi¢ius Kristovskis (Chrzystowski)
patvirtino savo mamos Raseiniy senitinienés
Marinos Ozemblovskos Talatovos (Ozigblowska
Talatowa) uzra$yma Siluvos bazny¢iai. M. Talatova
baznyciai paskyré 2 valakus su vienkiemiais (zas-
ciankami) Jaunai¢iy (Jawnaycie) kaime. Pagal $ia
dotacija bazny¢iai buvo paaukota 300 auksiny vertés
sidabriné paauksuota lempa, kuri turéjo buti pasta-
tyta priesais Sv¢. Sakramentg. Bazny¢ioje turéjo biti

isstatytas donatorés herbas, kurj ji pati baznyciai

paruosé ir pateiké. Lempelé turéjo degti amzinai uz
donatorés sielg, ypa¢ pageidauta, kad ta lempa buty
deginama sekmadieniais ir $ventadieniais, kai pa-
gal nurodyma reikéjo atlaikyti misias uz donatorés
sielg. Kasmet, kita dieng po Sv¢. Mergelés Marijos
Gimimo $ventés, reikéjo privalomai atlaikyti giedo-
tines gedulingas misias uz M. Talatovos sielg. Kaip
matome, $i fundacija nebuvo labai griezta. 1677 m.
pridéta pastaba, jog dél 1ésy trakumo galima reciau
deginti lempa ir laikyti maziau misiy. Buvo butina
misias laikyti kita diena po Sv¢. Mergelés Marijos
Gimimo $ventés, lempele degti sekmadieniais ir
$ventadieniais?’. Sig dotacija 1664 m. spalio 19 d.

patvirtino Zemaiciy vyskupas Aleksandras Sapiega.

1664 m. spalio 29 d. buvo sudarytas M. Talatovos
dotacija perduodamy Zemiy Siluvos baZzny¢iai
inventorius. Nustatyta, kad Jaunaic¢iuose buvo 2
tusti valakai ir 5 vienkiemiai, kurie detalizuoti:
1) Degleisywnym (2) vienkiemyje buvo 4 margai 22
prentai — mokescius sudaré 14 grasiy, 2) Zewetlawkis
ir Jodeykiszkis 8 margai - nuo mokesciy atleis-
tas, 3) Dydemiszkis 1 margas — 3 grasiai mokesciy,
4) Antszaltunis 2 margai, 28 prentai — 8 gradiai,
5) Milzupis 2 margai, 10 prenty - 7 grasiai. Visos
$ios zemés 1664 m. lapkricio 3 d. perduotos Siluvos
klebonui M. Sviechovskiui. Kaip matome, kadangi
$ios Zemés buvo bajoriskosios, tai nurodyta, kokius
mokescius valstybés izdui nuo ty valdy privaloma
moketi. Bazny¢ia jgijo Zemes, kuriose tuo metu nie-
kas negyveno ir jokiy pastaty nebuvo*. Bet ateityje

jos galéjo atnesti pelno.

Kitas svarbus XVII a. antrosios pusés jvykis: 1670 m.
geguzés 24 d. Minsko vaiskio Jeronimo Ivanauskio
(Iwanowski) ir jo zmonos léSomis baigtas statyti
naujas Didysis altorius. Jame buvo jstatytas senasis
stebuklingasis Sv¢. Mergelés Marijos su Kidikiu pa-
veikslas®. Ji dengé kitas Sv¢. Mergelés Marijos pa-
veikslas, kuriame ja skydais nuo piktyjy dvasiy stré-
liy saugojo angelai®. Altorius buvo visas paauksuo-
tas, papuostas keturiomis skulptiromis: vienoje pu-
séje Lenkijos globéjo $v. Stanislovo ir §v. Petro, kitoje
puséje $v. Kazimiero ir $v. Baltramiejaus®'. Tas pats
Minsko vaiskis karali$kasis rotmistras J. Ivanauskis
bazny¢iai padovanojo baltg arnotg su vy$ninio atla-
so kolona, stulg ir manipulj*’. 1674 m. stebuklinga-

jam Sv¢&. Mergelés Marijos paveikslui buvo sukurti



sidabriniai paauksuoti aptaisai, kuriy autorius -
Karaliau¢iaus meistras Laurynas Hoffmanas®. Juos
padirbinti pasirapino ir 1éSy Siam darbui atlikti su-
teiké tuometinis Siluvos klebonas Zemaiciy kanau-
ninkas Joakimas Skirmantas®. DidZiajame altoriuje
1677 m. jau buvo 28 sidabriniai votai - taip pagerb-

tas stebuklingasis paveikslas®.

Didziojo altoriaus ikonografiné programa atiti-
ko baznycios titulg: svarbiausias démesys buvo
paskirtas Sv¢. Mergelei Marijai, o &v. Petras ir
§v. Baltramiejus jprasminti skulptiromis. Kitos
dvi - §v. Stanislovo ir $§v. Kazimiero - skulptaros
buvo glaudziai susijusios su Lietuvos Didziosios
Kunigaikstystés ir Lenkijos Karalystés globéjais,
valstybingumo raida, liudijo ne tik apie sielovados,

bet ir apie pilietine Bazny¢ios pozicija.

Parapijos klebonai buvo jpareigoti prie DidZiojo al-
toriaus laikyti misias uz visus parapijiecius, gyvus ir
mirusius, bei visus Zemaiciy vyskupus, daug gero
Siluvos parapijai padariusius, gausiai j3 apdovano-
jusius. Be to, reikéjo laikyti misias uz pasaulieti-
nius Lietuvos valdovus, ypa¢ uz zemaiciy kriksty-
toja, pirmuyjy parapijy jkaréja kunigaikstj Vytauta.
Taip Bazny¢ia dar kartg pagerbé ne tik baznytine,
bet ir pasaulieting valdzig, akcentavo jos nuopel-
nus Bazny¢iai ir tikéjimo sklaidai. Siluvos klebonai
buvo jpareigoti prisiminti visus kitus Siluvos ir visos
Zemaitijos bazny¢iy geradarius, fundatorius ir do-
natorius, uz ju sielas du kartus per metus surengti
minéjimus ir jy metu gedulingas misias atlaikyti®.

Taip parapija atsidékojo visiems savo geradariams.

1677 m. vizitacijoje minimas ketvirtasis Visy
Sventyjy altorius, kurio portatilyje buvo saugomos
$v. Viktoro, $v. Horencijaus ir §v. Faustino Kankiniy
relikvijos”. Neaisku, kada jis buvo jrengtas, kas pa-

sirapino jo fundacija.

Be $iy didZziyjy dotacijy Siluvos bazny¢iai XVII a.
buvo aukojama jvairiy daikty, liturginiy reikmeny.
Antai Vilniaus vyskupas Abraomas (?) Vaina Siluvai
padovanojo misiolg raudonais virSeliais®®, juoda
kapg, raudong antepedijy ir juodg bursg su pala®.
Rietavo tijunas Karolis Bielevi¢ius baznyciai pa-
skyré juodo aksomo arnotg su stula ir manipuliu®,
Ursulé Kulminska paaukojo raudong veliumg® ir

pan. Zemaiciy vyskupas Petras Paréevskis 1656 m.

vasario 22 d. testamentu Siluvos bazny¢iai paliko
100 auksiniy ir naujg paauksuota taure su pate-
na®%. 1671 m. uz atgautus i§ kalvinisty pinigus buvo
nulietas didysis varpas Siluvos bazny¢iai®. Apie
1677 m. Siluvos parapijai paaukotos keturios sidab-
rinés zvakidés, jas dovanojo pats Zemaiciy vysku-
pas Kazimieras Pacas®. Siluvos liturginiy reikmeny
inventorius buvo pavydétinai turtingas, liudijo, kad
Siluva isties buvo neeiliné parapija, gausiai apdova-

nota.

PARAPIJOS KLEBONAIL SVIETEJISKA IR
KARITATYVINE PADETIS

NeZzinoma, kam priklausé Siluvos kataliky bazny-
Cios patronatas, kas turéjo teise pasitlyti kandidatus
i Siluvos klebonus XV-XVT a. G. Blaszczyk mano,
kad veikiausiai fundatoriumi ir patronu buvo koks
nors bajoras. XVII a. bazny¢ig atgavus i$ kalvinisty,
Siluvos patronato teisé peréjo Zemaiciy vyskupams,
nes i$§ esmés jy rapesciu baznycia buvo atgauta. Taip
Siluva dar labiau buvo susieta su Zemaiciy vysku-
pais, kurie tapo tiesioginiais jos globéjais. Vyskupai
Siluvos klebonais parinkdavo atsakingus ir zymius
dvasininkus. Siluvos parapija teiké dideles pajamas,
todél klebonu turéjo tapti jy vertas asmuo, galintis
jas tinkamiausiai panaudoti. Visi XVII a. Siluvos
klebonai buvo susije su Zemaiciy kapitula, padéjo

vyskupams tvarkyti visos vyskupijos reikalus.

Pirmuoju XVII a. Siluvos klebonu tapo Jonas
Kazakevi¢ius Smolka, teologijos ir baznytinés tei-
sés daktaras, Zemai¢iy kanauninkas. Mokslus
baigé Varniuose, Alsédziy seminarijoje, studijavo
Vilniaus akademijoje, jgijo teologijos ir teisiy dakta-
ro laipsnius. 1604 m. kovo 13 d. Kraziuose vyskupas
M. Giedraitis jj j$ventino j kunigus. Kadangi buvo
artimas vyskupo M. Giedraic¢io bendradarbis, ne-
trukus tapo Zemaiciy kanauninku, buvo jpareigotas
vesti jvairias teismy bylas®. 1643 m. J. Kazakevicius
Smolka paskirtas Zemai¢iy sufraganu ir tituliniu
Spigaco vyskupu. Miré 1646 m. Varniuose, 64 mety

amziaus, palaidotas Varniy katedros rasyje®.

J. Kazakevi¢iy Smolka parapijoje pakeité kitas
zymus Siluvos klebonas, karalidkasis sekreto-
rius, Zemaiciy kapitulos prokuratorius Mikalojus
Manoma, Vilniaus

Sviechovskis. studijaves
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akademijoje®. Jo laikais Siluvoje susiklosté pagrin-
dinés pamaldumo tradicijos, jis pasiriipino Siluvos
baznycios konsekracija. 1672 m. geguzés 6 d.
Alsédziuose M. Sviechovskis sudaré testamentg®® ir
veikiausiai netrukus pasimire. Jj pakeité Zemaiciy
kanauninkas Joakimas Skirmantas. Sis dvasinin-
kas buvo gimes apie 1634 m., mokési pas jézuitus
Kraziuose, Braunsbergo bei Vilniaus popieziskose
seminarijose, tapo teologijos daktaru®. 1677 m.
Siluvos klebonu minimas Jokiibas Lenevicius. Jis
padéjoJ. Skirmantui valdyti parapijg, nuolat gyveno
Siluvoje ir ja ripinosi. Nuo 1700 m. J. Skirmantui
parapijoje padéjo Mikalojus Ivanauskas, baiges po-
piezi$kaja seminarijg Vilniuje, mokéjes lietuviskai
ir lenkigkai’®. 1702 m. J. Skirmantas tapo Zemaiciy

sufraganu.

S. Ylos nuomone, 1672 m. Siluvoje gyveno ir i jos
tkio buvo i$laikoma net dvylika kunigy: klebonas,
du altaristos, keturi mansionarijai ir penki vikarai’!.
Gal tiek dvasininky Siluvoje visg XVII a. ir nebuvo,
taciau aiSku, kad parapija buvo turtinga ir pajégi ap-
ritpinti ne vieng dvasininka. Siluvoje XVII a. netri-
ko Zmoniy, galin¢iy pasirapinti tikinciyjy sielova-
da, puoseléti pamaldumo tradicijas. Deja, i$liko tik
kelios jy pavardés. Antai 1677 m. Siluvoje vikaravo
26 mety amziaus Jonas Boksevicius, 1675 m. baiges
popieziskaja seminarija Vilniuje, mokéjes lietuviy,
lenky ir lotyny kalbas. 1672 m. vargonininku buvo
Jovarauskis, zakristijonu - Jazdauskis”2.

Manoma, kad parapiné mokykla Siluvoje buvo su-
kurta dar XVII a. pirmojoje puséje J. Kazakevic¢iaus
iniciatyva. Mokykla turéjo padéti sustiprinti sielova-
da i§ eretiky atimtoje parapijoje”’. Galimybe mokytis
mokykloje turéjo paprasti parapijieciai, nes mokslas
buvo nemokamas. Svietimo reikalais Siluvoje ripi-
nosi ne tik klebonas, bet ir bajorija. Kaip minéta,
stipendijg dviems jaunuoliams testi studijas 1643 m.
buvo pariipings Gabrielius Skaraitis. Deja, inven-
toriuose nepazyméta, kad 1677 m. Siluvoje bty
veikusi mokykla. Taciau tuo metu buvo jprasta, jog

parapinés mokyklos veikdavo su pertraukomis.

Be $vietimo parapijoje rupintasi ir Kkaritatyvine
globa. Tas pats G. Skaraitis 1643 m. paskyré 1ésy
trims varg$ams i$maitinti. 1672 m. sudarytame tes-

tamente klebonas M. Sviechovskis mingjo Siluvos

vargSy prieglaudg ir liepé jai paskirti atlikusias
séklas’™. 1677 m. vizitacijoje minima prieglauda,
stovéjusi netoli baznycios. Deja, tuo metu ji buvo
labai prastos buklés, griivanti, reikalinga didesnés
prieziiiros. Taciau joje gyveno net septyni ,varg-
$ai varpininkai ir kasdien tarnavo baznyciai® Tai
Jurgis Urbanaitis (Urbanaytis) su Zzmona, Jokabas
Rudzentis (?) (Rudzientis) su Zmona, Zacharijus
Mikolajaitis (Mikaloiaytis), Kristupas Gudelis ir
Katarina Leparska’.

PARAPIJOS UKIS 1677 M.

G. Blaszczyko tyrimai atskleidZia, jog XVII a. Siluvos
parapija buvo viena turtingiausiy Zemaiciy vysku-
pijoje. Pasinaudodamas 1667 m. Zemaiciy vysku-
pijos parapijy diimy sgrasais, istorikas nustaté, jog
Siluvos parapija tuo metu turéjo 52 diamus ir buvo
ketvirta pagal turtinguma Zemaiciy vyskupijoje po
Raseiniy (110 damy), Siauliy (82 dimai) ir Kraziy
(60 dumy) parapijy’®.

1677 m. vizitacijos metu sudaryto inventoriaus
duomenimis, tuo metu Siluvos parapijai pri-
klausé 13 tarnyby Siluvos miestelyje, BaguZiskiy
(Boguszyszki) palivarkas ir $e$i valstieciy kaimai.
Baguziskiy kaime gyveno dvi valstieciy tarnybos,
Piktai¢iuose (Piktaycie) — septynios, Narvidai¢iuose
(Norwidaycie) - penkios, Juskai¢iuose (Juszkaycie) -
aStuonios, Pasakarnyje (Poszkornie) — penkios, o
Kalnujy (Kofnuie) kaime - Sesios””. I§ viso klebonas

valdé 46 tarnybas.

Klebonas gyveno Siluvos miestelyje pastatytoje erd-
vioje klebonijoje, kuriai priklausé visi reikalingi
ukiniai pastatai. Baguziskiy palivarke stovéjo gy-
venamasis namas ir tikiniai trobesiai, 1675 m. lie-
pos 28 d. palivarko gyvuliy akj sudaré dvi karvés,

trys mazi jautukai ir $esios avys’s.

Visy tarnyby valstie¢iai turéjo atlikti klebonui tam
tikras prievoles. Siluvos miestelyje gyvenusieji ture-
jo pasirapinti klebono korespondencija, vezti gra-
dus i malang bei per metus atlikti dar 12 prievoliy,
vad. ,,gvolty“: $ienauti arba grébti ir vezti Sieng ir kt.
Be to, miestieciai turéjo paeiliui atlikti sargyba bazny-
cioje, tverti ir prizitréti kapiniy tvorg arba atlikti ¢in-
$3, kaip buvo nustatyta ankstesniuose inventoriuose,

mokéti uz naudojimasi sklypais ir margais.



Piktai¢iy, Narvidai¢iy ir Juskai¢iy valstieciai turéjo
dirbti Baguziskiy palivarke: vasarg nuo Sv. Jurgio iki
Visy Sventyjy eiti lazg 4 dienas per savaite, o Zie-
mga - 3 dienas per savaite. Be to, mokéti ¢insg - nuo
valako po 4 kapas grasiy, duoti déklos - nuo vala-
ko 1 Vilniaus mato statine rugiy, 3 statines mieziy,
1 73sj, 2 vistas ir 20 kiausiniy. Be to, Sie valstieciai
paeiliui turéjo sargauti klebonijoje ir Baguziskiy pa-
livarke. Derliaus nuémimo metu turéjo atlikti ,,gvol-
tus: 6 dienas per metus 4 Zzmonés i$ kiekvienos tar-

nybos turéjo eiti dirbti j palivarkg”.

Pagakarnio kaimas buvo toli nuo Baguziskiy pali-
varko, todél kassavaitinis lazas buvo nejmanomas.
Sie valstieciai turéjo mokeéti nuo valako po 6 kapas
grasiy ¢inso, duoti po 1 stating avizy, 1 zasj, 2 vistas
ir 20 kiausiniy déklos. Kaip ir kity kaimy valstieciai,
turéjo atlikti tuos pacius ,gvoltus®, o dar papildomai
Pagakarnio kaimo tarnyboms buvo paskirta nuo va-
lako 40 dieny atodirbiy, i kuriuos reikéjo pasiysti po
vieng zmogy: 20 dieny jis turéjo dirbti rugiy [séjos],
arimo ir darzoviy [nuémimo], o kitas 20 dieny - ru-
giapjatés arba Sienovezio darbus. Be to, turéjo paei-

liui sargauti®.

Kalnujy kaimo prievoles nustaté Zemaiciy vyskupas
Kazimieras Pacas 1677 m. kovo 14 d. vizitacijos metu.
Sie laisvieji valstie¢iai uz naudojimasi Zeme turéjo nuo
valako mokéti po 6 kapas grasiy ¢inso, duoti 1 Zasj
ir 2 vistas déklos, atodirbius eiti nuo valako 20 die-
ny (dirbti Sieno, rugiy pjovimo ir darzoviy nuémimo
darbus), atlikti pastotés prievole: vykti su vezimais j
Kaung arba TilZe, ten, kur bus nurodyta. Jei $ios pas-
totés prievolés neatlikty, tuomet nuo valako turéty
sumoketi po 10 lietuvisky kapy grasiy. Be to, $ios lais-
vyjy valstie¢iy tarnybos kasmet turéjo duoti klebonui
po du dubenis medaus, Kalédoms ar kitu laiku pagal
poreikj — pristatyti 10 pory pauksciy, atvezti nuo vala-

ko po 10 vezimy medienos i$ Siluvos misko®!.

Kaip matome, klebono tkyje dirbo tiek baudziavi-
niai valstieciai, tiek laisvieji, gyvene Kalnujy kaime.
Ju prievolés buvo tipiskos, kadangi pajamos i§ Zemés
tkio buvo vienintelis to meto Zmoniy pragyvenimo
Saltinis. Jdomu pastebéti, jog Siluvos klebonas neturé-
jo kar¢emos, kuri kitose parapijose Zymiai papildyda-
vo klebono izdg. Taciau ir be kar¢emos Siluvos klebo-

nas, turédamas 46 tarnybas, galéjo turtingai gyventi.

%

Apibendrinant - Siluvos parapija XVII a. sparéiai
kilo ir plétojosi. Atgavus fundacijg i$ kalvinisty, per
trumpg laika buvo ne tik atstatyta ir jrengta bazny-
&a, bet ir koply¢ia. Sve. Mergelés Marijos apsireiski-
mas padéjo jtvirtinti sielovados programa, vykdyti
Tridento susirinkimo nuostatas. Siluvos parapija
tapo viena svarbiausiy Lietuvos $ventoviy. XVII a.
isitvirtino stebuklingojo Sv¢. Mergelés Marijos su
Kidikiu paveikslo, kabojusio Didziajame altoriuje,
pagerbimo tradicija, o Siluvos koplycioje, pastaty-
toje ant akmens, prie kurio apsireiské Sve. Mergelé
Marija, buvo pagerbiamas persautasis NukryZiuotojo

paveikslas.

Nuo XVII a. pirmosios pusés Siluvos parapija
dziaugési iSskirtine vyskupy globa bei materiali-
ne parama, parapijai gausiai aukojo parapijieciai
bajorai, i§ kuriy Zymiausiais fundatoriais galime
i$skirti Gabrieliy Skaraitj, fundavusj bazny¢ioje
Sv. Kryziaus altoriy, suteikusj parama $vietimo ir
karitatyvinés veiklos plétotei parapijoje, ir Kristupa
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SILUVA PARISH IN THE 17TH CENTURY

Key words: Siluva, church, parish, foundation, priest, visitation, altar.

Summary

The Implementation of the Council of Trent programme made parishes of the Lithuanian Catholic Church flourish
in the 17th century. The foundation of the Siluva church previously seized by Calvinists was returned to Catholics in
1622. Through the 17th century, most important traditions of devotion and their ways of expression took shape in
Siluva. The Apparition of the Blessed Virgin Mary in 1608 turned the parish into one of the most important religious
centers in Lithuania. This article discusses the growth of material facilities of the parish and evolution of devotional
practices. The research is based on the visitation of the bishop Kazimieras Pacas in 1677, on the documents from the

Siluva archives and on other sources.

The Siluva parish was one of the richest in Samogitia in the 17th century. Up to 52 families of serfs (in Polish dym)
belonged to it. Samogitian bishops had the right of patronage. They always paid special attention to Siluva. The
priests of the Siluva parish through the 17th century who contributed the most to the florescence of the parish were
the canon of Samogitia Jonas Kazakevi¢ius Smolka (till 1646), the procurator of Samogitian capitula Mikalojus
Sviechovskis (till 1672) and the canon of Samogitia Joakimas Skirmantas. They always had many collaborators who

helped them in material and devotional issues.

A new church was built in Siluva just after the retrieval of the foundation. In 1641, it was replaced by a larger wooden
cross-shaped parochial church. The miraculous image The Blessed Virgin Mary with the Child was kept in the High
altar. On the sides there were the altars of The Assumption of the Blessed Virgin Mary and The Holy Cross. The
latter was founded around 1643 by Gabrielius Klausgaila Skaraitis. In 1640 Kristupas Kochanas founded by his
testament the sustenance of four mansionarists (Latin mansionarii) and chant of Hours of the Blessed Virgin Mary.

Because of this occasion the Siluva church was transformed into the prepositor in 1651. The Bishop of Samogitia

*
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Petras Parcevskis implemented its consecration. In 1664 Marija Ozemblovska Talatova gave funds for the eternal
light near the Holly Sacrament. In 1670 Jeronimas Ivanauskis looked after the construction of a new High altar. In
1674 there was created a gilded silver casing for the miraculous image. The fourth altar of All Saints was constructed

in the church.

The largest attention in the Siluva parish was paid to the nurturance of the cult of the Blessed Virgin Mary. The tradi-
tion of veneration of the image of The Blessed Virgin Mary with the Child was rooted. The shot-through image of The
Crucifix was venerated in the Siluva chapel that was built on the stone where the Blessed Virgin Mary appeared. The
parish paid special attention to the recollection of its patrons: Bishops of Samogitia and Rulers of the Grand Duchy
of Lithuania. There were special worships devoted to them. Supposedly, in the first half of the 17th century in Siluva

hospital and primary school were founded, the latter operated with pauses.

Gauta 2009 04 20
Parengta spaudai 2009 05 17
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THE IMAGE THE BLESSED VIRGIN MARY WITH THE CHILD
OF THE SILUVA BASILICA: THE PROBLEMS OF THE ORIGIN,
ICONOGRAPHIC CONTEXT AND DATING

Key words: Church history, Catholic Church, legend
of the Apparition, The Blessed Virgin Mary with the
Child of Siluva.

THE ORIGIN OF THE IMAGE IN THE CONTEXT
OF THE CHURCH HISTORY AND THE LEGEND
OF THE APPARITION

The image of the High altar of the Basilica of the
Nativity of the Blessed Virgin Mary in Siluva
The Blessed Virgin Mary with the Child is famous
for miracles and on September 8, 1786, with the
permission of Pope Pius VI, was crowned with gol-
den crowns. The image is also called The Blessed
Virgin Mary of Siluva, Our Lady of Siluva or Siluva
Madonna (Fig. 1).

The history of the Siluva church and of its image of
Mary is based on events supported by documents
and on the story, which has become a tradition,
about the Apparition of the Blessed Virgin Mary
in Siluva at the beginning of the 17th century. The
history of the Siluva church from the middle of the
19th century has been frequently discussed in spe-
cial publications of various genres or in literature
of a more general character'. For a long time con-
clusions of the first historians of the Siluva church
had not been analysed, but only supplemented with
details. In the 20th century during the interwar pe-
riod, a scientific research on the history of the Siluva
church had been undertaken, but no significant
studies were prepared. The first coherent, although
not covering all the aspects of the research, scien-

tific work was Siluva in the History of Samogitia by

Stasys Yla (Siluva Zemaiciy istorijoje. Boston, 1970).
At the beginning of the 21st century Lithuanian
scientists have been researching the history of the
Siluva church from new aspects such as the analysis
of documents, traditions of devotion, architecture
of the building and sacral art history, as well as
using new methods (research is also reflected by

this volume).

The history of the Siluva church is similar to the his-
tory of many other churches of Lithuania established
after the christening of the country in the end of the
14th and 15th centuries. The Siluva church, founded
in 1457 by Petras Gedgaudas?, after the fire at the be-
ginning of the 16th century was rebuilt by Andrius
Zavi$a or Mikalojus Kesgaila®. The son of Andrius
Zavisa, Merkelis Zavi$a, having inherited Siluva in
1532, became a Calvinist and took thought for an
establishment of the shrine of this confession. The
Catholic church, as it had happened in quite many
places of the dioceses of Vilnius and Samogitia in
the 16th century, atrophied. According to the legend
of the Mary’s Apparition in Siluva, from the decay
of the Catholic church till the Apparition (dated
1607, 1608 and 1612, at present the date of 1608 is
fixed) when the Blessed Virgin complained of the
destroyed church of Her Son, 80 years had passed.
Thus it was believed that the Catholic church atro-
phied at once after the Calvinists had established
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Fig. 1. The Blessed Virgin Mary with the Child of Siluva (view after restoration). The Basilica of Siluva, Lithuania.
An unknown Lithuanian artist. The 3rd decade of the 17th century. Oil on canvas. Photo by Antanas Luksénas, 2003.

themselves in Siluva. In 1625 Bishop Stanislovas
Kiska wrote that Calvinists had governed the church
for over a hundred years!. Today it is known that
the functioning of the Catholic church in Siluva
was not shorter: in 1551 in the complaint of the mi-
nister Martynas Mazvydas to the Duke of Prussia
about the parishioners who having crossed the
river Nemunas travelled to the Feast of Mary in
Lithuania, the Catholic church of Siluva is also men-

tioned®. In the meantime the Calvinists’ community

was strengthening; the foundation of its house of
prayer was renewed and increased in 1592 by Sofija

Vnuckiené who was raised to fame in the legend.

Through judicial process the Siluva Catholic church
was regained in 20 years (1602-1622). The process
was started by then Bishop of Samogitia, Merkelis
Giedraitis (1676-1709)°, and continued by Jonas
Kazakevi¢ius Smolka (died in 1646), a zealous
pastor raised by this bishop. He was the first par-
son of Siluva appointed after the break in 16217. On



June 21-22, 1622, the Court of the Supreme Tribunal
of Lithuania closed the case concerning the proper-
ty of the Siluva Catholic church and approved the
decree of July 13, 1621; it proclaimed that the pro-
perty of the Siluva Catholic church accrued to the ca-
non J. Kazakevi¢ius Smolka under the P. Gedgaudas’
foundation of 1457%. In 1622 the Sacraments were
started to be extended to the congregation and regis-
ter books of the Siluva Catholic parish were started
to be written’. The boundaries of the lands were fi-
nally established in 1623. In his relation to Vatican,
in 1625, the Bishop of Samogitia Stanislovas Kiska
wrote about the Siluva church that had been regained
through great efforts'®. There is no data on when its
first building was built, but this had to happen after
June of 1623 when only scanty remains of the former

church had been mentioned!'.

Usually all sources mention two wooden churches of
Siluva built in succession by J. Kazakevi¢ius Smolka:
1) atemporary church and 2) a larger one which had
survived till the erection of the present church. The
legend recorded in 1661 by the then Siluva parson
Mikalojus Sviechovskis, which will be additionally
discussed further, also mentions two churches built
by J. Kazakevi¢ius Smolka, the first, a small one, and
the second, a larger one. But here both churches
are called “sheds” (Polish szopa), in the way tempo-
rary buildings are defined'?. Started to be built by
J. Kazakevicius Smolka around 1640 and remaining
for about 125 years, a not small wooden cross-plan
church with a portico in the facade and a small tower
over the roof is not referred as temporary in docu-
ments. In the visitation act of 1677 it is written that
this church, built in 1641 [finished - R. S.], is quite
good and strong. On January 8, 1651, this church
was consecrated by Bishop Petras Paréevskis, then
the status of provostship (praepositura) was confer-
red on it". Possibly, this was the third church built
through the J. Kazakevicius' efforts. The proposi-
tion, that after 1623 in Siluva two temporary shrines
were built in succession in a short period of time
and that in 1640-1641 they were replaced by a lar-
ger and stronger church, constitutes a new version
of the particular stage of the history of the Siluva
church the consolidation of which requires additio-

nal data.

In 1760, when the future Bishop of Samogitia
(1762-1778), Jonas Dominykas Lopacinskis, was
the praepositor (praepositum) of Siluva, the archi-
tect Jonas Kristupas Glaubicas (Glaubitz) prepared
a project of the present brick Catholic shrine of
Siluva. In the course of building works and, espe-
cially, when decorating the interior, the project was
substantially changed. The walls were bricked up
to the windows till 1767, the building work was fi-
nished before 1775, and the interior was equipped
and decorated till 1786

In 1774 Bishop J. D. Lopacinskis notified the Holy
See of a newly built church in Siluva and made a
request to confer on this church the rank (status)
of infulatura and give the permission to crown the
church’s image of the Blessed Virgin Mary which was
famous for its mercies. In 1775 the Vatican satisfied
the request'®. The celebration took place 11 years la-
ter, already after the death of J. D. Lopacinskis (died
in 1778). Most probably the time was required not
only for organization of the feast, but also for crea-
tion of the church decor. The changed status of the
church and officially recognized miraculousness of
the image of the High altar had to adjust the ico-
nographical programme of the church interior. The
creator of the programme is not mentioned in the
documents. The programme could be created and
later adjusted by J. D. Lopacinskis; one cannot also
dismiss the possibility of the contribution being
made by the author of the decor, Jesuit Tomas
Podhaiski, and the praepositor of Siluva (since
1767), infulatum (since 1775) Tadas Bukota. On
September 8, 1786, the crowns were solemnly put
on the image by the Bishop of Samogitia Steponas
Jonas Giedraitis (1778-1803).

The data about the image of The Blessed Virgin Mary
of Siluva that was considered to be historical facts
and which entered into the legend, requires a sepa-

rate discussion.

In the 19th century literature it was begun to main-
tain that after the regaining of the Catholic church
Siluva started to be flocked by believers who had
been especially attracted by the image of Mary.
Motiejus Valanc¢ius mentions that in 1629, du-

ring the Feast of Mary, 11 000 Communions were
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distributed's, but he does not indicate any docu-
ment he builds upon. He could find this informa-
tion in the document indicating the date which
cannot be found at present or could adopt it from
the text of the legend recorded by M. Sviechovskis
where the need to build a larger shrine was argued
in the following way: “Having supported the parso-
nage, [J. Kazakevic¢ius Smolka - R. S.] at once built
a small shed, as he had not expected that a large
number of people would gather there straight away,
but when he saw that numbers of people flocked,
he built a larger shed. Once, when, still a youngs-
ter, I was in it during the Feast of the Nativity of the
Blessed Virgin, pastor Kazakevi¢ius, God rest his
soul, sitting at the table, said that ten thousand nine
hundred and eighty Communions alone had been
distributed”!”. This excerpt of the legend is based on
personal reminiscences of the person who recorded
them. The text speaks about the Feast of the Nativity
of the Blessed Virgin Mary, a more precise date of
which is not being indicated, which took place in
the second, larger, but temporary church. The image
of Mary is not being mentioned. The following pas-
sage speaks only about a former, destroyed, image
of Mary: “Also, it is known to all old people living
in the surroundings of Siluva that in the forest of
Siluva the image of the Blessed Virgin was found
leant (on the pine) which soon went to the hands of
heretics [Calvinists - R. S.], so was quickly burnt™!.
This happening was recorded after the story about
the regaining of the church and a miraculous clea-
vage of the stone on which Mary appeared. However
this does not specify the time of the finding and
destroying of the image: the course of the narration
of the legend does not necessarily coincide with a
chronological sequence of events. The reference to
the old people would enable us to maintain that the
destroyed image was found during the period of the
decay of the Catholic church.

The image of The Blessed Virgin Mary of Siluva,
which was in the restored church of Siluva and has
been famous for its miracles till now, is not men-
tioned in the legend, but it is as if it exist in the sub-
text of the legend and its discussed segment. The
discovery of the destroyed image of Mary as well

as the Apparition of the Blessed Virgin Herself is

presented as an extraordinary event; its reality is
grounded on the memory of old local people. The
destroying of the image is mentioned as one more
sacrilegious act by opponents of the Faith, though
the fundamental meaning of this event is different.
Like the Apparition, which reminded of the former
church and the worship of God that had taken place
there, became the seal of the Faith and the restora-
tion of the church, so the mention of the past exis-
tence and the destruction of the image highlights
why it is necessary to worship the Blessed Virgin in
Siluva and to possess and respect Her image. Mary
had graciously appeared to people in this place,
but, through the destruction of Her image, She was
downtrodden. Like the destroyed church of Her Son
was restored, so ought to be (has already been?) res-

tored Her image.

However, the passage of the legend mentioning the
destruction of the image was later discarded. In
his relation of 1748 to the Holy See, the Bishop of
Samogitia Antanas TiSkevi¢ius states, quoting the
legend, that in a chest dug out at the place pointed
by a blind old man not only documents were found
but also the miraculous image and some other
things that had belonged to the church of Siluva'.
In addition, here (and in many variants of the le-
gend published since the end of the 19th century)
it is indicated that the chest was found at the place
of the Apparition, “at a large stone’, i.e. at the place
where in the 17th century a special wooden chapel
(later rebuilt and at present a brick one) was built.
In the version of 1661 it is written that under the
directions of an old man everybody were brought to
the place “where nowadays the church still stands”
[where the present brick church stands - R. S.] and
at that place after digging a casket (Polish skrzyrnka)
with documents was found. Preparing for the so-
lemnities of the crowning of the image of The Blessed
Virgin Mary of Siluva, a new wording of the legend
was composed, which was recognized as an official
story of the Apparition and the origin of the image.
After it a long hymn was created for the solemnities
of the crowning®. M. Sviechovskis’ variant of the
legend was edited and published by L. Jucevicius
and J. Budinskis in the middle of the 19th century?'.

Bishop Motiejus Valancius evaluated some details of



the legend critically?, but later the legend was still
quoted as an accurate and reliable historical docu-

ment rather than a spiritual document.

Since from 1748 it was declared that the image of
The Blessed Virgin Mary of Siluva had been found
in the chest, it was believed that it had survived
from the first church of Siluva and had been pos-
sibly donated by the founder Petras Gedgaudas. It
was believed that the image had been brought from
Italy or that it was of a Byzantine origin®. From the
perspective of the history of fine arts, artistic and
technological properties of the image (oil on can-
vas) do not allow attributing it to either Italian or
Byzantine (and Lithuanian or Polish) painting of the
15th or even the first half of the 16th centuries. The
presence of the image in the first church is not men-
tioned in any documents from the 15th till the first
half of the 18th centuries either.

The image has been related to the period of the re-
gaining of the Siluva church only traditionally as
well. The miraculous image of the Blessed Virgin
Mary, possessed by the church that was built in
1640-1641, was mentioned in historical sources
for the first time by Bishop Jurgis Tiskevicius in his
relation of 1646 to the Holy See. In the relation of
1639 by the same bishop it was reported only about
the image of The Blessed Virgin Mary of Alvitas, fa-
mous for its miracles in the Diocese of Samogitia

(presently the Diocese of Vilkaviskis)*.

The image of The Blessed Virgin Mary of Siluva, the
altars where it was (is), voting offerings donated to
Mary at the image and other information about the
image have remained in numerous documents of
the period starting from 1677 till the beginning of
the 20th century; however, there is no reliable data

on the early history of the image there.

New data about the image was provided by the fea-
tures of the creation which had been revealed du-
ring its restoration in 2001-2003. It was found that
the original image had been enlarged after some pe-
riod of time: at the bottom, the canvas of a different
structure had been added, and on it the prolongation
of the Mary’s figure had been painted (see Fig. 12).
The “clothes” of the image of Our Lady of Siluva, the
gilded silver tin casing, donated by parson Joakimas

Skirmantas and made by the goldsmith Lawrence
Hoftman of Koenigsberg in 1674, were created for
the already enlarged image® (Fig. 2). Church altar-
pieces used to be enlarged when they were moved to
bigger altars than previous ones. In the case of the
Siluva image, till 1674 this had possibly happened
three times, as the image could be moved or had
been moved: 1) to the altar of the supposed second
temporary church (already in the third decade of
the 17th century?); 2) to the altar of the substantial
church built in 1741; or 3) to a new High altar built
in 1670%.

According to the findings of technological research
carried out during the restoration of the image in
2001-2003, the image should be dated the first half
of the 17th century. This fact enables to collate the
dates of the regaining of the church and creation of

the miraculous image, but does not specify them.

Fig. 2. The Blessed Virgin Mary with the Child of Siluva
(view with crowns and silver casing). Photo by Antanas
Luksénas, 2003.
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THE ORIGIN OF THE IMAGE IN THE CONTEXT
OF MIRACULOUS IMAGES OF MARY AND
THE PHENOMENON OF THEIR REPLICATION

In order to specify the origin of the image of
The Blessed Virgin Mary of Siluva, the analysis of the
paying homage to the prototype and the analysis of
miraculous images as well as the phenomenon of

their replication has been employed.

The first conclusions on the prototypes that had de-
termined the iconography of the Siluva image were
published only in the second half of the 20th centu-
ry. The church historian Juozas Vai$nora compared
the Siluva image to the famous image of Mary, called
Salus Populi Romani, though he indicated not their
similarities, but their differences, and maintained
that the Siluva image belonged to a different variety
of the Hodegetria iconographic type, as it depicts
not a half-length but a full-length figure of Mary
(actually, almost a full-length figure; besides, the
researcher did not possess the data indicating that
the format of the image had been changed later)?.
The affinity of the iconography and composition be-
tween the both images was also briefly indicated by
other authors of the second half of the 20th centu-
ry?®. The historian of fine arts dr. Laima Sinkiinaité
was the first to reject the legendary date of the 15th
century and, building on the stylistics of the crea-
tion, proposed a new date of the beginning of the
17th century®. After the restoration the image has
been dated the first half of the 17th century?.

The affinity of the iconography and composition of
the Siluva image of the Blessed Virgin Mary to the
already mentioned Roman icon Salus Populi Romani
is obvious (Fig. 3). Replications of this icon are very
widely spread in a whole Catholic world, especially
in the boundaries of the 16th-18th centuries. The
icon, in its title Salus Populi Romani (The Protectress
of the Roman People) immortalizing the name of
the town, is practically the most famous icon of
the Mother of God in the Eternal City. The second
name of this creation is identical with the title of the
church housing the image, that of the Papal Basilica
which is S. Maria Maggiore (Italian) or S. Mariae
Majoris (Latin). The legend that this church was
built at the site where on the 5th of August snow had

miraculously fallen determined the third variant of

the name of the creation, S. Maria ad Nives (St. Mary
of the Snows). In Lithuania the name repeating the
title of the church predominated in the 17th century,
later — St. Virgin Mary of the Snows.

The image of The Protectress of the Roman People is
a creation of medieval painting painted on a slab of
cedar in the Byzantine style (150 x 100). In 1613 Pope
Paul V beside the church founded the chapel Capella
Paolina intended for this image. The creation is con-
sidered to be one of the most genuine images of the
Blessed Virgin and is related to a legendary icon of
Mary painted by St. Luke. A lot of versions of its da-
ting exist covering the period of the 4th-10th centu-
ries. The book held in a hand of the Child would attest
that the icon was not created earlier than the 9th cen-
tury. It is maintained that the title of The Protectress
of the Roman People was conferred on this image of
Mary after the rebuff of the Langobard invasion in
1752. After the restoration of this Roman icon, which
was carried out at the beginning of the 21st century,
the dates of the 7th century (original creation) and of

the 9th century (renovation) were proclaimed?'.

Fig. 3. The icon of Salus Populi Romani. The Papal Basilica
of S. Maria Maggiore (S. Maria ad Nives) in Rome, Italy.



Although the Byzantine elements of the Roman
creation reflected in the copies misled the resear-
chers not only of the Siluva image, but also of other
replications of this icon, these copies more or less
differ from the original. Until the period of the mass
reproduction and multiplication, that became wide-
spread in the second half of the 19th century, a cor-
respondence had been sought in replications of mi-
raculous images; nevertheless, copies in the classical
meaning of this term in fine arts had been rarely
created, i.e. creations that repeat the original image
to minutiae. A replication of a miraculous image re-
peats the composition and iconography to a degree
that is sufficient for the identification of the origi-
nal. In the formal terms, replications of miraculous
paintings or statues are images of the original, we
could say, portraits created in various techniques: a
picture can be depicted in a relief or a carving, and
a statue - in a painting and etc. In carvings, some-
times in paintings and statues inscriptions indica-

ting the original used to be integrated.

The replication of Catholic images permeated in
the second half of the 16th century, during the pe-
riod of Counter-Reformation and the Reform of the
Catholic Church. Due to the decree of the Council
of Trent and the development of devotion practice,
the cult of Mary and relics, the veneration of sacred
images and the phenomenon of pilgrimage was
changing and intensifying. A replication of famous
image, similarly as a relic brought from a holy place,
necessitated the movement (translocation) of a par-
ticular cult to a new place. A replication repeats and
serves as if the original; therefore it allows to hope

for the same grace of God.

The beginning of the practice of the replication of
famous Catholic images is namely related to the
prototype of the Siluva image, Salus Populi Romani.
During the reconstruction of the Basilica of St. Peter
in the second half of the 16th century S. Maria
Maggiore became the main Roman church. The icon
of Mary present in this church was venerated by
Popes Pius V, Clement VIII (1592-1598) and Paul V
(1605-1621). In 1569 replications of this icon were
allowed to be painted and sent to missions by Pope
Pius V (1566-1672). Before the battle of Lepanto,
which took place on August 5, 1571, during the

procession of Propitiation in Rome, the Salus Populi
Romani, and not some other image of Mary, had
been carried. After the victory of the Christian al-
liance against the fleet of the Ottoman Empire the
title of The Victorious was conferred on the image
and Pius V introduced into the whole Church the
Feast of the Blessed Virgin Mary of the Snows on
the 5th of August (the day of the consecration of
the church of S. Maria Maggiore and of the battle of
Lepanto). By courtesy of the Dominican Pius V the
icon was highly esteemed in the monkhood of this
order and became an example for an image of Mary
of the Rosary. At the Salus Populi Romani St. Ignatius
Loyola said his first mass on the Christmas night
in 1538, therefore Jesuits related the icon with the
beginning of their order’s functioning. Carmelites
also believed Mary in this icon to be their special
Protectress and related a handkerchief depicted in
the icon to scapulars and sometimes substituted
them for the handkerchief*.

Both painted replications of the image of The Pro-
tectress of the Roman People and its engravings were
spreading. Until the beginning of the 17th century
far more than one copy had been brought to Jesuit
and Dominican colleges in Poland and to their and
other churches®. In the Commonwealth of Lithuania
and Poland, the cult of Salus Populi Romani was en-
couraged by the pope devouted to Mary in this icon,
Clement VIII, who, before his pontificate, had been
the nuncio for Poland. Several replications donated
or blessed by this pope were brought to the Republic
of Both Nations. Under the ruling of Clement VIII,
the Union of Brest was formed. The course of this
act is depicted in a cycle of reliefs in the Basilica of
S. Maria Maggiore. To Uniates (Greek Catholics)
this shrine and its famous icon of Mary symbolized
the union of East and West Christian Churches, so
the icon also spread in their shrines. It is believed
that first replications from Rome were brought by
first Uniate bishops®.

As the 17th century gained momentum, paying
homage to this icon of Mary in the Republic of Both
Nations was given a new boost. Dioceses of the
Grand Duchy of Lithuania belonged to the Church
Province of Poland. When questions of church art

were discussed at the Synod of Cracow of 1621, it was
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ordered to cease a secular depiction of the Mother
of God and to represent the Blessed Virgin in the
way She was depicted in the image of Czestochowa
(the Pauline monastery at Jasna Gora, Poland)®.
Besides the imitation of Mary of Czestochowa it was
requested to imitate the icon of The Protectress of
the Roman People which had been distinguished by
popes. The cult of Mary of the Snows — The Rosary —
The Victorious was very impacted by other events
of 1621, that as if supplemented the decrees of
the Synod of Cracow were. As before the battle of
Lepanto in Rome, equally so before a very important
battle of Chocim in Cracow on September 3, 1621,
the procession of Propitiation had been organized at
which a replication of Salus Populi Romani, brought
from Rome to Cracow in 1588 by Bishop Samuel
Maciejowski, was carried (see Fig. 6). Later, for the
commemoration of the events of Chocim annual
processions were organized. Therefore the Cracow

image itself was started to be replicated™.

First replications of Salus Populi Romani could have
been brought to Lithuania by monkhoods. Vilnius
(already in the 16th century) and Kraziai (in 1614)
saw the establishment of Jesuits who, still without
a seat, had started their activity in the Diocese of
Samogitia in 1583%. In Vilnius Dominicans had
functioned since old times, and in the 17th century
they established themselves and created their own
provinces in many places of the Grand Duchy of
Lithuania. Carmelites settled in Lithuania in the first
quarter of the 17th century. There is also more spe-
cific data. According to the legend, the image Mary
of the Snows of Trakeliai (Belarus), painted in the end
of the 16th century, was brought to this church from
Vilnius in 1605%. It is mentioned that the Carmelite
church of St. George in Vilnius housed an early copy
of Mary of the Snows and that this church had the
contitle (primary title) of the Blessed Virgin Mary
of the Snows™®. It is possible that the replications of
the image of the Blessed Virgin, which had helped
to win victories against heterodoxists at Lepanto and
Chocim, symbolized the Protection of Mary and
Catholic victory and thus were considered to be the
especially suitable ones for churches, regained from
reformers. Images of Our Lady of this iconography

were painted not only for the shrine of Siluva, but also

that one of Iskolda (after regaining it from reformers,
the Catholic church was built there in 1641)%.

The development of the cult of the Roman icon of
S. Maria ad Nives in the Commonwealth of Both
Nations or in the Grand Duchy of Lithuania alone
would require a separate study. In this case, it is
only possible to generally state that during the last
three decades of the 16th century and the first two
decades of the 17th century replications of this
icon spread in the Kingdom of Poland and, per-
haps only to a lower degree, in the Grand Duchy
of Lithuania. Later the circulation of images of
this iconography was stimulated by a local Church
authority, events related to the grace of Mary, and
the already established tradition. In 1653-1654 in
the churches of the Diocese of Vilnius, there were
several pictures (in Lebedzew, Miadziol (Bialorus)
and other places) named as “B. V. Maioris”*. The
data of 1674 describing the state of the same dio-
cese after a war in the middle of the 17th century
seems to disappoint. It includes 18 images of The
Blessed Virgin Mary of Czestochowa, 6 replications
of the statue of Mary of Loreto, 5 repetitions of the
image of The Blessed Virgin Mary of Trakai, and
the image of S. Maria Maggiore is recorded only
in the church of Zemaitkiemis. Nevertheless, in
several other churches there are mentions of the
image of the Blessed Virgin Mary that were called
“miraculous” (in the 17th century such descrip-
tion was used for images of Mary of the Snows).
According to data from other sources, the image
of S. Maria Maggiore was in the church of Lipsk,
and the church of Alvitas had three plates of votive

offerings with image of this icon*2.

The data of 1996 shows that in the present-day
Poland (also including creations that were in the
historical Commonwealth of Both Nations and in
Poland of the interwar period of the 20th century)
out of 172 images of Mary crowned with permis-
sion of the Vatican (paintings and statues) even 30
images are attributable to the iconography of Mary
of the Snows, 15 images are interrelated by the type
of Mary of Czestochowa (including the original
and replications) and the number of other images
characterized by common iconography drops to

several in each group®. At first glance, this seems



to be strange, as presently churches of not only
of Poland, but also of Lithuania house more rep-
lications of the image of Our Lady of Jasna Gora
(Czestochowa). The image of The Virgin Mary of
Czestochowa in Poland has become the most im-
portant image of Mary — even the symbol of the
Faith and Statehood, though as twice as many
images inspired by S. Maria Maggiore have been
honoured by the act of crowning. It is possible that
the paradox can be partly accounted for by dif-
ferences in time of creation of the crowned images.
Almost all crowned images of the type of Mary of
the Snows are earlier, created as far back as the 16th
century or the first half of the 17th century, while
among honoured replications of the Czestochowa
image later ones prevail. According to data ob-
tained by the author of this article, in the territory
of the present-day Lithuania nearly thirty formerly
existed and surviving images of the iconography
of Mary of the Snows are known; creations of the
17th century also prevail among them; there are
images of the 18th century, and later ones are rare.
Approximately the same number of altar-pieces of
The Blessed Virgin Mary of the Snows is counted in
Catholic and Orthodox churches of the present-
day Belarus*.

Thus the cult of The Blessed Virgin Mary of the Snows,
having started in the Republic of Both Nations as
far back as the 16th century, reached the apogee in
the 17th century. In the 18th century this process
slowed up and later flagged.

Not only the discussed spread of the cult of Salus
Populi Romani in the Catholic world and Lithuania
shows that believers of the 17th century must have
known that a gracious Siluva image was a replica-
tion of the famous Roman icon. The published
quotation of O. Ivagkevic¢iuté-Katliauskiené’s testa-
ment of October 9, 1681 indicated that the testatrix
had requested to bury her body “in the church of
Sidlava by the Saint miraculous image of Maiden
Mary renowned in the whole world for Her mira-
cles”. The words “in the whole world” suggest that
the Mary mentioned here is the Blessed Virgin in
Her image of The Protectress of the Roman People,
specifically, the copy of this image which is in the

Siluva church. Later, as it has been mentioned, the

Siluva image of Virgin Mary was related not to
its prototype, but to the initial foundation of the

church.

THE SILUVA IMAGE IN THE CONTEXT OF ITS
PROTOTYPE AND RELATED IMAGES

The data on the prototype and its spread through its
replications shows the most general reasons for the
choice of the iconography of the Siluva image and
supports the knowledge about the possible period
of its creation; however, it does not specify circums-
tances of its creation. In the Catholic Church, repli-
cations of honoured images of Mary usually became
renowned and were replicated. Yet it is difficult to
establish what constitutes an immediate prototype
of one or another replication. Not only in Lithuania
a creation would be produced looking not at the ori-
ginal itself, but at its replication, a replication of a

replication or an image in an engraving.

To carry out a research of the origin of the painting
(a time, a place and a possible immediate example
used by a painter), let us build on a comparative
iconographic and, as much as it is necessary, stylistic
analysis. Then let us compare the Siluva image with
the prototype and other early replications of Salus

Populi Romani in Poland and Lithuania.

In the Roman icon of S. Maria Maggiore the Blessed
Virgin is depicted down to the hips, standing,
robed in a maforium and holding the Child on Her
left arm. From other creations of the same (rather
broad) iconographic type of Hodegetria it differs
in several details: 1) Mary’s hands, laid one on the
other, 2) a handkerchief held in the left hand (in
Byzantine tradition, it is a sign of a lady of the court;
in Western tradition, it characterizes Mary as a
Sovereign or a Queen), 3) a Greek cross, painted on
the maforium covering Her forehead and 4) a star,
depicted on the right shoulder. Because of this and
because of specific details of the rendering of depic-
ted figures, Salus Populi Romani and its imitations
make a specific subtype of Hodegetria which can
be also named as a minor iconographic type or the

iconographic type of a miraculous image.

The view of the Siluva miraculous image before its

restoration and after (see Fig. 1) testifies that its
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Fig. 4. The Blessed Virgin Mary of Siluva. Ca 1684.
The copper engraving from the book by J. Drews. Methodus

peregrinations... Vilnius, 1684. Photo from a personal
collection of Jolita Liskeviciené.

iconography and the iconography of the Roman
original (see Fig. 3) are identical. However, painted
not with tempera on panel, but with oil on canvas,
the Siluva image and its figure of Mary are substan-
tially higher, the top of the painting is wavy and
there is a slight difference in silhouettes and pos-
tures of the figures. An even greater difference is
observed in the types of the Blessed Virgin and the
Child, the colouring and the nature of drawing and

brushwork.

The form of the Siluva image and, thereby, the ren-
dering of the Mary’s figure nearly down to the knees
were determined by later remakes. It has been al-
ready mentioned that in the 17th century during
one of the movements to a larger altar the length of
the painting was increased by 20-25 cm. The arched
top profile characteristic to Rococo style paintings
was formed later, before 1786, when moving the al-

tar-piece to the present-day altar. In the engravings

created before the crowning of the image, the crea-
tion is portrayed as a rectangle. In this respect, it
is less possible to build on the copper engraving
of 1684, included in a mariological publication
(Fig. 4)*, which bears greater resemblance to the
Roman original and, therefore, was most probably
created on the basis of the engraving of the latter.
The picture of the Siluva image is rather accurately
rendered and represented as a rectangle by a cop-
per engraving of 1775-1778 (Fig. 5). The inscription
indicates that it was created at a time of preparing
for the celebration of the crowning of the image and
when Bishop J. D. Lopacinskis was still alive*. The
frame of the image depicted in the engraving also
differs from the present one which has a wavy top
decorated with the fretwork of the Rococo style.

In the course of history, not just the shape of the
image, but also the pictorial representation has

changed. The image was renewed by the painter

restorer Janina Bilotiené, restoring its initial view.
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Fig. 5. The Blessed Virgin Mary of Siluva. Ca 1775-1778.
Copper engraving. LDM. Senoji Lietuvos grafika.
XVI-XIX a. Vilnius: Vaga, 1995, Fig. 79.



Fig. 6. The Blessed Virgin Mary of the Rosary of Cracow. The Dominican Basilica of Holy Trinity in Cracow, Poland.
Z dawna Polski tys krélowg. Szymanéw: Siostry Niepokalanki, 1996.

After the restoration the Siluva creation retained
the manner of representing the figures with greater
gracefulness characteristic to this image, but its co-
lours were lightened, outlines have become gentler,
a rhythmic structure of the pleats has been empha-
sized and facial features have considerably changed

and become more harmonious.

The development of devotion and Catholic art in
the Grand Duchy of Lithuania and Poland were
related, therefore let us compare the Siluva image
with its “sisters” (replications of the same Roman
prototype that belong to the period covering the
end of the 16th century and the first half of the 17th
century) from the whole former Republic of Both
Nations. Approximately contemporaneous with the

Siluva image and earlier creations have been cho-
sen. Having looked through these creations it has
become evident that some of them are related to
the Siluva image only by the scheme of iconography
and postures of the figures; others show a better re-
semblance; and third ones are characterized by not
only the same iconography and composition, but
also by repeated specific details. Using other aspects
of comparison would allow us to distinguish more
groups of images of Mary of the Snows. This suggests
that these images of the Mother of God were created
by painters representing different styles, more than
one school of fine arts and a different professional

craftsmanship, and used different immediate proto-

types.
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Among the first group of the most different from the
Siluva image creations the following can be men-
tioned: the image The Blessed Virgin Mary of Krypno
(Mother of Consolation of Krypno, former Diocese of
Vilnius, now Poland; the end of the 16th century (?);
tempera on wood, 115 x 79); the already mentioned
image of the Basilica of the Holy Trinity in Cracow,
traditionally called The Blessed Virgin Mary of the
Rosary (it is noted that it was brought from Rome
in 1588, famous since 1600; oil on canvas, 130 x 96)
(Fig. 6); the image The Blessed Virgin Mary with the
Child (Lady of Kujawy) of the former Reformed
Dominican church of Ostrowas (Ostrowgs, Poland;
dated the 16th century; oil on canvas, 135 x 99); and
the image The Blessed Virgin Mary of the Rosary of
the former Dominican church in Poznan (Poland;
according to the tradition, it is derived from the

15th century, while according to the style and data,

Fig. 7. The Blessed Virgin Mary of Lvov. The former Jesuit
church in Lvov, Ukraine. At present in Wroclaw, Poland.
Z dawna...

it is dated 1621; oil on oak, 135 x 102)*. Actually,
the Ostrowas image is typologically related to Siluva
by the legend about its special origin: the image was
purportedly discovered by a shepherdess pasturing
a herd. Meanwhile a typological affinity of the image
of Mary can be seen in the nature of idealization of
the depicted figures characteristic of Poznan and
Siluva images: faces are serious, gentle and of subtle

features.

The image The Blessed Virgin Mary of the Scapular of
the former Carmelite church of Linkuva (repainted,
preliminary dated the end of the 16th century -
the first quarter of the 17th century; oil on canvas,
140 x 80) and the image of Mary of the Snows of the
Skapiskis Dominican church (the second quarter of
the 17th century (?); oil on canvas, 120 x 60) or the
image of Our Lady from the High altar of Saint Lipka
(Szwi@ta Lipka, Poland; by Bartholomeus Pensa,
Vilnius; before 1640; oil on canvas, 208 x 147)* dis-
play unlike artistic qualities, stylistics and types of
the depicted figures, and all of them substantially

differ from the Siluva image.

A better likeness to the Siluva image is detected in
the creations attributable to a conditional second
group. The image The Blessed Virgin Mary of the
former Jesuit church in Lvov (Ukraine; at present in
Wroclaw; oil on wood, 200 x 100) is considered to be
one of the first replications of Salus Populi Romani
donated by Jesuits of Jaroslav (Poland) to Jesuits of
Lvov in the end of the 16th century (Fig. 7). It is
related to the Siluva image by a similar composition,
proportions of figures, certain details characteristic
to the type of the depicted figures, many of the co-
lours and a size. In addition, in the background of
both images, from the sides of the Mary’s nimbus
the arches of clouds are rising, except that in the
Lvov image the clouds are also shrouding the beams
of heavenly light coming from above (an implied
gloria of the sign of the Divine). The image of The
Blessed Virgin of Podkamien Dominican church
(Podkamien, Ukraine, Volyn; at present in Wroclaw,
Poland; the first half of the 17th century; 150 x 100)*!
shows an affinity not only with the Roman proto-
type and the above mentioned images of Mary from

Cracow and Lvov, but also with the Siluva image.



Fig. 8. The Blessed Virgin Mary of Letychiv (view with
silver casing). The former Dominican church of Letychiv,
Ukraine. Since 1945 in Lublin, Poland. Z dawna...

Creations that display the greatest resemblance to
the Siluva image are dated the period of the end of
the 16th to the first half of the 17th centuries. The
creation that should be first distinguished from
the rest in this group is the image of Mary of the
Snows of the former Dominican church of Letychiv
(JIetnuis, Latyczow, Ukraine, Podol; moved to the
Cathedral of Lutsk in 1925 and taken to Lublin in
1945; oil on canvas, 128 x 92) (Fig. 8). In the end of
the 16th century the image was brought from Rome
where it had been blessed by Pope Clement VIIL
With respect to the miracle and typologically close
relations of Siluva with the Reformation, a legen-
dary story of the Letychiv image is worth mentio-
ning. Elzbieta, the wife of the elder of this place, re-
former Jan Potockis, a Catholic herself, persuaded
her husband to allow the Dominicans to establish
themselves in the place. One night in their chapel
with the image an unearthly light shone out. Having
rushed in to fight the supposed fire, the elder, af-
fected by that unearthly phenomenon, converted

and later also gave the Dominicans his castle®.

The Letychiv image of Mary (Fig. 9) is similar to the
Siluva image in composition and colouring qualities,
in the folds of clothes, especially those of the Child,
and in the silhouette, shape and bright yellow colour
of nimbuses. Repetition is evident in similar slender
necks, the subtlety of the Child’s facial features and
hairstyle. The creations differ in the depiction of the
face of the Blessed Virgin which is more like that
of the Roman prototype, thus is more raw-boned
and not so oblong, as well as in a dark background
of the image without clouds. The Letychiv image
has a stream of heavenly light above Mary’s head.
The background of the Siluva image, faded and se-
veral times repainted, is devoid of this element, but
the stream of light above Mary’s head could have
been there as well (this specific meaningful detail
supplementing the iconography of the original is
quite typical of the replications of S. Maria ad Nives
from the period of the end of the 16th to the first
half of the 17th centuries). The Letychiv and Siluva
images also differ in an artistic manner. The stylis-
tics of the first image in principle does not contra-
dict the knowledge that the picture was painted in
Rome. The second creation is attributable to a local

Lithuanian artist.

The present view of the image Our Lady of Zielenice
of the Zielenice church (Poland; brought from the
Jesuit noviciate from Cracow in 1613; 123 x 80)
(Fig. 10)* was created (recreated) in the second
half of the 20th century, however, it is evident that
its initial image must have been very similar to the
Letychiv image of Mary. The Zielenice image was in
Cracow for some time, and Cracow was a place with
which Lithuanian monkhoods, Church hierarchs
and noblemen maintained a close relationship. While
the Lutsk and Letychiv images were related with
Dominicans, the Zielenice image was related with
Jesuits, whose activity in the Diocese of Samogitia
had started earlier than that of Dominicans and

who highly venerated the Siluva image of Mary.

Several images of the Grand Duchy of Lithuania
should be also mentioned. The Blessed Virgin Mary
of the Snows from the Nesvizh former Benedictine
church (Belarus; founded in the end of the 16th
century) is dated the first half of the 17th centu-
ry and is considered to be painted on the basis of
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Fig. 9. The Blessed Virgin Mary of Letychiv. Miejsca Swigte
Rzeczypospolitej. Leksykon. Krakéw: Znak, 1998.

an accurate replication of the Roman prototype™.
Although the features of the prototype are repeated
more accurately in Mary’s face and the nimbus is
composed of rarer and slightly wavy beams, this
image shows a great affinity with the Siluva creation.
A close repetition can be noticed in the structure
of the pleats of clothes, Child’s facial features and
His hairstyle. An old photograph of the image of
St. Theresa church in Vilnius (painted before 1631?)
reveals that it is related to the Siluva image of Mary
by the background of clouds and the drawing of
Jesus’ clothes®. The image The Blessed Virgin Mary
of the Snows of the Paparciai former Dominican
church (the second half of the 17th century; oil on
canvas, 120 x 60) (Fig. 11) is again characterized
by a different artistic manner and colouring, but the
composition and its details (the pleats of the Jesus’
clothes and other) repeat once again. Although
this creation is later than the creations of the third
group that have been mentioned above, it could be
inspired by the same immediate example (or exam-
ples). Images of Mary of the Snows later than this
one do not display any specific details typical of

images of the third group, unless they are replica-

tions of the discussed images.

The comparison of some pictures, those of Letychiv,
Siluva, Zielenice, Nesvizh, Vilnius Carmelite and
Paparciai (it would be possible to find several others)
has highlighted their affinity. The Siluva image of
Mary pertains to this group of paintings even more
if it is seen in a virtually reproduced initial form,
without the later bottom and with removed corners
(Fig. 12). The comparison has also revealed distinc-
tive features of the Siluva image. The painter of this
picture not only made the figures more graceful, but
also added sphericity to faces and other nuances
characteristic of his manner. The Child’s head, dif-
ferently from the prototype, is almost not reclined,
but initially this was not so clear, as the silhouette of
the head is changed by a faded initial line of the oc-
ciput. Summing up it can be said that, comparing to

pictures painted in Italy, the Siluva image was crea-

ted in a less academic manner and is characterized

Fig. 10. The Blessed Virgin Mary of Zielenice. The church of
Zielenice, Poland. Z dawna...



Fig. 11. Our Lady of Paparciai. The former Dominican
church of Paparciai, Lithuania. Photo from KPCA.

by features of provincial fine arts; however, it has a
strong influence on the spectator by its spirituality,
accumulated mood, spiritual atmosphere created in

it and is fraught with subtlety and mystery.

The summation of the presented examples and the
data about them enables us to maintain that the ear-
liest images of Mary that are very similar to the Siluva
image and which are found in Poland and Lithuania
are dated from the period of the intersection of the
16th-17th centuries. Some of these images are con-
sidered to originate from Rome. Besides the images
painted in Rome there could have existed an en-
graving (engravings) not known to the author of this
article which could determine certain specific pro-
perties of the images of Mary of the Snows painted
both in Italy and in Poland and Lithuania.

Turning back to the question of dating it has to
be stated that the comparison of the Siluva image

to creations that are most similar to it and which

were created in the end of the 16th - the first half
of the 17th centuries does not contradict the dating
determined on the basis of historical data, but still
does not specify it. Thus so far it is possible to sug-
gest a double dating of the Siluva image. On the
one hand, on the basis of the stylistics of the crea-
tion, general data on the church history and the
fact that theoretically it is possible that the creation
had been painted (for another place?) before regai-
ning the church, and being aware that in 1646 it was
already famous for its miracles in the church built
in 1641, the image can be dated the second-fourth
decades of the 17th century. On the other hand,
the analysis of the church history and the legend as
well as peculiarities of the approach towards Mary
relating to features of some dated images of Mary
of Lithuanian shrines (Tytuvénai and the Gates of
Dawn) enable the author to consider the date of the
third decade of the 17th century as the most cre-
dible one. In order to corroborate and specify it a

Fig. 12. The Blessed Virgin Mary with the Child of Siluva.
A virtual reproduction of the initial form.

*
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search among documents reflecting the history of
the Siluva church is required. Additional data can be
discovered carrying out the research on artistic and
other activity of Jesuits, Dominicans and Carmelites
in Lithuania. To the purpose there would also be
an exploration of analogues of this image, most of
which are partially hidden by metal casings, and
studies of the history of these creations.

Mysteries have their value, as well and facts not al-
ways speak more than legendary truths. The argu-
ments and the data presented in the article do not
deny the idea highlighted in a traditional account
about a miraculous return of the image to Siluva:
the image of the Blessed Virgin Mary in the most ge-
neral sense, i.e., veneration of Mary, having entered
this rather back-country in the middle of the 15th
century returned there during the first decade of the
17th century bringing fame to Siluva. An ordinary
place of Lithuania became a special spiritual centre.
This is a miracle the part of which is the discussed

image at which miracles continue to be asked for.
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Regimanta STANKEVICIENE

SILUVOS BAZILIKOS PAVEIKSLAS SVC. MERGELE MARIJA SU VAIKELIU:
KILMES, IKONOGRAFINIO KONTEKSTO IR DATAVIMO PROBLEMATIKA

Reik$miniai Zodziai: Baznycios istorija, Kataliky bazny¢ia, Apsireiskimo legenda, Siluvos Dievo Motina,

Siluvos Sv¢. Mergelés Marija su Vaikeliu.

Santrauka

Siluvos Sv¢. Mergelés Marijos Gimimo baznycios, dabar bazilikos, istorija yra susijusi ne tik su ryskiau nei kitur pasireis-
kusiomis tarpkonfesinémis XVI-XVII a. kovomis, Marijos apsireiskimo Siluvoje garsu, bet ir ypatingu Sv¢. Mergelés
pagerbimu Siluvos paveiksle. Sovietme¢iu nesékmingai siekta sumenkinti Siluvos, kaip vieno i§ svarbiausiy Lietuvos
kataliky sanktuariumy su stebuklingu Dievo Motinos atvaizdu, svarbg. Garsiausias bazilikos paveikslas — Sv¢. Mergelé
Marija su Vaikeliu, dar vadinamas Siluvos Sv¢. Mergele Marija, Siluvos Dievo Motina, Siluvos Madona.

Apie Siluvg, pradedant XIX a. vid., rasyta daugiau, nei apie bet kurig kitg buvusios Zemaiciy vyskupijos bazny¢ig ir
beveik tiek pat kaip apie garsiausias Vilniaus $ventoves. Siluvos bazny¢ios istorija, garsiojo jos paveikslo kilmé ir is-
torija tapo suvokiamos ne vien i§ dokumentais pagristy jvykiy, bet ir pasakojimais bei rastu sklidusio, vis paredaguo-
jamo ir galop nekintanéia tradicija tapusio pasakojimo apie Sv¢. Mergelés Marijos apsireiskima. Kritiskai analizuoti
paveikslo istorij bandyta, bet Siluvos Sv¢. Mergelé Marija, kaip meno kirinys, iki XXI a. pr. démesingiau netirtas.
2001-2003 m. vykes paveikslo restauravimas suteiké proga pastudijuoti paveikslo istorija, jo sukiirimo laikotarpio kon-
teksta, kuris susijes ne tik su Lietuvos dailés, bei ir su paveiksly pagerbimo visoje Kataliky bazny¢ioje istorija. Isanalizuota
apie Siluva skelbta literatiira, gausts archyviniai $altiniai, surasti duomenys apie kitus, panasius Sv¢. Mergelés paveiks-

lus. Tyrimai atskleidé ne viska, bet Siluvos paveikslo istorinis ir meninis kontekstas tapo aigkesni.

Siluvos baznycia 1457 m. fundavo didikas Petras Gedgaudas. Jai sudegus, apie arba po 1500 m. pastatyta nauja.
Merkeliui Zavisai, kuriam Siluva atiteko 1532 m., $ioje vietoje jkurdinus kalvinus, dar tebeveike ir kataliky bazny¢ia:
Martyno Mazvydo ganytiniai apie 1551 m. per Marijos atlaidus vyko i Lietuvos bazny¢ias, tame tarpe ir i Siluva.
XVI a. antroje puséje kataliky baznyc¢ia Siluvoje sunyko. Nauja kalviny fundatoré Sofija Vnuckiené 1592 m. naujai
jteisino ir padidino kalviny valdas. 1602 m. vyskupo Merkelio Giedrai¢io pradéta Siluvos kataliky baznycios atgavi-

mo byla 1622 m. baigé pirmas (po atgavimo) $ios parapijos klebonas kanauninkas Jonas Kazakevi¢ius Smolka.

1623 m. teminimi senosios bazny¢ios pamatai. Neuzilgo J. Kazakevi¢ius Smolka pasiripino pirmosios mazos ir
laikinos bazny¢ios pastatymu. Tikrintina prielaida, ar po keliy mety jis nepasirtipino antros, didelesnés bazny¢ios
surentimu. Jo pastangomis 1640-1641 m. igkilo ir tvirta mediné, iki dabartinés Siluvos bazny¢ios sumirijimo i3-
stovéjusi, baznycia. Tarpkonfesiniai nesutarimai Siluvoje tuo nesibaigé ir tapo ilgalaikiu, apie $imtmetj uZsitesusiu
konfliktu. Dél kataliky aktyvumo, bazny¢ios atgavima lydéjusiy ypatingy jvykiy bei Sv¢. Mergelés teikiamy maloniy
Siluvos baznycia éme garséti kaip ypatingas katalikybeés Zidinys.

1625 m. Zemailiy vyskupo raste Sventajam Sostui ragoma apie sunky, bet sékmingg $ios baZnycios atgavima.
1646 m. reliacijoje vyskupas Jurgis Tiskevi¢ius jau pranesa apie bazny¢ioje esantj malonémis garsy Sv¢. Mergelés
paveikslg. Tai anks¢iausia istoriné Zinia apie §j kitrinj. Nuo 1748 m. kai kuriuose Sv¢&. Mergelés apsireiskimo Siluvoje
istorijos variantuose nurodoma, kad paveikslas kartu su dokumentais rastas skrynioje, kuri, lydint praregéjimo ste-
buklui, iskasta po apsireiskimo jvykiy. Ta¢iau 1661 m. uzrasytame pasakojime apie apsireiskimg ir Siluvos bazny¢ios
atgavima ragoma tik apie i§ Zemés iSkastus dokumentus ir minimi seny zmoniy prisiminimai apie girioje rasta, bet
kalviny sunaikinta Marijos paveiksla. XX a. kartais skelbta, kad stebuklingg paveikslg, gal atsiveZta i§ Romos, Siluvos
bazny¢iai galéjo dovanoti pirmasis jos fundatorius, taciau §j teiginj griauna jau vien tai, kad paveikslas nutapytas

aliejiniais daZais ant drobés, o tokia technika i$plito véliau.



Butina nurodyti, kad Siluvos paveikslas i$ pradziy buvo mazesnis, jo apacia pridurta véliau. 1674 m. padaryti meta-
liniai aptaisai taikyti jau dabartiniam karinio dydziui. Tad paveikslas buvo padidintas arba apie 1641 m., perkeliant
i nauja, didesne bazny¢ia, arba 1670 m., perkeliant j nauja Didjjj altoriy. Paveikslo istorija nuo XVII a. astuntojo
desimtmecio iki $iy dieny atspindi i$like gausais dokumentai ir apradymai literataroje, ta¢iau negalima pasakyti, kad
visa ai$ku. Net paveikslo kartnavimo, jvykusio 1786 m. rugséjo 8 d., istorijoje dar yra neistirty detaliy: leidimas §j

akta atlikti buvo gautas 1775 m., o visa realizuota po vienuolikos mety.

Istoriniai duomenys teleidzia teigti, kad paveikslas sukurtas prie§ 1646 m. Tuomet jis jau buvo garsus, bet XVII a.
paveikslai i$garsédavo labai greitai, ta¢iau nei greitas, nei létas $§lovés augimas nebuvo norma, tad $itai datavimo
nepalengvina. Istorines Zinias papildo duomenys apie Siluvos paveikslo pirmavaizdj, palyginimas su ikonografiniais
bei stilistiniais analogais. Siluvos paveikslas yra kopija Marijos paveikslo — ikonos, kuri yra ne tik garsiausias Romos
miesto, bet ir vienas i§ zymiausiy kataliki$ky Marijos atvaizdy. Skirtingai nuo kopijy siauraja termino prasme, malo-
ningyjy $ventujy paveiksly kopijos, bent jau praeityje, nebuvo visiskai tikslios, taciau i§ kompozicijos ir svarbiausiy
detaliy pirmavaizdj jose visada galima atpazinti. Siluvos paveikslo pirmavaizdis yra Romos S. Maria Maggiore bazi-
likos Capella Paolina koply¢ios altoriaus paveikslas, vadinamas Salus Populi Romani (Romieciy Globéja), S. Maria
Maggiore arba S. Maria ad Nives (Sv¢. Marija Snieginé). Paveikslo kilmé siejama su $v. Luko sukurtu Marijos at-
vaizdu. Zinoma, paveikslas nutapytas véliau, bet yra labai senas, nes jau IX a. pertapytas. Siluvos paveikslo pirma-
vaizdis labai svarbus tuo, kad jis tapo pirmu maloningu Marijos atvaizdu, kuris imtas organizuotai kopijuoti ir taip
skleisti po visa katalikis$ka pasaulj. Iki tol tiksliai kartoti maloningus paveikslus netgi drausta. Pirmosios S. Maria
Maggiore bazilikos paveikslo kopijos sukurtos Pijaus V leidimu 1569 m. Sis popiezius Kataliky bazny¢ioje jvedé
ir Sv¢. Mergelés Marijos Snieginés $vente. Romieciy Globéjos paveikslui ypatingg démesj rodé beveik visi XVT a.
II pusés—XVII a. pr. popieziai. Bendroje Lietuvos ir Lenkijos valstybéje S. Maria Maggiore kopijas platino Bazny¢ios
hierarchai, jézuity, dominikony, karmelity ir unity bazilijony vienuolijos. Kelios i§ pirmyjy kopijy buvo atgabentos
i Lenkijos jézuity kolegijas, paveiksly i§ Romos buvo atsivezta Klemenso VIII (1592-1598) pontifikato metu. XVII a.
I puséje Lenkijoje ir LDK Své&. Mergelés Marijos Snieginés kultas, tad ir atvaizdo kopijos, labai paplito. Sis reigki-
nys tesési, ir ne viena kopija pati i$garséjo prie jos patiriamomis ypatingomis malonémis. Tarp gausybés Lenkijos,
Lietuvos, Ukrainos, Baltarusijos ir Latvijos valstybése tebesanciy tokiy paveiksly, daugiausia bendry bruozy su
Siluvos Marijos atvaizdu yra tuose, kurie nutapyti paskutiniais XVT a. deSimtmeciais Italijoje (?), arba XVII a. T pu-
séje jau Abiejy Tauty valstybéje. Pats panasiausias yra apie 1594-1597 m. i§ Romos atveztas, nuo 1606 m. Lety¢ivo
(Jletnuis, Ukraina, Podolé) dominikony bazny¢ioje buves, paveikslas (dabar yra Liubline). Sis ir Siluvos paveikslai
itin panasis net detalémis. Tiesa, Siluvos Své. Mergelés Marijos paveikslas laikui bégant buvo padidintas, o jo vir§us
apipjautas pagal dabartinio Siluvos DidZiojo altoriaus arkos forma. Dailininko maniera ir stilistinis kontekstas bus
nulémes tai, kad labiau pakeisti Marijos veido bruoZai. Be Letycivo paveikslo, su Siluvos Marijos atvaizdu galime
lyginti ir dar vieng kita Lenkijos, Baltarusijos, o ir Lietuvos paveiksla, t. p. ir XVII a. 3 deSimtmetyje sukurta, kitos
ikonografijos Tytuvény bazny¢ios DidzZiojo altoriaus Své. Mergelés Marijos su Vaikeliu paveiksly. Provincinés dailés
pozymiai rodo, kad Siluvos paveikslas sukurtas vietinio dailininko. Pavyzdziu jam galéjo biti Letycivo paveikslo
analogas arba abu jie (ir dar kiti paveikslai) sukurti pagal tapaty raizinj.

Pirmavaizdzio istorija bei analogy nustatymas patvirtina istorinius duomenis, kad paveikslas sukurtas ne anksciau
kaip XVII a. pradzioje, ir ne véliau kaip iki 1740-1741 m. Manant, kad paveikslas nutapytas atgautai Siluvos baz-
ny¢iai, labiausiai jtikimu sukarimo laikotarpiu laikytinas XVII a. tre¢iasis desimtmetis su galima desimtmecio pa-
klaida j abi puses. Kas, kieno uzsakymu nutapé paveikslg ir kada tiksliai jis atsirado Siluvoje, tebelieka paslaptis. Jos
issiaiskinti gali nepavykti. Ta¢iau tikslis faktai ne visada svarbiis. Zinome, kad paveikslas sukurtas epochoje, kurioje
apsisprendimus lydéjo ne tik kovingumas (daves ne tik teigiamy, bet ir neigiamy vaisiy), bet ir dvasinis aktyvumas,
harmonijos siekis. Sias laikotarpio savybes ir atskleidZia Siluvos paveikslas, kuris sukurtas akademijose neistobulinta
maniera, taciau yra kupinas jtaigos, subtilumo ir taurumo.

Gauta 2009 08 25
Parengta spaudai 2009 09 08
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The factum historicum is not an interchange-
able symbolic cipher for biblical faith,

but the foundation on which it stands:

Et incarnatus est - when we say these words,
we acknowledge God’s actual entry into

real history.

Joseph Ratzinger (Pope Benedict XVI)*

The Basilica of the Nativity of the Blessed Virgin Mary
in Siluva is the only shrine in Lithuania which deco-
ration develops so many different sides of the subject
of the Jesus Christ’s established Church, because here
this subject is related to the Apparition of the Virgin
Mary in Siluva in 1608. The Basilica of the Nativity of
the Blessed Virgin Mary is a very valuable creation
of art in various aspects belonging to the second part
of the 18th century and embracing features both of
the epoch of late Baroque and early Classicism. The
whole of the interior of this Basilica (sculptural de-
cor, altar-pieces and equipment) was created as the
essence of the Triumphant Church after the Council

of Trent and as a particular quintessence.

Studies about the Siluva parish and its churches have
comprised papers on various aspects as, for ins-
tance, research on the circumstances of the Mary’s
Apparition, complicated peripeteias of the history,
the problematics of the image of The Blessed Virgin
Mary with the Child and manifestations of devotion.

However, the art of this shrine and, especially, its

content and meaning have received neither any dee-
per interest nor comprehensive research attention?.
Therefore, the object of the research is miscella-
neous creations of art and equipment of the interior
which was created till 1786. The aim of the research
is to reveal a distinctive and multiplex iconographi-
cal programme of this shrine, to name its possible
authors, to discuss the artistic expression of decora-
tion and to highlight the value of the original work
of the sculptor Tomas Podgaiskis.

Forastart,some observations concerning the present
day church are worth mentioning. In the middle of
the 18th century a wooden church in Siluva, which
had been built more than a hundred years ago,
seemed to be too small and too plain. In 1755 in his
message to the Holy See bishop Antanas Tiskevicius
wrote: “I have resolved to build a stone church in
Siluva where a miraculous image of the Mother of
God has been extending mercies in great abun-
dance. Because of this reason, on the occasions of
the feasts of the Visitation and Nativity of the Virgin
Mary there gathers a numerous crowd of people even
from Vilnius and other dioceses™. Bishop Antanas
Tiskevi¢ius commissioned the erection of the church
to the then prelate Jonas Dominykas Lopacinskis
who started the building work in 1760 from his own
funds. The most amazing thing was that he together
with vicar Petras Paciuipis started to dig the founda-
tions of the new stone church “around the old woo-
den church without demolishing the latter, as it was

necessary for service”™. Shortly after the death of



bishop Antanas Tiskevicius, J. D. Lopacinskis as “a
talented and high-energy priest” was consecrated as
a bishop of Samogitia in 1762 (Fig. 1). Therefore, his
works were continued by the priest P. Pac¢iuipis and
after the death of the latter since 1767 by an alum-
nus of Vilnius Jesuit Academy appointed as a prepo-
sitor, Tadas Juozapas Bukota, who stayed in Siluva
until his death in 1795. Having arrived to Siluva at
the age of barely 27, Tadas Juozapas Bukota became
inseparable “from that stone church which he had to
further build, complete and decorate”. During the
curacy of T. J. Bukota around 1775 the church was

completed and its interior created in a decade.

Fig. 1. An unknown Lithuanian artist. The portrait
of Samogitian Bishop Jonas Dominykas Lopacinskis
(1762-1778). The 3rd quarter of the 18th century.
Oil on canvas. Kaunas Archdiocesan Museum.
Photo by R. Valinciite-Varné.

By the bull of the 15th September 1775 Pope Pius VI
conferred the Church of the Nativity of the Blessed
Virgin Mary in Siluva the title of praepositura in-

fulata which verified the singularity of the church.

The said title signified that beginning with Tadas
Juozapas Bukota parsons infulatus of Siluva could
wear a mitre, a ring and use a pastoral staff and
other bishop’ insignias during service. On the 15th
January of the same year the Chapter of St. Peter’s
Basilica in Rome granted the permission to crown
the image of the Mother of God which was famous
for its mercies, though at that time the shrine of
Siluva was still being “decorated spending for that

need not inconsiderable sums”®.

Having completed the whole work of interior equip-
ment, on the 8th of September, 1786 the Bishop of
Samogitia and Duke Steponas Jonas Giedraitis so-
lemnly crowned the image of the Blessed Virgin Mary
with golden crowns. And after two days, on the 10th
of September, the church was consecrated by Tadas
Juozapas Bukota who had already been nominated

the suffragan bishop of Samogitia by that time.

ON THE INTERIOR OF THE BASILICA
AND ITS CREATORS

The church of Siluva, created in twenty-six years,
is probably the last such a solid monument of late
Baroque sacral architecture in Lithuania which for
more than two hundred years has retained almost
unchanged decor and equipment of its interior”.
This two-tower church of compact size and verti-
cal proportions is distinguished from other shrines
of that time for its unplastered walls of red bricks.
Its architecture is enriched by two pediments: of an
expressive and wavy silhouette at the western faca-

de and a snipped and graceful one, rising over the
presbytery.

The church is three-naved and its space is of a hall
type, i.e. of the same height. The middle nave which
is twice as wide as the side naves (a characteristic
feature of Baroque churches) extends to the presby-
tery of the same height and width which ends with a
three-wall apse (Fig. 2).

The space of the inside is characterized by ascent
which was perfectly used by the earlier mentioned
interior decorator Tomas Podgaiskis. During the
period of twelve years (1775-1786) in the church of
Siluva he created a festal and unbroken ensemble of

sacral equipment.
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Fig. 2. The prospect of the interior of the Basilica of the Nativity of the Blessed Virgin Mary in Siluva.
Photo by R. Valinciité-Varné.

The basis of the interior decoration is provided by
a deeply meditated multilayer ideological program-
me which can be distinguished for the harmony of
the whole. This iconographical programme is un-
doubtedly attributable to great iconographical pro-
grammes that are characteristic of Baroque shrines.
Unfortunately, information about its creators that
would be based on archival documents could not be
found (this happens nearly always when one tries
to find out authors of ideological programmes).
Nevertheless, it can be assumed that the inspiration
for this programme was bishop Jonas Dominykas
Lopacinskis, with contribution probably made by
the church architect Jonas Kristupas Glaubicas.
Definitely, while creating this programme they
were cleverly aided by the earlier mentioned priest
T. J. Bukota. This could be indirectly proved by a
perfect multilayerness of the programme as sepa-
rate themes and subthemes harmoniously develop
into a great integral creation. For, on the one hand,

bishop J. D. Lopacinskis was also known as “a so-

phisticated architect and constant connoisseur of
building matters of [Vilnius] capitula”®. The bishop
had visited Rome and had been more than once in
Warsaw, therefore, art novelties of that time were
certainly not strange to him. On the other hand, a
young parson T. D. Bukota, who joined at the height
of building works, most probably also had a weighty
word to say. All the more as later namely he invited
to the shrine of Siluva the Jesuit Tomas Podgaiskis,
a moulder and carver who had before worked in
the church of St. John the Baptist in Vilnius and the
church of St. Peter and Paul in Kaunas®. Therefore,
we tend to assume that the project of the new church
architecture and the ideological programme of the
church interior were worked out at the same time.
Nevertheless, we accept the fact that during the re-
alization of the programme one or other more pro-
nounced or hardly discernable changes could cer-

tainly occur and did occur?®.

To be precise, equipment and decoration of the Ba-

silica interior were created this day two hundred and



twenty-three years ago. During such a long period
there usually occur various changes which are not
always easy to establish. In the case of Siluva, this is
not complicated and because of the fact that there
remain a very exhaustive description of the interior
of 1796, i.e. the prospect of the inside written only
ten years after the consecration, and even seven in-
ventory books and visitation acts of the 19th centu-
ry'l. Having compared and contrasted them all with
the present view, several changes become evident.
First of all, the place of the baptistery has changed.
Formerly it was on the side of the Gospel by the altar
of the Holy Family which occupies the place at the
end of the nave, whereas at present it is in front of
the pulpit by the first pillar. Also, at different times
and the first stage altar-pieces of the three altars
were changed. According to the inventory of 1796,
the altar mounted on the side of the Gospel by the
first pillar was dedicated to the apostles Peter and
Paul; whereas now there is an image representing
St. Aloysius Gonzaga. The same could be said about
the other two altars, in the one of which instead of
the image of St. Jude Thaddeus there hangs a canvas
representing St. Francis of Assisi, while in the other,
the figure of St. John Nepomuk was replaced by the
image of The Guardian Angel'*. Since the sculptural
decoration or, in other words, the setting has remai-
ned authentic, the altar-pieces of a new content and
meaning, to say the least, have well distorted icono-

graphical programmes of these altars.

THE REVELATION OF THE GREAT
ICONOGRAPHICAL PROGRAMME

The iconographical programme of the Basilica of the
Nativity of the Blessed Virgin Mary develops three
main intertwining themes: the Mother of God who
gave the birth to the Saviour promised to the world,
Jesus Christ who established the Church and the
Church. These three themes are supplemented with
secondary subthemes that present narratives about
events from the Old and New Testaments which
are important for this programme such as the ones
about apostles who were founders of the Church and
saints who contributed considerably to the growth
of the Church. The essence of the church interior

decoration consists of the three altars ensemble,

Fig. 3. Plan of the Siluva Basilica.

which is located in the space of the presbytery and
side naves, four altars by the pillars, the pulpit and
the baptistery and also the organ loft rostrum in the
space of the central nave. The arrangement of this
equipment in the church is visually illustrated by the
church plan (Fig. 3).

THE HIGH ALTAR
OF THE BLESSED VIRGIN MARY

The High altar dedicated to the Mother of God oc-
cupies almost the whole space of the presbytery
(Fig. 4). On the one hand, it integrates the all three
main themes of the iconographical programme; on

the other hand, from there these themes in various

41

VANTIS 40 AINIYHS dHL



SILUVOS SVENTOVE

Fig. 4. The High altar of the Blessed Virgin Mary. 1786. Stonework, stucco. Photo by R. Valin¢iuté-Varne.

shapes unfold throughout the remaining space of the
shrine. Compared with other high altars of multi-
plex composition in churches of St. John, St. Theresa
of Avila, St. Raphael and St. Casimir in Vilnius and
St. Francis Xavier and St. Peter and Paul in Kaunas
as well as of the Blessed Virgin Mary in Tytuvénai, it
becomes obvious that this piece of equipment of the
Siluva church is one of latest and most original. As
in other altars of that type, the middle two-stage part
of this altar is supplemented with elements that are

turned at a right angle and put by the side walls. But

here these amplified vertical elements are very dis-
tinctive and determined by the ideological program-
me. The middle part of the altar consists of a high re-
gular form socle, an elongated first stage retable and
cannelured pilasters of the reduced Corinthian order
framing the retable alongside the column of the same
order in front of them, the all of which climb up and
rise to the second stage and constitute an all-in-one
composition merging with the gloriole. Architectural
decoration elements of the same order on the side

parts repeat the organization of the middle part and



the centre of the side parts is furnished with huge
obelisks raised on the elaborate supports of a convex
silhouette. The ceaseless rising of the High altar up-
wards is slightly slowed up and harmonised by the
first stage entablature band of clear and straight lines.
On the level of this stage, in between the middle and
side parts, two huge massive statues are placed: on the
left, there is St. Joseph the Betrothed depicted with a

beard, leaning on his staff in flower and holding the

Child; on the right, we see St. Joachim wearing similar
clothes and standing with a book and shepherd’s staff.
From a notional aspect, these two statues represent
witnesses and patrons of the Mary’s life who raised
“the children of the promise” (Romans 9: 8) and both
are men of deep faith. Compositionally, because of
their place in the given altar, these statues integrate

the all three parts of the altar into the one whole by a

sinusoidal line.

Fig. 5. An unknown Lithuanian artist. The Blessed Virgin Mary with the Child. The 2nd quarter of the 17th century.
Oil on canvas. Silver casing: Lawrence Hoffman, Koenigsberg, Prussia, 1674. Photo by R. Valin¢inté-Varné.

43

VANTIS 40 INIYHS HHL



=

SILUVOS SVENTOVE

Fig. 6. Tomas Podgaiskis. Repentance of St. Peter. 1786. Stucco. The intertwining of the second stage of the High altar and

the gloriole. Photo by R. Valinciiité-Varné.

The main focus of the High altar lies in the miracu-
lous image of The Blessed Virgin Mary with the Child
(Fig. 5). It depicts the standing Mary who wears a
long gown and a cloak that also covers Her head. On
Her left arm, She holds Jesus dressed in a long pal-
lium. Jesus blesses with His right hand and holds the
Scripture in His left. The position of Mary’s hands is
very typical: they are presented as if crossed — Her
right hand rests on Her left. Thus the representation
of the altar-piece shows it to be of an old Byzantine
iconographical type called Hodegetria. Furthermore,
the prototype of this image is the icon of Virgin Mary,
Salus Populi Romani, in Capella Paolina of the Basilica
of S. Maria Maggiore in Rome. Pope Pius V officially
allowed replicating this icon only in 1569. This image
of Virgin Mary was most probably procured for the
wooden church of Siluva, built in 1625 by the parson
Jonas Kazakevi¢ius Smolka'®. Since the last quarter

of the 17th century the singularity of this image was
testified by artistic gilded silver tin casing, created
by goldsmith Lawrence Hoffman from Koenigsberg,
covering both figures and since 1786 also by golden
crowns on their heads. In the title image of this altar,
which is famous for its mercies, first of all, we see the
Mother of God who gave the birth to the promised
Saviour who established the Church.

The altar is crowned with the intertwining of deco-
ration of the second stage and the gloriole (Fig. 6).
On the plane of the given intertwining we can see a
diminutive church which is standing on a hill and
is crested with a little dome with a cross on it and
St. Peter kneeling by that church; here the depiction
includes the attributes typical of this apostle — a net,
a cock and keys as well as a typical hairstyle with
a tuft of hair on the top of his head - all of which

allow no doubting of that at all. Above this scene, in



the gloriole we can see the figure of God the Father
with His arms wide open and welcoming in the sur-
rounding of small thick ball-like clouds (behind His
head there is an equilateral triangular nimbus evi-
dencing the Holy Trinity and at His feet — the globe,
the symbol of the world)'. On both sides of this
scene, two angels are kneeling prayingly. Expressive
stances of all these represented figures indicate their
interrelationships. So, what implication, first of all,
is carried out by this composition? Undoubtedly, it
implies the Church established by the Saviour. Here
the most important aspect is the distinguishing of
the apostle Peter as the chief leader of the Jesus’ es-
tablished Church and afterwards also the revelation
of his mission. Jesus Christ Himself entrusted Peter
with a special task: to ensure “the truthfulness and
unity of the Gospel and through it of the Church
coming to the world”*.

This theme is further developed in the side parts of
the High altar. On the left side, sitting on the top
of an obelisk entwined with seven garlands, a small

Fig. 7. Tomas Podgaiskis. Pope’s insignia. 1786. Stucco.
The left side part of the High altar. Photo by R. Valinciite-
Varneé.

angel holds the triple papal cross, while slightly be-
low, two smaller ones as if hovering in the air raise
his three-piece cap, the tiara (Fig. 7). On the right
side, the composition is analogous, except that here
instead of the cross we find the bishop’s stick called
the pastoral staff and instead of the tiara - the mi-
tre. In the symbolic sense, obelisks refer to the pro-
mise of eternity, the link between the Heaven and
Earth. Obelisks with pope’s and bishop’s insignia,
which are the greatest pillars of the Church, bear
the reference to the Pope and bishops (St. Paul re-
ferred to the apostles Peter, James and John as pillars
(Galatians 2: 9); and Augustine's, approving of this,
named all apostles as pillars).

The decoration of the tabernacle also constitutes an
important part of the iconographical programme
(Fig. 8). Above the tabernacle, a pelican perches on
the nest girdled with a thorn wreath: having scra-
tched its breast with its beak it feeds the brood with
its own blood. According to a medieval legend, pe-
licans feed their brood so long till having exhaus-
ted themselves they die. Because of such a selfless
love this bird has become the symbol of Christ, as
“Jesus voluntarily offered Himself for our saving. He
proclaimed this sacrifice as a gift and sacrificed it in
advance at the Last Supper: “This is my body given
for you” (Luke 22: 19). So, sitting on the both sides
of the tabernacle, the little angels hold in their hands
symbols of the Holy Sacrament: the left one holds a
bunch of grapes (Wine) and the right one - a sheaf
of corn (Bread). The development of the theme of
the already existing Church is evidenced by the fi-
gures of two men waking by the tabernacle: the one
on the left can be recognized as a symbolic Pope and
the other, on the right — as a symbolic High Priest
(he has a two-horned mitre and wears a tunic and
Herod’s robe fringed with bells and on his chest
he has a sheath set with twelve squares framed in
gold, reminding of the names of the twelve sons of

Israel).

Thereby we have coherently discussed the High altar
and its constituent parts. Traditionally, creators of
any ideological programme take into consideration
the title of a shrine, and it was considered in Siluva
as well. The church was dedicated to the Nativity of
the Blessed Virgin Mary. What does this imply? The

1N
9]

VANTIS 40 INIYHS HHL



SILUVOS SVENTOVE

Fig. 8. Tomas Podgaiskis. Tabernacle. 1786. Wood, carving, gilding, painting. Photo by R. Valin¢inté-Varne.

result of interpretation very much depends on how
and what is being asked. The authors of the icono-
graphical programme as if ask what the essence of
the Mary’s Nativity was and then answer themsel-
ves: to give birth to the Saviour. And the aim of the
Saviour is to establish the Church. Was it not the
same the Virgin Mary spoke about when She ma-
nifested in Siluva in 16087 She said: “..before my
Son used to be venerated at this place, but now it

>:

is ploughed and sowed here”"’. Was it not Virgin
Mary who was the first monstrance of Jesus Christ?
Was it not St. Paul who spoke about the Church as
the mystic body of Christ? According to Antanas
Maceina, by giving birth to Jesus physically, Mary
mystically also gave birth to the Church'®. This one
eminently rare and rather complicated conception
of the Mother of God as a particular predecessor of
the Church and constitutes the prop for the icono-
graphical programme of the Basilica of the Nativity
of the Blessed Virgin Mary in Siluva.

Let us once again in brief remember all what has
been related for us in symbolic images by the decor
of the High altar. Looking at this altar after having

just entered the church, first of all, we see the rai-
sed image of The Mother of God with the Son Jesus.
This image is the beginning of all beginnings. From
here, other themes and subthemes spread in most
various directions, of which the most important one
is the theme of the Church. Therefore, in the upper
part of the High altar we see the achieved result: the
Church established by Jesus Christ and Its first pope
St. Peter. The entrenchment of the Church and Its
spread in the world is reminded to us by the decor
of the side parts of this altar. Besides, already at this
spot we can feel a very close link with events of the
Old Testament'?, the account of which will be conti-

nued when discussing the altar of the Holy Family.

END ALTARS OF THE HOLY FAMILY AND
THE SACRED HEART OF JESUS

The altars that are mounted at the end of the side
naves, by their structure and decorative elements,
are akin to the middle part of the High altar. They
appear like two arms outstretched in the space of the
shrine. The altar of the Holy Family is on the side of
the Gospel (the side of Mary or women) (Fig. 9) and



the altar of the Sacred Heart of Jesus — on the side of
the Epistle (the side of Jesus or men)*. From a com-
positional aspect, the link of these altars with outsi-
de presbytery elements of the architectural decora-
tion of the same order is especially rare. Whereas,
from a notional aspect, this link is necessary, as their
entablature raises sculptural groups essential for the
ideological programme. The High altar and both

end altars are integrated into one whole not only

by means of the composition, but also by the nar-
ration of the subject developed. Furthermore, in the
end altars the sequence of events is arranged from
the top downward rather than from the bottom up-
wards as in the High altar. Such an iconographical
and artistic decision was determined by the ideolo-

gical programme of the shrine.

Consequently, the Joseph’s Selling is depicted on the
very vault. This story is picturesquely described in

Fig. 9. Tomas Podgaiskis. The altar of the Holy Family. 1786. Stonework, stucco. Photo by R. Valinciité-Varné.
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the Book of Genesis. According to it, Jacob loved
Joseph more than any other of his sons, because he
was the son of his old age. Moreover, Joseph, who
was only seventeen years old, had prophetic dreams;
in one of them, his brothers bowed down to him
and, in another, the sun, the moon and eleven stars
were bowing down, too. Because of all these reasons
his brothers were jealous of him and hated him.
Once his father sent Joseph to see if it was well with
his brothers and with the flock they were pasturing.
His brothers saw him and conspired against him to
kill him and in the beginning they threw him into
an empty pit. When they sat down to eat they saw
a caravan of Ishmaelites approaching. Then Judah
who did not want to kill his youngest brother pro-
posed to sell him to the Ishmaelites for twenty she-
kels of silver. The Ishmaelites took Joseph to Egypt
as a slave (Genesis 37: 1-36). For the depiction of
this event in the church four men, a tree and a well
were chosen?. Close to the altar, by a leafing tree,
Judah having just taken Joseph from the well (we see
a thick rope drooping over the side of the curb) is
watching the bargain. A bit further there is a group
of three figures: the tearful Joseph is indeed being
sold; this is evidenced by gestures of the all men, the

plastic of their bodies and clothing.

The story of Joseph sold to Egypt is continued in the
upper part of the altar of the Holy Family where the
reality of Joseph's dreams as if comes to the surface.
Here, in the middle, we see standing a young and
beardless proud man, ie. a thirty years old Joseph
who became the vicar of the Egypt pharaoh because
of his ability to interpret dreams, while the men who
are humbly kneeling and prostrated and at the same
time greeting Joseph are Joseph’s brothers who at the
time of famine travelled to Egypt twice to buy grain,
but did not recognize their youngest brother. Only
after several testings of his brothers, Joseph, himself
having recognized them at once, revealed who he was
(Genesis 42-45). It is obvious that this composition
like the previous one eternalizes the story of the sons
of Jacob-Israel (to whom God promised that out of
his stem Messiah would arise) and highlights the role
of Joseph which is emphasized here in a completely
unrepresentative way of that time by the cross held
in Joseph's hand. Already the Fathers of the Church

considered Joseph to be the prototype of Christ (be-
trayed by his brothers he saved his family and so on).

Descending downward, we find the scene of the
Engagement of Mary and Joseph (according to ru-
les of the Old Testament and mores of the Jews, the
engagement equalled to a legal marriage) integrated
under the canopy. In the Old Testament this event is
not mentioned, consequently, the main source of its
origin is The Golden Legend by Jacobus de Voragine
which appeared in the 13th century. Since then
the subject under discussion has become especial-
ly popular in Christian art. Here, we also have the
composition of three figures which is supplemented
with two angels sitting on both sides and joyfully
gesticulating. The engaged couple, slightly turned to
the side, are standing with their hands given to each
other. In the centre of the composition, with his face
turned to the audience, the high priest of the Old
Law is depicted. Behind his head we can see the sto-
ne tables with the Ten Commandments dictated to
Moses on the mountain of Sinai; those stone tables

would have to arouse hopes of their renewal.

In the first stage four statues standing on both sides
of the image of The Holy Family create an adequa-
te and specific to that image environment, the dis-
cussion of which will follow first of all. By the very
image we see statues of holy women which can be
recognized from a general context, the nature of
their clothes, nuances of their mood and gestures.
On the left side, St. Elizabeth is standing full of won-
der and respect and it is as if from her lips words are
heard: “But why am I so favored, that the mother of
my Lord should come to me?” (Luke 1: 43). On the
right, robed in a similar way, another elderly woman
is holding an open book, i.e. an indisputable attri-
bute which indicates she is St. Anne, the mother of
Mary. Behind a column, there is the statue of King
David with a traditional harp. He is the father of
the twelve ancestors of Jesus who by his nature was
open to God and glorified Him with hymns (here
namely this aspect is emphasized). He is paired on
the left side with the statue of St. John the Baptist
(the identity of this character is obvious because
of the representation typical of him alone) who is
also considered to be the last prophet of the Old

Testament and the predecessor of Jesus Christ. This



holy man, the son of Zacharias and Elizabeth, when

asked by the Jews about himself, said:

I am the voice of one calling in the desert,
“Make straight the way for the Lord”
as the prophet Isaiah said. (John 1: 23)

For the ideological programme of the altar the title
image is of great importance. What could be said
about it? On the one hand, it represents the moment
of the life of the Holy Family when Mary and Joseph
bring a twelve year old Jesus into the shrine; above
them there is the image of God the Father and the
Holy Spirit. On the other hand, it is the creation ty-
pical of the late Baroque period with several compo-
sitional diagonals that combine akin subthemes from
the perspective of the subject. Three main scenes are
arranged diagonally from the upper left corner to the
lower right one. The Holy Family is integrated into
the middle part of the image. Furthermore, the given
creation relates to the symbolism of the Holy Trinity.
Here, the figure of Jesus connects by Himself both the
Heavenly (vertical) and the Terrestrial (horizontal)

Holy Trinity (Mary, Joseph and Jesus). In addition,

in the lower right corner of the image, in the cartou-
che, there is the scene depicting Jesus “in the temple
courts, sitting among the teachers, listening to them
and asking them questions” (Luke 2: 46). His parents
will find him here after three days of uncertainty. The
direction of the movement of God the Father and the
gesture of His left hand draws the attention of audi-
ence exactly to the cartouche held by the two little an-
gels. For the Jesus’ conversation with the interpreters
of the Holy Scripture is like a reference to the Jesus’

future public activity.

Summarizing the results of the analysis of this altar, it
can be stated that sculptural decoration of the given
equipment picturesquely and purposefully reveals
the messianic history of Christ’s origins through the
three represented figures from three historical pe-
riods (by one from the period of Patriarchs, Kings
and after the Exile). It is also possible to speak about
them with the words of St. Paul from his Epistle to
the Romans: “the people of Israel. Theirs is the adop-
tion as sons; theirs the divine glory, the covenants,
the receiving of the law, the temple worship and the

promises. Theirs are the patriarchs, and from them

Fig. 10. Tomas Podgaiskis. Repentance of Judah. 1786. Stucco. Photo by R. Valinciiité-Varné.

49

VANTIS 40 AINIYHS HHL



SILUVOS SVENTOVE

is traced the human ancestry of Christ, who is God
over all, forever praised!” (Romans 9: 4-5). Hence
the conclusion may be that the Christ's Church was
“wonderfully prepared by the history of the Israel

nation and the Old Covenant”.

Beside the altar of the Sacred Heart of Jesus?,
on the very vault, there is the scene where Judah
Iscariot returns money to high priests in the shrine
(Fig. 10). A group of four gesticulating figures is very
suggestive: dressed up in turbans, three priests sit at
an oblong table, on which a pouch with coins fallen
out of it is seen, and contemptuously look at Judah.
Judah, with his back turned on them, in desperation,
is ready to flee. This scene is a literal illustration of
the Gospel of Matthew: “When Judas, his betrayer,
saw that Jesus was condemned, he was seized with
remorse and brought back the thirty pieces of silver
to the chief priests and the elders, saying, ‘T have sin-
ned by betraying innocent blood. They said, ‘What
is that to us? See to it yourself. And throwing down
the pieces of silver into the temple, he departed, and
he went and hanged himself” (Matthew 27: 3-5).
The attention should be paid to the parallelness of
both events on the vaults. They are of the same na-
ture; their essence lies in betrayal, except that in the
case of Jesus the price of the betrayal is different.
The representation of the return of money in art is

usually referred to as The Repentance of Judah.

The third and second stages of the altar of the Sacred
Heart of Jesus (Fig. 11) present depictions of two
well known subjects related to the Passion of Jesus
Christ. It is true, however, that their choice here is
not traditional: the upper one develops Ecce Homo,
one of the most important themes of the Passion,
and the lower one includes the akin to it subject of
Jesus of Nazareth**. Below there is the title altar-piece
of The Sacred Heart of Jesus®.

Since in our art research both of these subjects have
been studied at length, it can be only noted that the
first one represents a group of three figures which
is uncommon for this type of subject (more usually
in the subject of Ecce Homo Jesus is depicted either
alone or in a multifigure composition). It can be
maintained that it is also an almost literal account
of the scene described in the Gospel of John: “Pilate

went out again and said to them, ‘See, I am bringing

him out to you that you may know that I find no
guilt in him. So Jesus came out, wearing the crown
of thorns and the purple robe. Pilate said to them,
‘Behold the man!” When the chief priests and the
officers saw him, they cried out, ‘Crucify him, cru-
cify him! ” (John 19: 4-6). A high and baroquely
dramatic figure of Jesus arises almost frontally in a
neutral environment. It seems lonely, although, on
the right side a bit below, the procurator of Judaea,
Pontius Pilate, is standing and, on the left, a man
is stumbling along with his left hand holding on a
large cross. Both of these figures change a narrative
account and thus become particular symbolic signs.
There the man with the cross is a generalised sym-
bolic sign representing all those who yearn for such
death. Jesus, crowned with thorns, his hands tied
together in front of him, rolled up in his cloak, is as
if telling that Jesus of Nazareth will be crucified. The

cross of the crucifixion is at hand, very close.

In the second stage of the altar, the statue of Jesus of
Nazareth encircled by four angels arises under the
canopy®. Jesus of Nazareth is a generalised and at
the same time multimeaning image of the Saviour.
Distinctive features of this Christological icono-
graphical type include Jesus” hands that are tied to-
gether with a long rope and crossed on the breast
as well as the scapular with the sign of the Order
of the Holy Trinity for the Ransom of Captives (the
Trinitarians). It were Trinitarians who in 1693 spread
in Lithuania the devotion to the statue of Jesus of
Nazareth which is inseparable from the sculpture of
Jesus from Madrid. The copy of the latter was pro-
duced in Rome to the commission of the Order of
Trinitarians in Vilnius and was placed in the altar
of the Antakalnis Church of the Trinitarian Friary
of the Holy Trinity. From here it spread unusually
rapidly in the whole Lithuania. The attention should
be paid to gestures of the angels adoring Jesus of
Nazareth in Siluva: the angels sitting on the sides by
the pilasters repeat the gesture of the Jesus” hands
crossed on the breast, while the ones standing closer
express deep sorrow by their postures and move-

ments of their hands.

In the first stage, on both sides of the title image,
two statues stand in between the columns on each

side. All of them represent figures converted by



Fig. 11. Tomas Podgaiskis. The altar of the Sacred Heart of Jesus. 1786. Stonework, stucco. Photo by R. Valinciité-Varné.

Christ. From the left side, standing by the column
an outside statue depicts St. Longinus, the centu-
rion of Roman soldiers who pierced with a spear
the side of the crucified Jesus?. This is evidenced
in the Gospel of John: “But one of the soldiers pier-
ced his side with a spear, and at once there came
out blood and water” (John 19: 34). Furthermore,

St. Longinus is considered to be the centurion who
present at the death of Jesus uttered: “Truly this
was the Son of God!” (Matthew 27: 54). In fact, the
name of this converted soldier derives from the
word for “spear” (Greek lonch - spear). Let us ask
ourselves why St. Longinus was chosen. The ans-

wer is simple: on the one hand, he, a witness of the
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death of Jesus, converted and, on the other hand,
as a gospeller of the word of God, he actively took
part at the beginning of the course of the newly
born Church.

On the other side, behind the column, paired up
with St. Longinus, the apostle Paul is standing; with
his right hand leaning on a sword (this is the imple-
ment of his death), he is holding an open book in
his left. The work of this apostle at the outset of the
Journey of the Church is of immense significance.
Prior to conversion Paul was named Saul and he was
very active in persecuting Christians. On the road
to Damascus he heard a voice asking: “Saul, Saul,
why are you persecuting me?” and the answer to his
question: “I am Jesus, whom you are persecuting”
(Acts 9: 4-5). After the conversion, picturesquely
described in The Acts of the Apostles (Acts 9: 1-19),
he became the Apostle of the Gentiles, i.e. of all the
nations. The calling of his mission was the Church
of the Gentiles which was carried out by Paul most
devotedly and faithfully.

Closer to the image from the left side there is the
statue of St. Hieronymus (341-420), the Father of
the Church. From his rich biography only those
facts are chosen here which also relate to conversion
and the growth and strengthening of the Church. In
his early life St. Hieronymus experienced a vision
in which he saw Christ and angels and after came
to believe. One of the angels had reproached him
for not knowing the Hebrew language. This indu-
ced Hieronymus to learn Hebrew. In the altar of
Siluva Hieronymus is depicted as a hermit and asce-
tic. The Scripture held in his left hand reminds that
he translated it into Latin (Vulgata), a scull above
the book speaks of the temporariness of earthly life
and a lion at his feet, according to the legend, stay-
ed with Hieronymus after he mercifully removed a
thorn from a paw of the beast. In addition, a stone
that Hieronymus beats his breast with in the prayer

characterizes the saint as a penitent.

On the right, we see Hieronymus contempora-
ry St. Augustine (354-430). Here he is depicted as
blessing in stately clothes of the bishop, with a mitre
on his head, holding a staff, with a stole and a cross

hanging on his neck. St. Augustine represents ano-

ther exceptionally distinct personality in the Journey
of the Church. Confessions written by St. Augustine
around 400 virtually present the story of his conver-
sion in which an important place belongs and to his
mother St. Monica. The conversion of St. Augustine
was encouraged by letters of St. Apostle Paul and
sermons by St. Ambrose, the bishop of Milan. Thus
the title image of The Sacred Heart of Jesus is sur-
rounded by really venerable and faithful Christ’s
followers who were all-out reinforcing the Church

during its never-ending Journey.

The devotion to the Sacred Heart of Jesus, which for-
med in the end of the 17th century after the visions of
St. Margaret Mary Alacoque, was also one of the fac-
tors which reinforced the Church®. In Lithuania this
devotion widely spread in the fifth decade of the 18th
century (although the Confraternity of the Sacred
Heart of Jesus was first erected in 1719 in at that time
not yet completed Church of the Visitationists in
Vilnius)®. For the spread of the devotion the activity
of Jesuits was of great importance. The primary atten-
tion of this devotion falls on the Heart as the symbol
of Saviour’s ternary love for man. This love manifests
on three levels: the human love, i.e. the one which
emerged as the love of the Son of Man for mankind,
the spiritual love which arises from God’s mercy and
the divine love - The Logos. The image from Siluva
represents it very well. As though a weightless one,
suffused with light, the whole figure of Jesus Christ
emerges in the space of the image. On a canvas pain-
ted in brown half-tones, the most important part of
this creation, the glowing Heart in the bosom, which
is the symbol of love, is emphasized by means of high-
lights. At His feet, on a cloud, four little angels (two
on each side) depicted with expressive gestures, with
a cross borne and little hands held for a prayer, enable
to reveal the content and essence of this image in a
particular way: “Adore the Sacred Heart of Jesus, this
is the path, this is the real path through which you
will be saved!”. This prayerful wish in itself summa-
rizes in brief not only the iconographical program-
me of the just examined altar, but it bridges the two
previous ones as well. For the aim of the Travelling
Church established by Jesus Christ also involves the
salvation of each of us.



FOUR TWO-STAGE ALTARS BY THE PILLARS

The Basilica is furnished with yet another four
altars mounted by the pillars. Their appearance
reiterates that of the altars discussed, except that
they are half of the size of the previous ones. These
two-stage altars are also crowned with the inter-
twining of the second stage and the gloriole. So,
the altars of St. Peter and St. Paul (the side of the
Gospel) and of St. Jude Thaddeus (the side of the
Epistle) are mounted by the first pillars. Having di-
sappeared without trace, the last image of the first
altar is a sore loss®®. Conceivers of the programme
fully perceived the importance of the activity of
both apostles at the beginning of the path of the
Church. All the more as both apostles were honou-
red with an especial favour from Christ, because
the object of the Peter’s mission was the Church
of the Jews and that of the Paul’s mission, as it has
been mentioned, was the Church of the Gentiles.
In his Epistle to the Galatians Paul writes: “On the
contrary, they saw that I had been entrusted with
the task of preaching the gospel to the Gentiles,
just as Peter had been to the Jews. For God, who
was at work in Peter as an apostle to the circum-
cised, was also at work in me as an apostle to the
Gentiles” (Galatians 2: 7-8). On each side of the
missing image there is a statue. On the left, behind
the column, the St. Andrew the Apostle stands with
his right arm embracing a cross of X shape (he was
crucified on the one of such a type) and in his left
holding an open book as a reference to the prea-
ching of the Word of God. It is supposed that it was
Andrew who brought to Jesus his brother Simon-
Peter. On the right, St. John the Evangelist is pre-
sented as an apostle: he is recognized by a book
and a cup that he holds. The latter is perceived as
the strength lent by faith.

Above, in the intertwining of the second stage and
the gloriole, the main figure is that of St. Casimir
wearing not exactly traditional clothes (there in-
tervenes the contush which was fashionable in the
18th century) and holding a crucifix in his hands.
He is surrounded by angels: the ones sitting on each
side pay their respect with gestures and movements,
while the upper two are ready to crown the prin-

ce with a wreath of roses and to present him with

a sceptre. Raised in this altar, an ascetic and deeply
believing Lithuanian saint, prince Casimir, is espe-
cially honoured as together with him there are even
four apostles — Peter, Paul, Andrew and John, the

most beloved disciple of Jesus.

The altar of St. Jude Thaddeus differs from the above
discussed one only in the iconology of art. The ima-
ge of this altar was also changed and it is not known
why, though archival sources helped to find some in-
formation about its former appearance. From a brief
description of the inventory of 1843 it proved to be an
image in which St. Jude Thaddeus held in his hands a
medallion with the image of Jesus Christ®. Such de-
piction of this saint was especially popular in the 18th
century. The sculptural decor of this altar extends the
boundaries of its meanings. On the left side, behind
the column, there is another apostle, St. Thomas,
standing with a narrow stick that reminds of a leis-
ter in his right hand. The movement of his raised left
hand revives the order of the Resurrected Christ: “Put
your finger here, and see my hands; and put out your
hand, and place it in my side. Do not disbelieve, but
believe” (John 20: 27). On the right, we recognize the
apostle Simon holding with his left hand a saw (the
instrument of martyrdom and death) and in the right
hand - a book, which again bespeaks of the preaching
of the Word of God.

In the intertwining of the second stage and the glo-
riole we see St. Anthony of Padua, who is still loved
in Lithuania. During his prayer this Franciscan monk
had a vision in which Virgin Mary appeared with the
Child Jesus. Here, in the gloriole, we find a depiction
which is very rare in the Lithuanian (and European)
church art: on a cloud, Mary is depicted open-armed
and, below, a Franciscan monk stands enfolding with
his both hands the Child (Fig. 12). Generally, there
are much fewer creations which narratively depict
such a vision. The composition of St. Anthony could
be attributed to representative creations, but as far as
the Mary’s inclusion into the subject of vision is con-
cerned (She rises half-sized) it cannot be accepted.
To answer the question why here namely this saint is
chosen would not be difficult. In this particular case,
probably his close relation to Christ is most impor-
tant. On the other hand, he was nevertheless the pa-

tron of bishop Antanas Tiskevicius.
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Fig. 12. Tomas Podgaiskis. The vision of St. Anthony of
Padua. 1786. Stucco. The second stage of the altar
of St. Jude Thaddeus. Photo by R. Valinciité-Varné.

Summing up the results of the research on altars it is
possible to say that the content and meaning as well
as artistry of the sculptural decor and old images of
these altars picturesquely and purposefully reveal
their deep links: the first stages present even seven
apostles who preaching the Word of God at the out-
set of the Journey of the Church and proclaiming the
faith by martyrdom and death ensured Its further
development. To put in other words, after all, each
time the history of the beginning of the Journey of
the Church is being related for or reminded us, loo-
king at those altars, through stories of its creators.
Both saints of the second stage by their life each of
them proclaiming the Christian Faith over and over
again remind us anew that “the path of the Lord in
all generations is not the path of worldly power and

glory, but it is the path of the cross™2.

The other two paired altars of St. Anne and St. John
Nepomuk are mounted by the second pillars. The al-
tar on the left side is dedicated to St. Anne (Fig. 13).
In the retable of this altar, on both sides of the image
of St. Anne (Fig. 14), the theme of the revelation to

Zacharias is embodied in the language of sculptu-
re. The Archangel Gabriel standing on the left side
seems as if having just uttered to him: “Your wife
Elizabeth will bear you a son, and you shall call his
name John” (Luke 1: 13). On the other side we see
Zacharias depicted as if at the moment of burning
incense in the temple when the messenger of the
Lord appeared to him and added that his son “will
turn many of the children of Israel to the Lord their
God” (Luke 1: 16).

The title image represents a multiplane distinctive
creation which is full of precognitions of past, pre-
sent and future events, supplemented with inscrip-
tions and includes elements that are uncommon
for this type of the subject (column, drapery). The
first plane presents the depiction of the main group

which includes sitting women, Anne and Virgin

Fig. 13. Tomas Podgaiskis. The altar of St. Anne. 1786.
Stonework, stucco. Photo by R. Valinciité-Varne.
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Fig. 14. An unknown Lithuanian artist. St. Anne. 1786.
Oil on canvas. Photo by R. Valinciiité-Varné.

Mary, and between them Jesus, sitting on a green
pillow placed on the knees of Mother. In His right
hand He holds a cross and with His left He touches
the chin of His grandmother as if consoling her. By
the side of Mary, kneeling little John the Baptist,
cuddling a lamb, reverently kisses the feet of Jesus.
Anne’s folded arms and a red blossom of a rose in
Mary’s hand bespeak of the forthcoming Passion.
This composition of the four figures is remarkably
unisonous in various aspects such as, for instance,
shadings of moods and the decision on colours. In
the lower corner of the image, on the right, a reve-
rently held by a little angel cartouche with a stylized
monogramme of Jesus, Mary and Anne is eviden-
cing the oneness of the figures depicted here. On the
same side, just in the upper corner, from the ope-
ning of the shape of a circle surrounded by beams
the Holy Trinity comes out to the surface: God the
Father in a triangular nimbus, leaning on the globe
of earth and holding in His hand a sceptre; beside,

Jesus Christ with a huge cross and, above Them, the

Holy Spirit hovering in the semblance of a dove. An
important detail is that the gesture of the right hand
of God the Father stretches over the boundary of
the circle, thereby it as if units the other side with
this side. In addition, along the edge of the circle
there is a Latin inscription integrated, the continu-
ation of which is horizontally written at the bottom
of the canvas: “And there are three who give testi-
mony in heaven” and “And there are three that give
testimony on earth” (1 John 5: 7-8)**. Thus once
again the Heavenly and Terrestrial Holy Trinity is
repeated in the title image even in a supplemen-
tary textual form! A rich summarized image in a
suggestive manner simultaneously reveals not only
the beginning of the history of the Salvation but
also the precognition of the forthcoming Passion.
That precognition in the second stage of the altar
is tangibly conveyed in the scene of the Beheading
of St. John the Baptist. It is obvious that the begin-
ning of the history of the Church is being pondered
over in this altar. It once again retraces the theme of
John the Baptist, although here only the beginning
and the end of his life is being recalled. The theme
of John the Baptist could be also distinguished as a
separate one, as a summarizing sculptural image of
John the Baptist has been examined in the discus-
sion of the altar of the Holy Family and there is also
the messianic baptism of Jesus in the high relief of
the baptistery!**

The altar of St. John Nepomuk undoubtedly was
dedicated to the vocation of the pastor, broadly,
to the exaltation of the ministry, since pastors are
the most important figures of apostolic service:
“Through the ordained person in service to the
Church Christ Himself acts in his Church as a head
of his own body, as the shepherd of his own herd”*.
The selection of three pastors as the examples to
be followed for this altar characterizes the then
ideals best. In the first stage, on both sides of the
missing image of St. John Nepomuk there are two
statues: on the left, not immediately recognizable
and nowadays a bit forgotten famous patriarch of
Alexandria, St. John called the Almsgiver (550-619)
and, on the right, the Polish priest St. John Cantius
(1390-1473), also famous for his generosity, cha-
rity work and piety®. St. John Nepomuk (around
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Fig. 15. Tomas Podgaiskis. St. John Nepomuk forgiving
sins. 1786. Stucco. The second stage of the altar of St. John
Nepomuk. Photo by R. Valinciite-Varné.

1340-1393) is chosen for the main in this al-
tar. He was an unofficial patron of the diocese of
Samogitia’” whose cult was spread in Lithuania by
Jesuits. This priest, first of all, is considered to be a
martyr of the mystery of the Confession (it should
be remembered that Protestants denied the confes-
sion). In all probability, the altar was furnished with
a title image of traditional iconography, the loss of
which is particularly sore, as the authentic sculp-
tural decoration, i.e. the environment surrounding
the saint is at present as if hanging in the air. For
the intertwining of the second stage and the glo-
riole (Fig. 15) includes the depiction of the offering
of the sacrament of Penance: on the left, we see a
humbly kneeling and confessing sins the queen of
the Czechia and, on the right, St. Nepomuk gran-
ting the queen the absolution of sins. Since the al-
tar image is missing, it is not easy to perceive the

meaning of the discussed scene. For, generally, in

fine arts the sacrament of Penance is rarely respec-

ted, all the more so it is rare in the gloriole.

THE BAPTISTERY, THE PULPIT AND
THE ROSTRUM FOR THE ORGAN LOFT

In the iconographical programme of the Basilica an
important place is assigned to the sculptural decor
of the pulpit and the baptistery. According to the old
Church tradition, both of these pieces of equipment
had to be on the side of the Gospel. Later, however,
the baptistery was removed from its previous place
to the side of the Epistle and mounted by the first
pillar in front of the pulpit®. The relocated baptis-
tery is arranged as the altar of the same type that
was reduced once again and the intertwining of the
second stage and the gloriole of which depicts the
Baptism of Jesus (Fig. 16). From the iconographi-
cal point of view, this scene is created traditionally,
yet from the artistic point of view, it is composed
expressively and suggestively: on the left, slightly
kneeling Jesus with His arms folded on the breast
and, on the right, St. John baptizing Christ, with
his one hand pouring the water and with the other
holding his cross. Both figures in stylized scenery
are framed by two trees: the tree behind the figure
of Jesus is straight, while the one behind John re-
peats the curve of the figure of the saint. And in an
oval formed out of the heads of winged little angels
and small clouds, we see the Holy Spirit who by its
appearance proclaims the beginning of new crea-
tion. The water that poured out of the pierced side
of the crucified Jesus is an image of the sacrament of

Baptism, reminding of live water:

But whoever drinks of the water
that I will give him

will never be thirsty again.

The water that I will give him

will become in him a spring of water

welling up to eternal life. (John 4: 14)

Therefore, these words evidence the singularity of
the mission of St. John the Baptist: this man was des-
tined to baptize with the water of the river of Jordan

Jesus Himself. When he saw Him coming, John said:



Fig. 16. Tomas Podgaiskis. The Baptism of Jesus.
The relief of the baptistery. 1786. Stucco. Photo by
R. Valincinté-Varné.

“Behold, the Lamb of God, who takes away the sin of
the world!” (John 1: 29). Namely this act marks the

beginning of Jesus” public activity.

The pulpit is intended for the liturgy of the Word,
thus it was the place from which the Word of God
was preached. It is installed on the side of the
Gospel by the first pillar and it faces the middle
nave. This piece of equipment consists of a platform,
aroof and a statue crowning the latter (Fig. 17). This
pulpit is very ornate. Its profuse and meaningful
decor proclaims the respect for the Word of God.
Although from the iconographical point of view it
is not notably distinctive, from the point of view of
the meaningfulness of the decor, this is a rather rare
decision. Traditionally the pulpit is decorated with
either images of evangelists or tetramorphs, i.e. four
creatures (the Angel, the Lion, the Ox and the Eagle)

that symbolize the evangelists. A rarer case is when

being together they are separated from each other.
Here they are depicted side by side: the evangelists
are sitting very cosily and comfortably (barefoot and
with their legs lowered) on a wide ledge of the plat-
form and the creatures mentioned intervene among
them. From the side turned towards the presbyte-
ry the evangelists and their symbols are arranged
in the following way: first of all, closer to the wall
by the pilaster, St. Matthew is depicted holding an
open book and looks like writing with a quill pen
and next to him, in the background of the panel,
there is a little head of a winged Angel; further, we
see St. John leaning on the platform with an Eagle
perching by his side and he is also “writing” with
a quill; next to the Eagle a Lion lies with his front

paws stretched out and behind it there is St. Marcus;

‘i_
|
|

Fig. 17. Tomas Podgaiskis. The pulpit crowned with
the sculpture of the Good Shepherd. 1786. Stucco.
Photo by R. Valinciité-Varné.

57

VANTIS 40 INIYHS HHL



u1
o]

SILUVOS SVENTOVE

and between Marcus and Luke who ends this range
we find an Ox settled. From a notional viewpoint,
the symbolism of the attribute of each evangelist is
relevant®. St. Hieronymus aptly characterized the-
se attributes of evangelists as the symbols of Jesus
Christ which signify mysteries of His nature: born
as a man, was sacrificed like an ox, rose like a lion
and ascended into heaven like an eagle®. In this way
the mentioned mysteries highlight in images mys-
teries of Jesus’ life. Preached from the pulpit by the
priest, the Word of God is inbreathed by the Holy
Spirit represented in the semblance of a dove under
the roof. At the bottom of the platform, under the
feet of the priest, the demon flounces about and the

evil is trampled and defeated.

The profusely decorated roof of the pulpit is crow-
ned with the statue of the Good Shepherd. In mo-
dern times this is a rare iconographical type which
was very popular during the early Christianity. At
that time the Good Shepherd was most frequently
depicted as a young shepherd in a short robe hol-
ding on his shoulders a sheep or being surrounded
by sheep. In Siluva we see a slightly different in-
terpretation of this iconographical type. Here the
Good Shepherd is represented as an older man with
a beard, wearing a long robe and a cloak and with
the shepherd’s hat. On his shoulders with his both
hands he holds a sheep. And one cannot not re-
member the following words of Jesus here: “I am the
good shepherd. The good shepherd lays down his
life for the sheep” (John 10: 11). The highly raised
statue of the Good Shepherd had to remind belie-
vers that Christ looks for every single lost sheep and
“having found it, he lays it upon his own shoulders,
rejoicing” (Luke 15: 5) and carries it to the Father.
His look is directed towards God the Father depic-
ted on the very top of the High altar. On the other
hand, “the true shepherd is one who knows even the
path through the valley of death™!.

The rostrum for the organ loft, where the pros-
pect of the music instrument dominates*, is held
by four profilated supports which form three arches.
On the one hand, this piece of equipment separates
the porch from the sacral space of the shrine; on the
other hand, the three arches become like the entry

or particular gates showing in and out of that space

churchgoers. Furthermore, the whole decoration of
the rostrum is concentrated on the one side; there-
fore its unusual beauty can be seen only when lea-
ving from the church (the porch is left in the shadow
behind its boundaries) (Fig. 18).

The symbolic content of the rostrum decor unfolds
gradually as one looks deeper into separate ele-
ments: here over each support an angel is lodged
with a music instrument in their hands and over
each arch the highest point displays a skull of an ox
(bucranion) entwined with garlands and surroun-
ded by two trumpets. The parapet is decorated with
the band of griffins, mythical creatures, grouped in
pairs. What do they imply? Out of the four angels
standing on the supports of the rostrum, two hold
trumpets in their hands and each of the other two
have a violin and a violoncello. It is known that the
trumpet in the Christian tradition is viewed as a
symbol of the voice of God announced by angels.
On the other hand, angels with various music ins-
truments imply that man in the hands of God is
like an instrument designated to worship Him over
and over anew. The skull has always been and re-
mains the symbol of Temporariness. The skull of
an ox surrounded by trumpets may also remind us
about the Judgement Day. According to the evan-
gelist Matthew, “And he will send out his angels
with a loud trumpet call, and they will gather his
elect from the four winds, from one end of heaven
to the other” (Matthew 24: 31).

In the parapet there are five pairs of griffins and
two outside ones (thus twelve in total). Each pair
consists of two griffins and a decorative vase in the
middle of them (on each vase, two claws of the grif-
fins flaunt themselves gracefully laid). Their appea-
rance combines parts of the body of an eagle and
lion (the head and wings of an eagle and the trunk,
claws and upright ears of a lion). Therefore in the
Christian tradition these mythical creatures symbo-
lize a dual nature of the Son of Man. On the other
hand, such a motif of the two griffins facing each
other can symbolize the source of life** that Jesus
Himself is. “For the Lamb at the centre of the throne
will be their shepherd; he will lead them to springs
of living water. And God will wipe away every tear

from their eyes” (Revelation 7: 17). The pair of the



Fig. 18. Tomas Podgaiskis. The decoration fragment of the parapet of the rostrum for the organ loft. 1786. Stucco.

Photo by R. Valinciuté-Varné.

outside griffins are represented as little men one of
who holds a sheaf of Corn (on the side of the Epistle)
and the other - a bunch of Grapes (on the side of
the Gospel). Thus the same symbols of the Eucharist
held by the angels of the tabernacle are repeated by
the parapet decor (they are connected a bit sideways
by straight lines in the space). To churchgoers lea-
ving from the church the decor of the rostrum of the
organ loft once again speaks of the most important
things: it reminds about the temporariness of life,
through the symbols of the Eucharist invites not to
forget the memory of Christ and of the sacrifice of
His Body, reveals the source of eternal life which is

watchfully guarded and urges to glorify the Lord.

SUMMING UP OF THE RESEARCH

The iconographical programme embodied in the
interior of this church* is so suggestive and pic-
turesque, first of all, because of its talented artistic

reframing in the sculptural language that contains

Baroque dash, dramatism and illusory effects, com-
bined with seriousness of Classicism. The sculptor
Tomas Podgaiskis was distinguished for his pheno-
menal creative energy and diligence proclaimed by
his creations in Siluva, Kaunas, Tytuvénai and Teliai
that were completed in a rather short period of time.
He was not only moulding out of stucco, but was also
carving out of wood; several wooden sculptures of
the Crucified and Resurrected Christ*> have been re-
cently newly discovered and attributed to him. The
individual plastic touch of T. Podgaiskis is vivid and
memorable and his creations are distinguished for
expressiveness. The sculpture of figures is especially
characterized by large heads (and hands), square fa-
cial features, hair modelled in wide tufts, the atten-
tion paid to anatomic details (eye cavity) and rigidly
folded drapes of clothing. Changes of stylistic deve-
lopment are best reflected by ornamental decoration:
here the sculptor varies the combinations of Baroque,
Rococo and Classicism elements. Having chosen the

reduced Corinthian order with cannelured columns
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and pilasters and profusely castellated cornices, he
decorated friezes with plastic figures of dancing
little angels and garlands. The influence of the early
Classicism is especially evident in the decoration mo-

tifs of the parapet of the organ rostrum*.

The time has come to sum up the entirety of the
results without forgetting the fact that the total of
separate parts is always less than the whole. The ac-
complished research of the iconology of art of the
whole Basilica equipment, or in other words, of its
content and meanings, leads to the following brief
summary of the research findings*. It is obvious
that under the surface layer of decoration there are
many symbolic metaphors and meanings both of the
major and smaller constituent parts of the Basilica
artistic equipment with their interrelationships hid-
den in the arrangement of figures and themes as well
as in ornamental elements of the interior which only
at first glance seem to be solely decorative. Every
separate piece of equipment has its own iconogra-
phical programme which besides the main theme
develops several other, at least two, subthemes. All
the themes and subthemes put together make the
totality of a single widely outspread ideological pro-
gramme, which can be introspected from a different
angle. For example, the theme of Penance, which is
relevant at all times, is explicitly accentuated in this
programme. Its alpha and omega lies in the scene
of Judah’s penance which occupies the space on
the vault at the intersection of the presbytery and a
nave and the scene of St. John Nepomuk forgiving
sins exposed on the gloriole of the altar of the same
title. There are also and other subthemes unfolding
in different directions in the space of the Basilica,
for example: The Eucharist, St. John the Baptist,

St. Peter, apostles, saints and pastorship.

Let us sum up the underlying points. The interior
of the Basilica of the Nativity of the Blessed Mary in
Siluva reveals the Travelling Church in its all most
important aspects. Being notably unique, the great
Baroque iconographical programme of this distinc-
tive shrine has no analogue from a thematic view-
point in the context of Lithuanian church art. This
programme was created as a glorious hymn to the
Church.
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4 Forstner, op. cit., s. 343-344.

4 The attention should be drawn to the fact that al-
though the theme of the Church was significant, the
decoration of the Basilica nowhere includes it being rep-
resented by a common symbol of the ship (allusion to the
Noah’s ark).

4 Attributing new creations of the sculptor Tomas
Podgaiskis, Rima Valinciaté has objectively characterized
the manner of his artistic language. See: Valincitté, Rima.
Naujai atributuoti Tomo Podgaiskio kiiriniai. In. Dailé.
T. 31. Istoriné tikrove ir iliuzija: Lietuvos dvasinés kultiiros
Saltiniy tyrimai. Vilnius: Vilniaus dailés akademijos leidy-
kla, 2003, p. 123-134.

4 Vladas Dréma is of a completely different opinion;
he sincerely resents that T. Podgaiskis did not follow the
architect’s instructions and blames the sculptor for having
rejected many elements typical of the Late Baroque pe-
riod (for example, for having levelled wavings, refused
rocailles, etc). A verdict of the art researcher is strict:
»I. Podhaiskis [...] jumbled everything up, made a real
salad of styles — chaos. In fact, it is a macabre and deplo-
rable architectural parody of interesting undertakings of
J. K. Glaubicas, pointing to a clear decline in aesthetic
culture” See: Dréma, op. cit., p. 106. In my opinion, the
author’s love for Baroque (or for Glaubicas?) precluded
him from formulating impartial conclusions.

47 Changes in the interior decor made in the beginning
of the 20th century and later as well as trifling coinages
that sprung up have been destroying the peace of the
church up till now. In the beginning of the 21st century
the Basilica in Siluva has lived to see the especial attention
from Archbishop Sigitas Tamkevicius, in other words, his
loving heart and careful hands.

SILUVOS SVC. MERGELES MARIJOS GIMIMO BAZILIKA:

DAILES IKONOLOGIJA

Reik$miniai Zodziai: Siluva, Sv¢. Mergelés Marijos Gimimo bazilika, skulptirinis dekoras, altoriaus

atvaizdas, ikonologija, ikonografija, Lietuva, sakraliné dailé.

Santrauka

Siluvos Své. Mergelés Marijos Gimimo bazilika - vienintelé Lietuvoje $ventové, kurios puosyboje taip jvairiapusiskai

plétojama Jézaus Kristaus jsteigtos Bazny¢ios tema, kadangi ¢ia §i tema siejama su Své. Mergelés Marijos apsireis-

kimu Siluvoje 1608 metais. Sv¢. Mergelés Marijos Gimimo bazilika - tai jvairiais aspektais labai vertingas XVIII a.

antrosios pusés vélyvojo baroko meno kirinys. Sios bazilikos interjero (skulptiirinio dekoro, tapybos ir jrenginiy)

visuma sukurta kaip potridentinés Triumfuojanciosios Baznycios esmiy esmé, savotiska kvintesencija.

Bazilikos ikonografinéje programoje plétojamos trys pagrindinés, tarpusavyje persipinancios, temos: Dievo Motinos,

pagimdZiusios pasauliui zadétaji I$ganytoja, Jézaus Kristaus, jsteigusio Bazny¢ia, ir Bazny¢ios. Sias temas papildo



$alutinés potemés, pasakojancios apie svarbius $iai programai Senojo ir Naujojo Testamento jvykius, Bazny¢ios jka-
réjus — apastalus, prie Bazny¢ios augimo Zenkliai prisidéjusius $ventuosius. Bazny¢ios vidaus puosybos esme sudaro
trijy altoriy ansamblis, apimantis presbiterijos ir Soniniy navy erdves, keturi altoriai prie pilioriy, sakykla ir kriksty-
kla bei vargony choro tribuna ir jy prospektas vidurinés navos erdvéje.

Apie Siluvos parapijg ir jos bazny¢ias rayta jvairiausiais aspektais, pvz., gilintasi j Marijos apsireiskimo aplinkybes,
painias istorijos peripetijas, Siluvos Dievo Motinos su Kidikiu paveikslo problematika, tyrinétos pamaldumo aprais-
kos. Taciau $ios $ventoveés daile, ypac jos turiniais ir prasmémis, — nei giliau dométasi, nei ji i$samiau tyrinéta. Taigi
tyrimo objektas — 1786 metais sukurto interjero jvairiarasiai dailés kariniai ir jrenginiai. Tyrimo tikslas — atskleisti
$ios Sventovés savita ir sudétinga ikonografing programa, jvardyti galimus jos sumanytojus, aptarti puosybos meni-
ne raigka, iSryskinti skulptoriaus Tomo Podgaiskio originalios karybos verte.

Dvidesimt $eSerius metus kurta Siluvos bazny¢ia yra veikiausiai paskutinis Lietuvoje toks vientisas vélyvojo baroko
sakralinés architektiiros paminklas, kuriame daugiau nei per du $imtus mety i§saugotas beveik nepakeistas vidaus
dekoras ir jrenginiai. Si dvibokstée kompaktisko tirio ir vertikaliy proporcijy bazny¢ia i$ kity to meto $ventoviy issi-
skiria netinkuotomis raudony plyty sienomis. Jos architektara praturtina du frontonai: raiskaus, banguoto silueto —

vakariniame fasade ir karpyto, grakstaus - iSkylanc¢iame vir$ presbiterijos.

Bazny¢ia trinavé, jos erdvé haliné, t. y. vienodo aukscio. Vidurine nava, dvigubai platesne uz $onines (tai budinga baro-
ko bazny¢iy ypatybé), pratesia tokio paties aukscio ir plo¢io presbiterija, kurig uzbaigia trisiené apsidé. Vidaus erdvei
bidingas kilimas aukstyn, kurj véliau puikiai i$naudojo interjero dekoruotojas, jau minétasis Tomas Podgaiskis. Siluvos
bazny¢ioje jis per dvylika mety (1775-1786) sukureé $ventiska ir vientisa sakraliniy jrenginiy ansamblj.

Interjero puosybos pagrindas — giliai apmastyta, daugiasluoksné idéjiné programa, pasizyminti visumos darna. Si
ikonografiné programa neabejotinai priskirtina prie baroko $ventovéms badingy didziyjy ikonografiniy programy.
Deja, apie jos kiiréjus archyviniais dokumentais pagristy Ziniy rasti nepavyko (aiskinantis idéjiniy programy auto-
rius, taip nutinka beveik visada). Vis délto manytina, kad $ios programos jkvépéjas buves Zemaiciy vyskupas Jonas
Dominykas Lopacinskis, galbit prisidéjes baznycios architektas Jonas Kristupas Glaubicas. Sig programa kuriant
sumaniai talkino kunigas Tadas Juozapas Bukota. Tai netiesiogiai patvirtinty pacios programos tobulas daugia-

sluoksniskumas, kai atskiros temos ir potemés darniai susiklosto i didZiulj vientisa karinj.

Per tokj ilga laika daZniausiai atsiranda visokiy pasikeitimy, kuriuos ne visada pavyksta lengvai nustatyti. Siluvos
atveju tai nesudétinga, nes turime labai i§samy 1796 m. interjero aprasyma, t. y. vidaus vaizda, praéjus tik desimciai
mety po konsekracijos, ir net septynis XIX a. inventoriy aprasus ir vizitacijy aktus. Juos visus tarpusavyje palygi-
nus ir sugretinus su dabartine i§vaizda, akivaizdis keli pasikeitimai. Visy pirma, tai pasikeitusi krikstyklos vieta.
Ankséiau jos biita evangelijos puséje prie navos gale esanéio Sventosios Seimos altoriaus, dabar ji — priesais sakykla
prie pirmojo pilioriaus. Taip pat jvairiu laiku pakeisti ir trijy altoriy pirmojo tarpsnio paveikslai, dedikuoti apasta-
lams Petrui ir Pauliui, $v. Judui Tadui ir §v. Jonui Nepomukui. Kadangi skulptiriné puosyba, kitaip tariant — aplinka,
i8liko autentiska, naujo turinio ir prasmiy paveikslai iy altoriy ikonografines programas gerokai iskreipé.

Didysis, Dievo Motinai paskirtas altorius, aprépia beveik visa presbiterijos erdve; jis apjungia visas tris pagrin-
dines ikonografinés programos temas, i$ ¢ia $ios temos jvairiais pavidalais skleidziasi likusioje $ventoves erdvéje.
Lyginant §j altoriy su kitais didziuliais, sudétingos kompozicijos Vilniaus Sv. Jono, Sv. Teresés Avilietés, Sv. Rapolo,
Sv. Kazimiero, Kauno Sv. Pranci$kaus Ksavero, Sv. Apastaly Petro ir Pauliaus, Tytuvény Sve. Mergelés Marijos alto-
riais, akivaizdu, kad $iluviskis jrenginys yra vienas vélyviausiy ir originaliausiy. Kaip ir kituose $io tipo altoriuose,
taip ir $iame, viduriné dviejy tarpsniy dalis papildyta sta¢iu kampu pasuktais elementais, statytais prie Soniniy sieny.
Tik ¢ia Sie iSplétoti vertikalais elementai yra labai saviti, nulemti idéjinés programos. Vidurine jy dalj sudaro auks-
tas, taisyklingos formos cokolis, i$tjses pirmojo tarpsnio retabulas, jj réminantys kaneliaruoti redukuoto korintinio
orderio piliastrai su priesais juos stovincia to paties orderio kolona - visa stiebiasi, kyla j antrajj tarpsnj, susiliejantj
su glorija j vientisa kompozicija. Soniniy daliy to paties orderio architektiirinés puoybos elementai pakartoja vidu-

rinés dalies sandara, o ty daliy viduryje esantys didZiuliai obeliskai i$kelti ant prasmatniy i$gaubto silueto atramuy.
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Didziojo altoriaus nepaliaujama kilimg aukstyn kiek pristabdo ir harmonizuoja aiskiy ir tiesiy linijy pirmojo tarps-
nio antablemento juosta. Sio tarpsnio lygmenyje tarp vidurinés ir $oniniy daliy - dvi monumentalios statulos: kairé-
je barzdotas $v. Juozapas Suzieduotinis, pasirémes prazydusia lazda ir laikantis Kadikj; desinéje panasiais drabuZiais
vilkintis §v. Joakimas su knyga ir aviganio lazda. Prasminiu aspektu - tai Marijos gyvenimo liudininkai ir globéjai,
uzaugine ,,pazado vaikus” (Rom 9, 8), giliai tikintys vyrai. Kompoziciskai $ios statulos, dél savo vietos $iame altoriu-
je, visas tris jo dalis sinusoidine linija sujungia j vienj.

Didziojo altoriaus pagrindinis akcentas — Dievo Motinos su Kidikiu stebuklingasis paveikslas. Klebonas Jonas
Kazakevi¢ius Smolka $j Marijos paveikslg veikiausiai parapino 1625 m. pastatytai medinei bazny¢iai. Nuo XVII a.
paskutiniojo ketvir¢io $io paveikslo ypatinguma liudija abi figiiras dengiantys meniski sidabro aptaisai (auksakalys
Laurynas Hoffmanas), o nuo 1786 m. - ir jy galvas vainikuojancios auksinés kartinos. O $io altoriaus titulinia-
me, malonémis garséjanciame, paveiksle visy pirma mes regime Dievo Motina, kuri pagimdé pasauliui zadétajj
ISganytoja, jsteigusj Baznycia.

Altoriy vainikuoja antrojo tarpsnio ir glorijos puosybos sampyna. Minétosios sampynos plokstumoje regime ant
kalniuko mazute bazny¢ia, vainikuojama kupoliuko su kryziumi, ir greta jos klapantj §v. Petra; ¢ia pavaizduoti $iam
apastalui budingi atributai - tinklas, gaidys ir raktai bei tipiska Sukuosena su plauky kuokstu vir§ugalvyje — neleidzia
tuo abejoti. Vir$ $ios scenos glorijoje tankiy kamuoliniy debeséliy apsuptyje iSvystame Dievo Tévo figtirg placiai i3-
skéstomis, pasitinkan¢iomis rankomis (uz jo galvos - lygiakrastis trikampis nimbas, liudijantis ¢ia esant Sv¢. Trejybe,
o prie kojy - rutulys, pasaulio simbolis). Abipus $io reginio Sonuose maldingai klapo du angelai. I$raiskingos visy
¢ia pavaizduoty figiry pozos rodo jy tarpusavio rysius. Tad apie ka pirmiausia kalba $i kompozicija? Be abejo, apie
Baznyis, jsteigta Iganytojo. Cia svarbiausia — apastalo Petro, kaip Kristaus jsteigtos Baznycios vyriausiojo vadovo,
i$skyrimas, o véliau ir jo misijos atskleidimas. Tema toliau plétojama Didziojo altoriaus Soninése dalyse. Kairéje
puséje ant septyniomis girliandomis apipinto obelisko virsinés sédintis angeliukas laiko triguba popieziaus kryziy,
o kiek zemiau - du mazesni, tarsi sklandantys ore, i8kéle jo trijy daliy kepure - tiara. Desinéje puséje kompozicija
analogiska, tik ¢ia vietoje kryziaus matome vyskupo lazdg - pastorala, o vietoje tiaros — mitra. Simboline prasme
obeliskai — tai amzinybés pazadas, dangaus ir Zemés jungtis; obeliskai su popieziaus ir vyskupo insignijomis - tai
didZiausi Baznycios pilioriai — popiezius ir vyskupai.

Tabernakulio puosyba irgi yra svarbi ikonografinés programos dalis. Vir$ tabernakulio ant erskéciy vainiku apjuosto
lizdo tupi pelikanas: snapu prasidréskes kratine, jis savo krauju maitina vaikus. Pasak Viduramziy legendos, pelika-
nai taip ilgai maiting jauniklius, kol patys i$seke mirsta. Dél tokios pasiaukojancios meilés $is paukstis tapo Kristaus
simboliu. Jau gyvuojancios Bazny¢ios temos plétote paliudija prie tabernakulio budintys du vyriskiai: vieng, kairéje,
atpazjstame kaip simbolinj Popieziy, kitg de$inéje, — kaip simbolinj Vyriausigjj Kuniga (jis su dvirage mitra, vilki
tunika bei Erodo skraiste su varpeliais, ant kratinés pritaisytas déklas su dvylika auksu jréminty kvadratéliy, prime-
nan¢iy dvylikos Izraelio suny vardus).

Taigi zvelgiant j DidZiojo altoriaus puo$yba, pirmiausia regi iaukstinta Dievo Motinos su Stinumi Jézumi paveiksla.
Sis atvaizdas — viso ko pradziy pradzia. I§ ¢ia jvairiausiomis kryptimis pasklinda kitos temos ir potemes, i§ kuriy
svarbiausioji - Bazny¢ios tema. Todél DidzZiojo altoriaus vir§utinéje dalyje regime pasiekta rezultata: Jézaus Kristaus
jsteigta Baznycia ir jos pirmajj popieziy §v. Petra.

Galiniai Sventosios Seimos ir Sv¢. Jézaus Sirdies altoriai pratesia ikonografiniy temy sklaidg: pirmojo jrenginio
skulptiiriné puosyba vaizdziai ir kryptingai atskleidzia mesijine Kristaus kilmés istorija per tris pavaizduotus as-
menis i$ trijy istoriniy laikotarpiy (po vieng i§ patriarchy, karaliy ir po iStremties), o antrojo jrenginio - siuzetus,
susijusius su Jézaus Kristaus Kanéia ir Sv¢. Jézaus Sirdimi.

Keturi dvitarpsniai altoriai prie pilioriy skulpttiros ir tapybos kalba prabyla apie kitas temas. Prie pirmuyjy pilioriy
jrengty Sv. Apastaly Petro ir Pauliaus ir Sv. Judo Tado altoriy skulptirinio dekoro ir senyjy paveiksly turiniai ir pras-
meés bei meniSkumas vaizdziai ir kryptingai atskleidZia jy gilumines sgsajas: pirmuosiuose tarpsniuose pavaizduoti
net septyni apastalai, kurie, skelbdami Dievo Zodj BaZny¢ios kelionés pradZioje, liudydami tikéjima kankinyste ir

mirtimi, uztikrino tolesne Jos plétote. O antrojo tarpsnio abu $ventieji, kiekvienas savaip liudydami kriks¢ionigkajj



tikéjima savo gyvenimu, mums vis i§ naujo primena, kad Vie$paties ,,kelias visose kartose — ne zemiskosios valdzios
ir $lovés kelias, bet kryziaus kelias” Prie antryjy pilioriy esan¢iuose Sv. Onos ir Sv. Jono Nepomuko altoriuose atsi-
skleidZia $v. Jono Krikstytojo ir kunigo pasaukimo, apskritai, kunigystés iSaukstinimo potemés.

Apibendrinus atliktg tyrimg, galima konstatuoti, kad Siluvos bazny¢ios interjere jkiinyta ikonografiné programa yra
tokia jtaigi ir vaizdi dél talentingo meninio jos jprasminimo pirmiausia skulptiirine kalba, kuriai budingas baroki-
nis verzlumas, dramatizmas, iliuziniai efektai derinami su klasicistine rimtimi. Taip iSrys$kéjo skulptoriaus Tomo
Podgaiskio originalios kirybos verté. Jis veikiausiai pasizyméjo fenomenalia kirybine energija ir darb$tumu. Tai
liudija skulptoriaus per gana trumpg laika atlikti darbai Siluvoje, Kaune, Tytuvénuose ir Teliuose. Jis ne tik lipdé
i$ stiuko, bet ir drozé i§ medzio. Taigi iStyrus visy bazilikos jrenginiy dailés ikonologija, kitaip tariant, turinius ir
prasmes, galima glaustai apibendrinti tyrimo rezultatus. Akivaizdu, jog vos tik kilstelé¢jus puosyba slepiancia uz-
danga, atsiskleidzia stambesniy ir smulkesniy sudétiniy daliy simbolinés metaforos ir prasmés, jy tarpusavio ry$iai,
jprasminti tiek figry ar jvykiy i§déstymu, tiek interjero ornamentiniuose elementuose, kurie tik i§ pirmo zvilgsnio
atrodo i$imtinai puos$ybiniai. Kiekvienas atskiras jrenginys turi savitg ikonografine programa, kurioje be pagrindi-
nés temos, plétojamos kelios, maziausiai dvi, potemés. Visos temos ir potemés kartu sudaro viseta — vieninga, placiai
issisakojusig idéjing programa, j kurig galima zvelgti skirtingais pjaviais. Pavyzdziui, joje aiskiai i§skirta visais laikais
aktuali Atgailos tema. Jos alfa ir omega - tai Judo atgailos scena presbiterijos ir navos sankirtos palubéje bei $v. Jono
Nepomuko teikiamas nuodémiy iSri§imas to paties titulo altoriaus glorijoje. Bazilikos erdvéje jvairiomis kryptimis
skleidziasi ir kitos potemeés: pavyzdziui, Eucharistijos, $v. Jono Krikstytojo, §v. Petro, apastaly, $ventyjy, kunigystés.
Apibendrinkime: Siluvos Sv¢. Mergelés Marijos Gimimo bazilikos interjere Keliaujancioji Baznycia atsiskleidzia
visais svarbiausiais aspektais. Sios i§skirtinés $ventovés itin savita didZioji baroko ikonografiné programa Lietuvos

baznytinéje dailéje temy pozitiriu analogy neturi. Ji sukurta kaip Bazny¢ig iSkelianti giesmé.

Gauta 2009 06 04
Parengta spaudai 2009 07 10
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SILUVOS BAZILIKOS SVENTOSIOS SEIMOS PAVEIKSLAS

Reikéminiai zodZiai: Siluvos bazilika, altoriai,
brolija, ikonografija, ikonologija, Sventoji Seima,
$v. Juozapas, Zemiskoji Trejybeé, Jézus tarp Sventojo

Rasto aiskintojuy.

Begaliné ir tokia jvairi visata, visy gyvy
bitybiy pasaulis, yra jjungtas j Dievo tévyste

kaip j savo Saltinj.

Popiezius Jonas Paulius II

Laiskas Seimoms Gratissimam sane

Zymiausias su menu susijes Siluvos bazilikos objek-
tas, be abejo, yra malonémis isgarséjes Své. Mergelés
Marijos paveikslas, kuris i$samiai analizuotas ir
kurio tyrimai toliau gilinami'. Soniniai $§ventovés
altoriai ir juose esantys kiiriniai démesio sulauké
maziau. Minétina tarpukariu parasyta kun. Pauliaus
Katelos knygelé, skirta Siluvos baznycios istorijai®.
Joje glaustai, ta¢iau informatyviai pateikiami visy al-
toriy apraSymai, jvardijamos paveiksly bei sudétingo
skulptiarinio dekoro temos bei $ventieji. Akivaizdu,
kad $ioje knygeléje remiamasi kruopséiais XIX a.
inventoriy tekstais®. Bazilikos ikonografinés progra-
mos tyrimai plétojami Laimos Sinkiinaités darbuo-
se. Autoré iSskiria ir analizuoja pagrindines dailés

kalba $ventovéje plétojamas temas®.

Své. Mergelés Marijos 400 m. apsireiskimo Siluvoje
jubiliejus — tinkama proga toliau irtis i giluma, at-
skleisti naujus istorinius faktus, meninius, ikono-
grafinius bei teologinius aspektus. Sio straipsnio
objektu pasirinktas vienas — Sventosios Seimos pa-
veikslas, sukurtas XVIII a. II p. ir esantis kairiosios

navos galiniame Soniniame altoriuje (1 pav.).

Atvaizdas i$samiai netyrinétas, tik minimas is-
vardytoje literataroje. Karinys pasizymi savita,
keliasluoksne ikonografija, verta detalesnés sklai-
dos. Vieno kiarinio analizé yra tikslinga ir dél kity
priezasciy: gilesnio tyrimo metu atrandami nauji
ar patikslinami jau esantys istoriniai faktai, atsklei-
dus teologines turinio prasmes, nustacius analo-
gus, galima tiksliau jvertinti atvaizdo reik$me tiek
Lietuvos ikonografiniame, tiek baznycios kontekste.
Zinia, $oniniai altoriai skirti papildomoms pamal-
dumo praktikoms. Tad kyla nattralus klausimas, ar
po 1760 m. pastatytas Sventosios Seimos altorius ir
jame esantis paveikslas tesia ankstesne pamaldumo

tradicijg, ar liudija naujg jo forma?

Taigi $io straipsnio tikslas — ikonografiniu-ikono-
loginiu bei ikonoteologiniu aspektais i$analizuo-
ti Siluvos bazilikos Sventosios Seimos paveiksla.
Siekiant uzsibrézto tikslo, keliami $ie uzdaviniai:
atskleisti Sventosios Seimos altoriaus istorine raida;
iSanalizuoti prie $io altoriaus praktikuoto pamaldu-
mo aspekta; apzvelgti ikonografinio tipo analogus
Europos bei Lietuvos tapyboje; atskleisti paveikslo
ikonografija bei teologine prasme; susieti karinj su
bendra Siluvos bazilikos ikonologija. Visi $ie igvar-
dyti aspektai tekste plétojami glaustai, pateikiami tik
svarbiausi tyrimo rezultatai.

Analizé atlieckama ikonografine-ikonologine bei

ikonoteologine kryptimis, laisvai taikant Ervino

Panofskio ir Eugenio Marino aprasytus metodus.



1 pav. Nezinomas Lietuvos dailininkas. Sventoji Seima. XVIII a. II p. Drobé, aliejus. Siluvos Sv¢. Mergelés Marijos
Gimimo bazilika. Nuotrauka Rimos Valinciutés-Varnés, 2008 m.

Siluvos bazilikos Sventosios Seimos paveikslas yra
glaudziai susijes su to paties titulo altoriumi (2 pav.),
o pastarasis — su bendra interjero kaita. XVII a.
pirmajame ketvirtyje i§ kalviny atgauta ir 1641 m.
baigta statyti Siluvos bazny¢ia laikui bégant buvo
remontuojama, viduje palaipsniui kei¢iamas, jren-

ginéjamas interjeras.
I§ archyviniy $altiniy matyti, jog tarp 1677 m. ir
1736 m. bazny¢ioje buvo pastatyti nauji $oniniai al-

toriai. I§ 1677 m. Zemaiciy vyskupo Kazimiero Paco

vizitacijos numanu, kad Sventosios Seimos ar su ja
susijusio altoriaus ¢ia dar nebuvo. Dokumente mini-
mi tik trys $oniniai altoriai: Sv¢&. Rozinio (Sanctissimi
Rosarij), Sv. Kryziaus (Sancta Crucis) ir Visy Sventyjy
(Omnium Sanctorum)’. 1§ jraSo 1736 m. vizitacijoje
akivaizdu, jog per puse $imtmecio situacija zymiai
pasikeité. Joje nurodomi $ie altoriy titulai: desinéje
$oninéje koplycioje — Antakalnio Jézaus, kairéje —
Sv. Juozapo, toliau — Rozinio Sv¢. Mergelés Marijos

bei Sv. Mykolo, taip pat paminéti prie DidZiojo
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altoriaus buve du mazesni Sv. Jono bei Sv. Barboros,  tokia ar panasi padétis isliko iki 1760 m., kai tuometis
Sv. Juozapo koplytioje - Sv. Antano altoréliai®.  klebonas Jonas Dominykas Lopacinskis pradéjo da-
Minimas Sv. Juozapo altorius, kaip paaiskés, tiesiogiai ~ bartinés mirinés bazny¢ios statyba. Naujos $vento-

susijes su Sventosios Seimos altoriumi. Manytina, jog ~ vés interjero jranga, $oniniy altoriy titulai dar kartg

2 pav. Siluvos bazilikos Sventosios Seimos altorius. XVIII a. II p. Nuotrauka Aido Vasiliausko, 2008 m.



smarkiai keitési. Pastatyti $esi, iki dabar islike alto-
riai, puosti Tomo Podgaiskio skulptariniu dekoru —
Sv. Juozapo, Sv¢. Jézaus Sirdies, Sv. Petro ir Pauliaus,
Sv. Judo Tado, Sv. Onos ir Sv. Jono Nepomuko’. Taigi
i§ senyjy tituly isliko tik Sv. Juozapo, kuris ir yra ak-

tualus $iam straipsniui.

Nuo 1736 m. kairiojoje koplycioje minimame
Sv. Juozapo altoriuje buvo $io $ventojo su Kadikiu
paveikslas®. Naujoje murinéje baznycioje jo titulas
isliko tas pats — altorius ir toliau buvo vadinamas
Sv. Juozapo vardu. Ta&iau paveikslas pakeistas —
pakabintas Sventosios Seimos atvaizdas. Saltiniuose
$is karinys pirma kartg paminétas 1796 m.%, bet jis
turéjo atsirasti anksciau, iki 1786 m. rugséjo 8 d.,
kai buvo galutinai jrengta bazny¢ia ir i$kilmingai
kariinuotas stebuklingasis Sv¢. Mergelés Marijos
paveikslas. XX amziuje ir altorius imtas tituluoti

Sventosios Seimos vardu.

Taigi Sventosios Seimos altorius dokumentuose pir-
mg karta paminétas 1736 m. ir turéjo Sv. Juozapo
titulg, jame buvo $io $ventojo atvaizdas. XVIII a.
pabaigoje, pastac¢ius mirine baznycig, jame buvo
pakabintas Sventosios Seimos paveikslas, o XX a. ir

altorius pradétas vadinti $iuo titulu.

Siluvos Sv. Juozapo'® altoriy globojo seniausia §ven-
tovéje to paties vardo brolija. Si bazny¢ioje veikusi
pasaulieciy brolija néra tyrinéta, todél verta pasigi-
linti i jos atsiradimo Siluvoje istakas, atskleisti pa-

grindines pamaldumo konteksto gaires.

Tiksliy duomeny, kada bazny¢ioje jkurta Sv. Juozapo
brolija, néra. XIX a. inventoriuose minima, jog
ji jsteigta 1604 m. popieziaus Pauliaus V bule!l.
Steigimo aktas nerastas, taciau data aigkiai klaidin-
ga dél keliy priezas¢iy: pirma — Camillo Borghese
popieziumi Pauliumi V tapo 1605 m.; antra - tuo
metu dar tebevyko teismo procesas dél Siluvos ka-
taliky baznycios atgavimo, tad anksciausiai ji galé-
jo buti pastatyta apie 1623 m.; trecia — tai liudyty
labai ankstyva Sv. Juozapo brolijy atsiradimg LDK,
nors Europoje intensyvus plitimas prasidéjo nuo
XVII a., Lenkijoje - XVII a. viduryje. Pavyzdziui,
Liubline ji jsteigta 1666 m., Krokuvoje ir Varsuvoje —

1668 m. Popieziaus Klemenso IX privilegija 1669 m.

geguzés 22 d. Sv. Juozapo brolija jteisinta prie
Vilniaus basyjy karmelity vienuolyno'2. Aptariamo
titulo brolijos nuo XVII a. Lietuvos ir Lenkijos vals-
tybéje buvo labai populiarios, i$imtinai daug jy buvo
Zemaiciy vyskupijoje’?.

Siluvos bazny¢ioje Sv. Juozapo brolija galéjo biti
jkurta XVII a. II puséje arba XVIII a. pradzioje.
Tai liudija keletas skurdziy uzuominy S$altiniuose.
Viename i§ kunigo Petro Veblai¢io'* iSversty do-
kumenty yra jrasas, jog ,Stanislovas Rink$elevskis,
Zemaiciy tiltininkas, [...] uzrasé Siluvos baznyciai:
rozan¢iui — 500 orty, savo kano laidotuvéms - 30
taleriy ir MiSioms — 60 orty; sidabro, aukso ir §vino
$aukstus, kastik atsirasis mantos, atiduoti Sv. Juozapo
brolijai ir Jézaus riibui“’®. Taigi Sv. Juozapo brolija
¢ia minima kaip jau esanti. Dokumentas nedatuo-
tas, nei$siaiSkinta, i§ kur vertimui paimtas tekstas.
Taciau tai, jog ¢ia aprasyti XVII a. antrosios pusés
arba XVIII a. pradzios jvykiai, leidZia spresti jo turi-
nys: tekste rasoma, kaip buvo savivaliaujama Siluvos
baznycioje maro metu — baznyc¢ia peréjo i pasaulie-
¢iy, t. y. Pranceviciaus, kuris uzgrobé ir is§vaisté baz-
nycios turtg, rankas. Toliau i$vardijami mirciai nuo
maro pasiruo$e aukotojai. XVII a. viduryje, kary su
Maskva ir Svedais metu maras siauté daznai, taciau
didziausia epidemija buvo 1710-1711 m.'® Tikeétina,
kad tekste kalbama apie $§j mara. Taciau neatmeta-
ma galimybé, jog dokumente aprasyti ir ankstesni,
t. y. XVII a. antrosios pusés jvykiai: tekste minimas
retas, bet menkos vertés ir neilgai gyvaves piniginis

vienetas — ortas — kaldintas 1664 m."”

1736 m. vizitacijoje esantis jrasas patvirtina, kad tuo
metu brolija baznycioje jau tikrai veiké. Cia paminé-

ta, jog altorius priklauso Sv. Juozapo brolijai'®.

Lenkijoje ir LDK $§v. Juozapo kulta platino karmeli-
ty vienuolijos". Sv. Juozapas yra $eimos, dirbanéiy-
ju su mediena (staliy, dailidziy ir pan.), viengungiy,
benamiy, keliautojy globéjas. Sventojo kulto istakos
Rytuose siekia VIII a., Vakaruose pradéjo vystytis
nuo XII amziaus. 1479 m. popieziaus Siksto IV de-
kretu buvo patvirtinta Sv. Juozapo $venté — 1870 m.
kovo 19 d. $ventasis paskelbtas Visuotinés Baznycios
globéju. Jonas Paulius II apie jj rasé: ,,Dievas pasau-
ké $v. Juozapa tarnauti Jézui ir jo pasiuntinystei per

savo tévyste: Sitaip jis visada prisideda prie didelés
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Atpirkimo paslapties ir i$ tikryjy yra Isganymo tar-
nas“%, Sios garbinimo formos populiarumas Lietuvos
ir Lenkijos valstybéje dar aiskinamas tuo, jog
$v. Juozapas — ne tik $eimy ir amatininky, bet ir lai-
mingos mirties arba mirstanciyjy globéjas. Manoma,
jog ji mir$tantj stiprino Sv¢. Mergelé ir Jézus®'. Tuo
metu tiek Lenkija, tiek Lietuva buvo purtoma kary,
siauté maro epidemijos, Zmonés gyveno nuolat gre-
sianc¢ios mirties akivaizdoje, todél stengési tinkamai
jai pasiruosti. Net karési §v. Juozapo globojamos
atskiros Gerosios (arba Laimingos) mirties broli-
jos — pavyzdziui, Lvovo ar Senojo Medilo karmelity
vienuolynuose. Lvovo brolija véliau buvo pervadinta
i Mirstanciyjy, akcentuojant pagrindinj jos tikslg -

maldg uz mirusiuosius?.

XVIIIa. Lenkijoje kultas susitelkeé ties dviem paveiks-
lais - Sv. Juozapo su Kidikiu ant ranky (1669 m.) bu-
vusioje Krokuvos Sv. Mykolo ir Juozapo bazny¢ioje?
ir Sventosios Seimos (XVII a.) - Kaliso Sv. Juozapo
baznycioje?*. Siy dviejy tipy atvaizdai plito ir LDK.
Sventosios Seimos tematika $v. Juozapo altoriuose
paaiskinama tuo, jog $iuose atvaizduose i$ryskina-
mas $ventojo vaidmuo: jis — $eimos galva, Marijos ir
Jézaus globéjas, saugotojas. Ankstyvieji §v. Juozapo
titulai tokie ir buvo - VieSpaties Maitintojas ir
Své. Mergelés Marijos Globéjas, Marijos Nekaltybés
Saugotojas, Sventosios Seimos Galva. Paskutinysis,
Juozapo Marijos Suzadétinio, titulas buvo patvirtin-
tas 1570 m.>* Sv. Bernardinas Sienietis taip apibi-
dino $ventajj: ,,Juozapas — vienas linksmiausiy se-
nuky, kada nors gyvenusiy pasaulyje, $lovingosios
Mergelés Marijos ir jos vaikelio Jézaus, $io didZiau-

sio turto, sergétojas“.

Taigi Sventosios Seimos paveikslas altoriuje jtaisy-
tas neatsitiktinai - jame akcentuojama $v. Juozapo,
kaip Jézaus ir Marijos globéjo, reik§mé. Juozapas ir
Sventoji Seima glaudziai susije. Tai rodo, kad nau-
joje Siluvos baznycioje buvo tesiama pamaldumo
$v. Juozapui tradicija. Altoriy globojo nuo XVII a.
antrosios pusés arba XVIII a. pradzios $ventovéje

veikusi Sv. Juozapo brolija?’.

Siluvos bazny¢ios Sventosios Seimos paveikslas — pa-
grindiné altoriaus ikonografinés programos asis ir

pasizymi savita siuzeto traktuote.

Sventoji Seima kriki¢ioniskoje dailéje vaizduojama
labai jvairiai. Pagrindiniy asmeny — Kudikio Jézaus,
Své. Mergelés Marijos, $§v. Juozapo — esama jvairiuo-
se Jézaus kadikystés siuzetuose, taciau kaip atskiras
ikonografinis tipas Sventoji Seima pradéta vaizduoti
tik XV a. I§ Poilsio pakeliui j Egiptg siuZzeto i$siplétojo
Sventosios Seimos vaizdavimas gamtoje, prie jos gali
prisijungti §v. Ona, $v. Elzbieta, $v. Jonas Krikstytojas
ir kiti §ventieji. Sventoji Seima taip pat gali bitti vaiz-
duojama neutralioje arba namy aplinkoje.

Potridentiniame mene paplito atvaizdai, kuriy pro-
totipas — Grjzimas is Egipto. Siai grupei priklauso
ir analizuojamasis Siluvos paveikslas, todél toliau

trumpai aptariamas ikonografinis kontekstas.

Grizimo i$ Egipto siuzete, dazniausiai gamtos fone,
vaizduojami Marija ir Juozapas, vedantys uz ranky
jau paaugusj Jézy. Ryskas $ios temos pavyzdziai
Europos dailéje - Rembrandto van Rijno, Jacobo
Jordaenso kariniai. Rembrandto kompozicijoje
Sventoji Seima pavaizduota kaip vargingi keliauto-
jai, Zengiantys kalnuoto peizazo fone. Sv. Juozapas

laiko keliautojo lazda, juos lydi $uo. I§ pazitros - tai

3 pav. Jacobas Jordaensas. GriZimas i Egipto.
Apie 1616 m. Drobé, aliejus. Berlyno paveiksly galerija.
Nuotrauka i$ www.biblical-art.com.



buitiska, nedaug simbolinés atributikos, tac¢iau daug
dvasinés jtaigos turinti scena. J. Jordaenso paveikslo
(apie 1616 m., 3 pav.) kompozicija labai panasi, tik
dar dekoratyvesné, manieringesné.

Lietuvoje tipiskas siuzeto pavyzdys yra Paberzés
bazny¢ioje (XVIII a.). Originalesné ikonografiné sio
karinio detalé - §v. Juozapas vietoj kelioninés laz-
dos ar krepsio ant peties nesasi vieng dailidés darbo
jrankiy - kirvuka. Primityvizuotas figury trakta-
vimas jrodo, kad paveiksla veikiausiai tapé vietinis
pasimokes dailininkas.

Nauyjg, i§ GrjZimo i$ Egipto i$sivysc¢iusia kiriniy grupe
papildo virsuje, paprastai vir§ Jézaus, vaizduojamas
Dievas Tévas ir zemiau sklendzianti Sventoji Dvasia
balandzio pavidalu. Tokia kompozicija jgauna pa-
pildoma, stipria teologine dimensija — tai dviguba
Sve. Trejybeé. SiuZeto Saltinis — Sventojo Rasto eilutés:
»[...] yra trys liudytojai danguje [...]. Ir yra trys liu-
dytojai Zeméje (1 Jn 5, 7-8)“. Dievo Tévo, Sventosios
Dvasios bei Jézaus asis yra Dangiskoji, o Sventosios
Seimos linija interpretuojama kaip Zemiskoji
Trejybé®. Lenky tyrinétojas Aleksandras Jacyniakas
naudoja vertikalios ir horizontalios Trejybiy sgvo-
kas®. Vertikaligja a$j sudaro Dievas Tévas - Sventoji
Dvasia - Jézus, horizontaliaja - Juozapas - Jézus -
Marija. Sv. Juozapas Cia atstoja Dievg Téva, o
Sve. Mergelé Marija — Sventaja Dvasig™®. Jézus - jun-

giamoji abiejy Trejybiy grandis.

Zemiskosios Trejybés aspektas buvo isryskintas
katalikiSkosios Reformos metu. Tematikos atvaiz-
duose siekiama akcentuoti ne tik Dievo trijuose as-
menyse slépinj, bet ir Jo rysj su pasauliu per Jézy,
gimusj paprastoje ir kartu isrinktoje izraelity Sei-
moje, tapusioje krik§c¢ioniskosios $eimos pavyzdziu,
kurios Saknys minta dievisku maistu. Anot Jono
Pauliaus II, ,Naujojo Testamento $viesoje aiskiai
matyti, kad pradinio Seimos modelio reikia ieskoti
paciame Dievuje, trinitarinéje Jo gyvenimo paslap-
tyje. Dieviskasis ,,Mes“ yra amzinas modelis miisy
zmogiskojo ,,mes, ir pirmiausia to ,mes®, kurj su-
daro vyras ir moteris, sukurti pagal Dievo paveiksla

. b “31
ir panaguma™'.

Kompoziciniu pozitriu $is siuzetas labai panasus i
Grjzimg is Egipto, todél pavir$utini$kuose tyrimuo-

se abi temos neretai supainiojamos.

4 pav. Bartolomé Esteban Murillo. Sventoji Seima.
Apie 1681 m. Drobé, aliejus. Londono nacionaliné
galerija. Nuotrauka is Lopera completa di Murillo.
Milano: Rizzoli Editore, 1978, Tav. LXI.

Vieng Zymiausiy dvigubos Trejybés atvaizdy
Europos dailéje yra nutapes Bartolomé Esteban
Murillo (apie 1681 m., 4 pav.). Paveikslas neprime-
na buitinés scenos - tai reprezentatyvus, iskilmingas
bei barokiskai ekspresyvus Dievo Tévo laiminamos
Sventosios Seimos portretas. Kompozicijoje i$rys-
kinta ant nedidelés pakylos stovinti Vaikelio Jézaus
figara. Ji uz ranky prilaiko Marija ir Juozapas, i§
paveikslo dZiugiai Zvelgiantys j zitirova. Zemiskaja
Trejybe laimina Dievas Tévas, apsuptas linksmo

dangiskos palydos klegesio.

Iprasciau siuzetas traktuojamas Claudio Coello ir
Jacobo de Wito kiriniuose. Abi kompozicijos pa-
nagios: Sventoji Seima, lydima Dangiskojo Tévo,
kukliai Zengia krastovaizdZio fone, Marija ir ypa¢

Juozapas, globéjiskai palinke prie Jézaus.

Lenkijoje analizuojamai temai priklauso minéta-
sis Kali$o stebuklingas paveikslas (XVII a. II pusé,
5 pav.)*. Atvaizdas savitas tuo, kad jame, kaip ir

B. E. Murillo paveiksle, néra to kiek subuitinto,
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realistinio paprastumo, o dominuoja reprezentaty-
vus, apibendrinamasis pradas. Sventieji vaizduojami

ne paprastai keliaujantys, bet oriai zengiantys j prie-

ki, $v. Juozapas rankoje turi vieng savo atributy —
baltg lelija, Marijos Zvilgsnis nukreiptas j laikoma
knyga. Gilig struktarine bei teologine Sio karinio
analize atlikusio minétojo A. Jacyniako nuomone,
nejprasta Sv¢. Mergelés pozicija gali biti siejama
su Apreiskimo slépiniu, interpretuojama kaip fiat
gestas, jsiklausymas j Dievo Zodj ir i savo Sirdies

gelmes®.

Dviguba Své. Trejybé neretai sutinkama ir LDK
dailéje. Vieni israiSkingiausiy Sios temos atvaizdy
yra Vilniaus Sv. Teresés, Plateliy Sv. Apastaly Petro
ir Pauliaus, Krakiy Sv. Apastalo Mato bazny¢iose,
Siauliy Ausros muziejuje. Visiems atvaizdams bi-
dinga tradiciné kompozicija, skiriasi tik smulkios
ikonografinés detalés, kano padétis. Pavyzdziui,

Plateliy paveikslui savitumo suteikia apacioje pa-

vaizduoti dailidés jrankiai, krep$elis su rozémis ir
5 pav. Nezinomas dailininkas. Sventoji Seima.
XVII a. II p. Drobe, aliejus. Kaliso Sv. Juozapo baznycia, . o . o
Lenkija. Nuotrauka i§ www.jmj.ultra.pl. nés, nors absoliuciai daugumoje kompozicijy jis yra

Vaikelio kairéje. Karinio, esancio Siauliy Ausros mu-

vaisiais*. Sv. Juozapas pavaizduotas Jézui i§ desi-

ziejuje ir priskiriamo Lietuvos mokyklai (XVIII a.
II p., 6 pav.), ikonografija papildo $irdis Jézaus kra-
tinéje, kuria jis rodo Zmonéms, praskleides drabu-
zio klostes. Krakiy bazny¢ios karinyje* (XVII a.

II pusé, 7 pav.) Jézus rankoje laiko keliautojo laz-

dele. Akivaizdzios $io kiirinio sgsajos su atvaizdu is
Baltarusijos Novaja Mi$ bazny¢ios: $ventyjy asmeny
pozicijos ¢ia traktuojamos identiskai, taciau nusta-

tyti pirmavaizdj padéty tik i$samesni tyrimai.

Daug analizuojamos temos XVII-XVIII a. pavyz-
dziy i$saugota Baltarusijos senosios kultiiros muzie-
juje: tai atvaizdai i§ Gardino, Valkavisko (XVIII a.,
8 pav.), Glubokojés ir kity baznyc¢iy*.

Siluvos paveiksle Sventoji Seima pavaizduota kaip

jprasta Dangiskosios ir Zemiskosios Své. Trejybés

atvaizduose: Juozapas ir Marija uz ranky laiko tarp
ju stovintj dvylikametj Jézy, i§ virSaus juos laimina

debesy bei angely apsuptyje nutapytas Dievas Tévas,

zemiau jo - Sventoji Dvasia balandZio pavidalu, jos

6 pav. Nezinomas Lietuvos dailininkas. Sventoji Seima.
XVIII a. II p. Drobeé, aliejus. Siauliy Ausros muziejus.
Nuotrauka is SAM archyvo. répia visg anksciau aptartg prasme.

spinduliai krinta ant Jézaus (zr. 1 pav.). Karinys ap-




7 pav. Nezinomas dailininkas. Sventoji Seima. XVII a. II p. Drobé, aliejus. Krakiy Sv. Apastalo Mato baznycia.

Nuotrauka Rimos Valinciatés-Varnés, 2008 m.

Taciau Siluvos Sventosios Seimos paveikslo kom-
pozicija ir skiriasi nuo tradicinio Zemiskosios
Trejybés siuzeto traktavimo: Sventoji Seima pa-
vaizduota $ventyklos prieangyje zengianti laiptais.
Bazny¢ios erdvé uzima desing kirinio puse, o kai-
réje, apacioje, kaip jprasta, vaizduojamas peizazo
fonas. Apatiniame de$iniajame kampe nutapytas
dviejy angeliuky laikomas ovalus kartusas, kuria-
me pavaizduota tradiciné ikonografiné Jézaus tarp
Sventojo Rasto aiskintojy schema - $is siuzetas pa-
pildo Zemigkosios Trejybés temg Siluvos kirinyje.
Jézaus tarp Sventojo Rasto aiskintojy ikonografijai
budinga vaizduoti j $ventykla bezengiancius Marija

ir Juozapa, Marija kartais gali bati pavaizduota

issivedanti Jézy?”. Siluvos paveiksle sunku nuspres-
ti, ar Sventoji Seima jZengia, ar i$eina i§ $ventyklos,
kadangi kompozicija néra anatomiskai taisyklinga.
Taciau svarbiausia ne tai — $ventyklos fragmento
panaudojimas suteikia papildomg reikSme: at-
skleista ne tik dviejy Trejybiy, bet visos Kristaus
jsteigtos Baznycios, kurios viena svarbiausiy su-
deétiniy daliy yra Seima, jungtis. Scena kartuse yra
uzuomina j savarankisky Jézaus veiklg, kai Jam i$-
tarus Zodzius: ,Kam gi manes ieSkojote? Argi ne-
zinojote, kad man reikia bati savo Tévo reikaluo-
se? (Lk 2, 49), Marijos ir Juozapo kaip Zemiskyjy
tévy, globéjy misija baigési; taciau jy Sventosios

Seimos modelis, paremtas vertikaligja jungtimi su
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8 pav. Nezinomas dailininkas. Sventoji Seima.

XVIII a. Medis, tempera. Valkavisko Sv. Vaclovo
baznycia, Baltarusija. Nuotrauka is Myseii
cmapaxcuimnabenapyckaii Kynomypul. Minck: Benapyco,
2004, c. 57.

amzinuoju dieviskosios $viesos $altiniu, tapo kel-
rodziu naujajai Baznycios $eimai.

Taigi ¢ia priartéta prie kito - pacios Siluvos bazilikos
ikonografijos konteksto. Sventosios Seimos atvaizdas
darniai jsilieja i dvi i§ trijy pagrindiniy $ventovéje
plétojamy temy - Kristaus, jsteigusio Bazny¢ig, ir
Baznycios, kurios linija skulptarine bei tapybine
kalba pasakojama vaizduojant Senojo bei Naujojo
Testamento jvykius, Baznyc¢ios jkaréjus bei jos augi-
mui reik§mingus $ventuosius. Karinys turi rysj ir su
pirmaja, pagrindine Dievo Motinos, pagimdziusios

I$ganytoja, tema’.

Tacdiau pirmiausiai ir glaudZiausiai paveikslas susijes
su Sventosios Seimos altoriaus, kuriame jis jstatytas,
skulptarinio dekoro ikonografija, i§plétojancia pa-
sakojima sudétingais, giliaprasmiais asociatyviniais
rysiais. Plétojama Jézaus kilmés istorija*, iSryskina-
ma §v. Juozapo linija. Nuo vir$aus j apacia vaizduo-

jamas Juozapo pardavimas j Egiptg, Juozapo broliai

Egipte; Senajame Testamente yra faraono Zodziai
egiptie¢iams apie Juozapa: ,Eikite pas Juozapa. Ka jis
jums sakys, tg darykite” (Pr 41, 55)*. Tai uZuomina
i biisimaji Marijos Suzadétinj bei jo misijg. Zemiau,
antrame altoriaus tarpsnyje — Marijos ir Juozapo su-
Zieduotuvés. Siuzetas primena, kad $ventasis neissi-
zadéjo néscia tapusios Marijos ir paklausé Dievo Zo-
dzio, perduoto per angela: ,,Juozapai, Dovydo stinau,
nebijok parsivesti | namus savo Zmonos Marijos,
nes jos vaisius yra i§ Sventosios Dvasios“ (Mt 1, 20).
Pirmame altoriaus tarpsnyje paveiksla i§ desinés re-
mina $v. ElZbietos ir jos sinaus $v. Jono Krikstytojo,
i§ kairés — $§v. Onos ir karaliaus Dovydo, i$ kurio gi-

minés kildinamas $v. Juozapas, skulptaros.

Sventosios Seimos, Své. Trejybés temos akcenty at-
garsiai pasikartoja dar keliose bazilikos vietose: viena
i§ Didziojo altoriaus Sv¢. Mergelés Marijos paveiksla
réminanciy skulptiiry yra $v. Juozapo Suzadétinio,

ta patj altoriy vainikuojancioje glorijoje — Dievas

9 pav. Nezinomas Lietuvos dailininkas. Sv. Ona.

XVIII a. II p. Drobé, aliejus. Siluvos Sv¢. Mergelés Marijos
Gimimo bazilika. Nuotrauka Rimos Valinciiités-Varneés,
2008 m.



Tévas. Tadiau glaudziausiai Sventosios Seimos alto-
rius susijes su toje pacioje Sventovés puséje esanciu
Sv. Onos altoriumi, kuriame yra paveikslas, vaiz-
duojantis Marijg, §v. Ona ir Vaikelj Jézy tarp jy, $a-
lia zaidziantj vaikisko amziaus $v. Jong Krikstytoja
(XVIII a. antra pusé, 9 pav.). Vir§uje nutapyta
Své. Trejybé, Dievo Tévo glorija juosia minétieji
Sventojo Rasto zodziai: ,,[...] yra trys liudytojai dan-
guje [...]. Ir yra trys liudytojai Zeméje® (1 Jn 5, 7-8)*!.
Pergasi i$vada, jog ¢ia irgi pabréziamas Zemiskosios
Trejybés aspektas, jos rysys su Dangiskaja Trejybe.
Tik ¢a $v. Juozapg pakeidia §v. Ona. Sis pavyzdys

taip pat vertas atskiro tyrinétojo zvilgsnio.

Taigi Sventosios Seimos atvaizdo ir jo konteksto ana-
lizé patvirtina, kokia gili, plati, neiSsemiama gali
bati teologiné ir jai artima ikonografiné jvairové. I§
pirmo zvilgsnio paprastas paveikslo siuzetas aprépia
nevienareik$myj, sudétinga teologinj turinj, susijusj

su bendra Siluvos bazilikos tematika.

ISVADOS

Apibendrinus atliktg tyrimg, galima formuluoti $ias

i$vadas:

1. Siluvos bazilikos Sventosios Seimos altorius iki
XX a. buvo tituluotas Sv. Juozapo vardu ir susijes su
$io Sventojo kultu. Tyrimo metu paaiskéjo, jog nuo
XVIIa.antros pusésarba XVIII a. pradzios baznycio-
je veiké Sv. Juozapo brolija. Pamaldumo $v. Juozapui
tradicija buvo i$saugota ir tesiama XVIII a. IT puséje

pastacius naujg, marine Siluvos $ventove.

2. Nustatyta, jog Sventosios Seimos paveikslas
priklauso Zemiskosios Trejybés ikonografiniam ti-
pui. Atitinkamame LDK kiirybos kontekste Siluvos
karinio savitumg sudaro jj papildantis Jézaus tarp

Sventojo Rasto aiskintojy siuzetas.

3. Teologiné Siluvos Sventosios Seimos atvaizdo
esmé — jame pabréziamas ne tik Dievo trijuose as-
menyse slépinys, bet ir jo ry$ys per Jézy su pasauliu,
naujgja Bazny¢ia, kurios viena reik§mingiausiy gran-
dziy - Seima, sudaryta i$ trijy butiniausiy elementy.
Jézaus radimas $ventykloje, pirmoji jo savarankiskos
veiklos apraiska, $iuo atveju zenklina naujo Zemis-
kosios Seimos modelio, grindziamo rysiu su Dievu

trijuose asmenyse, formulavimo baigtj.

4. Sventosios Seimos atvaizdas harmoningai jsi-
lieja j altoriaus, o $is - j bendra Siluvos bazilikos
ikonografijos konteksta. Sventosios Seimos temos
atgarsiai jauciami keliose Sventovés vietose, taciau
paveikslas labiausiai susijes su Sv. Onos altoriumi,
kurio atvaizde taip pat jzvelgiamas Dangiskosios ir

Zemiskosios Trejybés aspektas.

Nuorodos

! Stankevi¢iené, Regimanta. Siluvos bazilikos paveikslas

Sv¢. Mergelé Marija su Vaikeliu. Istorinis ir ikonografinis kon-
tekstas. In: Lietuvos dailés muziejus. Metrastis. T. 6. Vilnius:
Lietuvos dailés muziejus, 2005, p. 45-74; Stankeviciené,
Regimanta. Siluvos bazilikos paveikslas Sv¢. Mergelé Marija
su Vaikeliu. Istorinis ir ikonografinis kontekstas. In: <www.
Idm.1t/Metrastis/Sestas_Stankevicienes_straipsnis.htm>;
Sinkanaitée, Laima. Siluvos baznycios Dievo Motina su
Kadikiu. In: Lietuva — Marijos Zemé / Sud. D. Jasulaitis.
Marijampolé: Ardor, 1993, p. 45-49 ir kt.

2 Katela, Paulius. Siluvos Marijos Sventovés istorija.
Kretinga: Pranciskony spaustuve, 1937.

3 Telsiy vyskupijos baznyciy vizitacijy aktai. LVIA.
F 669, ap. 2, b. 221, 225, 232, 237 ir kt.

4 Sinkanaité, Laima. Siluvos istorija ir $ventumas. In:
Artuma. 2000, Nr. 7-8, p. 20-26; Sinktnaité, Laima.
Siluvos Své. Mergelés Marijos Gimimo bazilika: dailés iko-
nologija. Zodinis pranesimas. In: Moksliné konferencija
Siluva Lietuvos kultaroje, skirta Své. Mergelés Marijos
apsireiskimo Siluvoje 400 mety Jubiliejui. Kaunas: Vytauto
Didziojo universitetas, 2008 m. balandzio 18 d.

5> Siluvos parapinés baznycios 1677 m. vizitacija. KAKA.
B.139,1 55.

6 Siluvos baznycios 1736 m. inventorius. KAKA. B. 50,
lapai nesunumeruoti.

7 Trys altoriai dabar turi kitus titulus. Plg. Sinkanaite,
op. cit., 2008.

8 Siluvos baznycios 1736 m. inventorius. KAKA. B. 50,
lapai nesunumeruoti.

o Siluvos baznycios 1796 m. inventorius. KAKA. B. 51, 1. 3.
10 Kadangi iki XX a. Sventosios Seimos altorius buvo
tituluojamas Sv. Juozapo vardu, toliau tekste jis ir vadina-
mas $iuo titulu, i§skyrus atvejus, kai kalbama apie XX ir
XXI a.

W Siluvos baznycios 1855 m. vizitacijos aktas. LVIA.
F 669, ap. 2, b. 322 ir kt.

12 Jozef Oblubieniec. In: Encyklopedia katolicka. T. 8.
Lublin: Katolicki Uniwersytet Lubelski, 2000, s. 130;
Lietuvos vienuolynai: vadovas / Sud. R. Janonieng,
D. Klajumiené. Vilnius: Vilniaus dailés akademijos leidy-
kla, 1998, p. 275.

13 Flaga, Jerzy. Bractwa religijne w Rzeczypospolitej w
XVII i XVIIT wieku. Lublin: Wydawnictwo KUL, 2004,
s. 108.

4 Kun. Petras Veblaitis - buves ilgametis Kauno arki-
vyskupijos kurijos notaras ir archyvaras.

5 Siluvos baznycios archyviniy dokumenty turinys.
KAKA. Siluvos parapijos archyvas. Byloje jsegti ir keli
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P. Veblaicio versti dokumentai (vienas jy ir cituojamas $ia-
me straipsnyje). Kauno arkivyskupas metropolitas Sigitas
Tamkevicius neseniai atvezé bylg i$ Siluvos baznycios, to-
dél ji dar nesuinventorinta. Uz nuoroda dékoju archyvarei
Sigitai Svitrienei.

16 Lietuviy enciklopedija. T. 17. Boston: Lietuviy enci-
klopedijos leidykla, 1959, p. 273-274.

17 LDK ortus 1664 m. kaldino Jonas Kazimieras Vaza.
Dél nejprasto nominalo bei zemos prabos jie Lietuvoje ne-
prigijo. Ta¢iau XVIII a. pr. $ie pinigai apyvartoje dar buvo.
Zr. Ibid, T. 21, p. 211; Sajauskas, Stanislovas; Kaubrys,
Domininkas. Lietuvos DidZiosios Kunigaikstystés numiz-
matika. Vilnius: Zaltvykslé, 1993, p. 351.

18 Siluvos baznycios 1736 m. inventorius. KAKA. B. 50,
lapai nesunumeruoti.

¥ Melsdamasi $iam $ventajam, karmelity ordino re-
formatoré $v. Teresé Avilieté iSgijo nuo paralyZiaus. Zr.
Lanzi, Fernando ir Gioia. Sventieji globéjai ir jy simboliai.
Vilnius: Alma littera, 2005, p. 194.

2 Lanzi, op. cit., p. 40.

2 Tbid, p. 40.

22 Flaga, op. cit., s. 109-110; Jozef Oblubieniec..., s. 126;
Racitnaité, Tojana. Vizijos ir atvaizdai. Basyjy karmelity
palikimas. Vilnius: Vilniaus dailés akademijos leidykla,
2003, p. 84.

2 Sjuo metu paveikslas yra Krokuvos Sv¢. Mergelés
Marijos Nekaltai Pradétosios baznycioje. Zr. Jozef
Oblubieniec..., s. 126.

2 Tbid, s. 126.

% TIbid, s. 126.

% Lanzi, op. cit., p. 40.

Sv. Juozapo kultas Siluvos bazny¢ioje nebuvo labai sti-
priai iSplétotas, nuo XVIII a. IT p. didesnés reiksmés jgijo
pamaldumas Sv¢. Jézaus Sirdziai. Sventovéje veiké $io ti-
tulo brolija, jkurta 1770 m. Zr. Siluvos Své. Jézaus Sirdies
brolijos knyga (originalo nuorasas). KAKA. B. 52,1. 1-7.
2 Knipping, John B. Iconography of the Counter
Reformation in the Netherlands. Heaven on Earth. T. 1.
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Vytautas Magnus University, Kaunas

Nieuwkoop, Leiden, 1974, s. 114-115; Lexikon der christli-
chen Ikonographie. B. 2. Freiburg im Breisgau: Herder,
1974, S. 7.

2 QObraz  $wigtego  Jézefa. In:
pl/2content=sw_jozef. html>.

30 Male, Emile. LArt religieux de la fin du XVlIe siécle, du
XVlle siécle et du XVIIle siécle. Paris: Librairie Armand
Colin, 1951, p. 257.

31 Popiezius Jonas Paulius II. Laiskas Seimoms
Gratissimam sane. 1994 m. vasario 2 d. In: <www.lcn.
1t/b_dokumentai/kiti_popieziaus/gratissimam-sane.
thml>.

32 Paveikslas turi aptaisus, iliustracijoje pateikiamas at-
vaizdas be aptaisy.

3 Obraz swigtego Jézefa...

Plungés dekanato sakraliné architektira ir dailé.
Plateliai, BerZoras, Gintaliské / Sud. A. Butrimas. Vilnius:
Vilniaus dailés akademijos leidykla, 2005, p. 526.

%5 Uz nuotrauky dékoju dr. Rimai Valinéiatei-Varnei.
SApausBuy,  Ansakcanap. Ceamas  Cam‘a  j
cmapaxmvimnabenapyckim  macmaymee. In:  Hawa
sepa. 2001, No. 4. In: <media.catholic.by/nv/n18/artl.
htm?forprint=1>.

7 Krikscioniskosios ikonografijos Zodynas / Sud. D. Ra-
moniené. Vilnius: Vilniaus dailés akademijos leidykla,
1997, p. 110.

3 Tris pagrindines $ventovéje plétojamas ikonografines
temas i$skyré Laima Sinkanaité. Zr. Sinktnaité, op. cit.,
2000, p. 25.

3 Ibid, p. 26; Katela, op. cit., p. 54-55.

40 Juozapas iSaiskino faraono sapng apie septynias svei-
kas ir septynias liesas karves (tai reiSké septynerius per-
tekliaus ir septynerius bado metus Egipte), todél buvo
paskirtas Egipto krasto valdytoju. Bado metu jis dalijo
grudus egiptie¢iams.

41 Sy Mergelés Marijos Gimimo bazilika. Soniniai alto-
riai. Sventosios Seimos altorius. In: <www.siluva.lt/index.
php?id=75>.

<www.jmj.ultra.
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THE ALTAR-PIECE OF THE HOLY FAMILY IN THE BASILICA OF SILUVA

Key words: Basilica of Siluva, altar-piece, confraternity, iconography, iconology, Holy Family, St. Joseph,

Terrestrial Trinity, Jesus among the Doctors.

Summary

The picture of The Holy Family which was created in the second half of the 18th century and located on the terminal

side altar of the left nave in the Basilica of the Nativity of the Blessed Virgin Mary of Siluva was chosen as the object

of this article. This particular altar-piece was not dissertated till nowadays, but it distinguishes several interesting as-

pects of iconography which ask for an explicit research. So, the analysis of this image in iconographical-iconological

aspects became the main purpose of this article.



The altar of The Holy Family in the Basilica of Siluva had the title of St. Joseph till the 20th century and was re-
lated with the cult of this saint. From the second half of the 17th century or the beginning of 18th century the
Confraternity of St. Joseph operated in this church and the altar mentioned above belonged to it. The devotional
tradition of St. Joseph was preserved and carried on in the second half of 18th century when in Siluva the new brick-

built church was erected.

The image of The Holy Family was placed in St. Joseph altar in the end of 18th century and it is attributed to the
iconographical type of Terrestrial Trinity. In the art context of the Grand Duchy of Lithuania the originality of Siluva

altar-piece is based on the complementary subject of Jesus among the Doctors.

The theological essence of The Holy Family altar-piece of Siluva is both the emphasis on the mystery of One God in
Three Persons and its connection with world and the new Church. And the family which consists of three essential
parts is a constituent of this new Church. The first manifestation of Jesus’ independent activity in this case marks the
end creating the new model of Terrestrial family. This model is set on its connection with the God in Three Divine

Persons.
The Holy Family image and altar make the harmonious part of the whole iconographical programme in the Basilica

of Siluva. But the strongest connection of the mentioned above altar-piece could be linked to the altar of St. Ann,

where the same aspects of Heavenly and Terrestrial Trinity could be seen as well.

Gauta 2008 09 03
Parengta spaudai 2009 05 20
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SILUVOS IR SEINU BAZILIKU VARGONATI:
TIESOS IR ISTORINIU SASAJU PAIESKOS

Reik$miniai Zodziai: Siluvos vargonai, Seiny
vargonai, vargony prospektas, vargony meistrai,

meistras Jonas Garalevicius.

ISTORIJOS APZVALGA

Siluvos Své. Mergelés Marijos Gimimo bazilikos
vargony istorija gana paini. Archyviniai $altiniai
apie vargonus itin kukldis, o dabartinio instrumen-
to sudétis né i§ tolo neprimena pirminio kirinio
vaizdo. Tyrinéjant Lietuvos baroko vargondirbystés
istorija pastebéta, kad Siluvos vargony prospektas
Lietuvoje neturi analogy. Jo architektariné kom-
pozicija labai skiriasi nuo Lietuvoje labiausiai pa-
plitusios Vilniaus vélyvojo baroko vargondirbystés
mokyklos prospekty. Kadangi XVIII a. Lietuvos ir
kaimyniniy $aliy vargondirbystei jtakos turéjo Ryty
Prasijos ir Vokietijos meistry darbai, atsakymy ies-
kota dabartinés Latvijos, Siaurés ir Vakary Lenkijos,

Vokietijos vargonuose.

Dabartiniai Siluvos bazilikos vargonai néra vie-
nalaikis ir harmoningas karinys. XVIII a. pirmaja
puse datuojamo vargony prospekto architektariné
kompozicija, paremta Vakary ir Vidurio Vokietijos
vargondirbystés mokykly tradicijomis, neturi ana-
logy Lietuvoje (2 pav.). Keletas panasiy vargony
prospekty isliko Latvijoje: Liepojos Sv¢. Trejybes,
Rygos Sv. Jokiibo bazny¢iose, panasis $iandien ir
Seiny bazilikos vargonai. Tiksliai nezinoma, i§ kur
apie 1895 m. j Siluvos bazny¢ia atkeltas Sis vargo-
ny prospektas. 1897 m. Siluvos bazny¢ios vizitacijos
dokumente rasoma, jog ,vargonai jsigyti pulkininko
Bobenskio, sumontuoti choruose, tac¢iau dar nesu-
tvarkyti“!. Gali bati, kad vargonai nupirkti i$ kurios

nors didesnés baznycios dabartinéje Latvijoje, kur

XIX a. pabaigoje senieji vargonai daznai buvo kei-
¢iami naujais. Atstumo atzvilgiu tai néra toli, juolab,
kad nei sieny, nei muito nebuvo, nes anuomet abi

$alys priklausé Rusijos imperijai.

Kokio dydzio buvo senasis barokinis instrumentas
ir kas jo autorius, Ziniy taip pat néra, nes neisliko
jokiy $io jrenginio fragmenty. 1902 m. uz seno
Siluvos vargony prospekto lietuviy vargony meist-
ras Jonas Garalevi¢ius sumontavo naujg instrumen-
ta, kuris, manoma, liko nebaigtas. Panasiu metu
vargonams buvo pagaminti nauji droziniai. Jdomus
faktas minimas 1901 m. bazny¢ios vizitacijos do-

kumente, kuriame teigiama, kad ,,Naujus vargonus

1 pav. Siluvos bazilikos vargony prospektas apie 1950 m.
Nuotrauka i$ KPCA.
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2 pav. Siluvos bazilikos vargony prospektas dabar. Nuotrauka Giréno Povilionio, 2007 m.

stato Radavic¢ius Vilniuje“?. Tikétina, kad vilnie¢iui
meistrui Juozapui Radaviciui buvo uzsakyti vargo-
nai, tad¢iau dél nezinomy priezasc¢iy sutarties buvo
atsisakyta. Zymiai véliau - 1976-1978 m. Vilniaus
vargony dirbtuvés meistrai instrumentg padidino iki

devyniolikos balsy (plg. 1 pav.).

SEINU BAZILIKOS VARGONALI - SILUVOS
VARGONU KARTOTE?

Vienas aréiausiai esanciy Siluvos vargony analogy —
Seiny bazilikos vargony prospektas (3 pav.). Abu

prospektus vienija uz jy slypintys Kauno meistro

Jono Garalevic¢iaus darbo romantiniai instrumentai.
Taciau nuodugniau patyrinéjus kyla klausimas: ar
Seiny bazilikos vargony prospektas yra vienalaikis
ir autentiskas baroko karinys, ar puikiai atlikta ir pa-
slépta neobarokiné imitacija? XIX a. II puséje-XX a.
pradzioje gana daznai vargonai buvo kei¢iami nau-
jais, paliekant tik seng ir puos$ny prospekts, o vidu-
je sumontuojant visi$kai naujg instrumentg. Neretai
mazesni vargony prospektai bidavo padidinami,
praplediami, taciau iSlaikoma jy pirminés architek-
taros koncepcija. Panasiai buvo praplésti ir Vilniaus
Sv. Jono baznycios, Arkikatedros vargony prospektai,
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dél kuriy $iandieninés i$vaizdos gana daznai jie lai-
komi vientisais baroko kuriniais. Tac¢iau atkarus jy
pirminj vaizda, atsiskleidzia tikroji tiesa. Iki $iol tebe-
sitesia Siluvos ir Seiny vargony istorinés tiesos paies-
kos.

Tikétina, kad Siluvos bazilikos vargonai jkvépé
meistrg J. Garalevi¢iy, 1907 m. statant naujg instru-
mentg Seiny bazilikoje, pagal Siluvos atvaizda padi-
dinti maza Seiny vargony prospekta. Apie graksty
Seiny bazilikos vargony prospekta, kaip apie vienti-

sg ir unikaly meno karinj, yra ra$¢ nemazai Lenkijos

menotyrininky, ta¢iau né vienas net nejtaré, kad tai
gali buti tobulai paslépta baroko ir neobaroko sin-

tezé.

Panagia j Siluvos vargony architektiirine kompo-
zicijg turi Hamburgo vargony mokykla atstovau-
janc¢iy meistry vargony prospektai Gingsto baz-
nycioje (Vokietija, Riigeno sala, 1790 m., meistras
Christianas Kindtenas)®’, Kongsbergo bazny¢ioje
(Norvegija, 1760-1765 m., meistras Gottfriedas
Heinrichas Glogeris)*, taip pat vargonai Arhuso

(Ohuso) katedroje (Danija, 1730 m., meistro Arpo

Ll
i |

3 pav. Seiny bazilikos vargony prospektas dabar. Nuotrauka Giréno Povilionio, 2006 m.
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4 pav. Seiny bazilikos vargony prospekto rekonstrukcija. Fotomontazas Rimos Povilionienés, 2006 m.

Schnitgerio mokinio Lamberto Danielio Kastenso
instrumentas) ir Kopenhagos Sv¢. Trejybés bazny-

¢ioje (Danija, 1731 m.)’.

Neretai dabartinis Seiny bazilikos vargony pros-
pektas dél panasumo ir minétame regione vyravu-
siy meniniy tendencijy priskiriamas Karaliauc¢iaus
vargondirbiams. Tiksliai teigti, kad batent meistras
J. Garalevi¢ius padidino Seiny vargony prospekta,

negalima, taciau labai tikétina, kad tai - jo karinys.

Seiny vargonai $iame straipsnyje tyrimy objek-
tu tampa ne tik dél jy prospekto panasumo i
Karaliauciaus ir Vilniaus meistry darbus, tadiau ir
dél siekio nubrézti aiskig takoskyra tarp $iy moky-
kly: istoriografijoje Seiny vargonai sudaro $iy mo-
kykly takoskyra. Vienas i$ tiksly yra pagristi kelia-
mga hipoteze, jog Siandieninis vargony prospektas
néra vientisas ir autentiskas XVIII a. baroko karinys

bei surasti sgsajas su Siluvos vargonais.

Zemiau pateikiama keletas pastebéjimy dél Seiny

bazilikos vargony prospekto:

- Seiny bazilikos vargony prospekte jtarimy kelia

skirtingi karnizy profiliai;

— XVIII a. vargonams néra budingas tiesus pir-
masis tarpsnis (kuris turéty pakartoti vir$utinio-
jo tarpsnio i$gaubimus) ir jo virSuje — po antrojo
tarpsnio boksteliais — jkomponuotos konsolés (jos

budingos tik cokolinei prospekty daliai);

- prospekte - nevienodi droziniy ornamentai,
skiriasi jy darbo kokybé (pavyzdziui, $oniniy
boksty ir greta jy esanéiy laukeliy droziniy orna-
mentai zZymiai kresnesni, nei grakstiis centrinés

dalies boksto ir gretimy laukeliy);

- galbait Soninés $ventyjy skulptiros ir Karaliaus

Dovydo figira - taip pat ne XVIII a. kariniai?

Dabartiné prospekto kompozicija turi tiek
Karaliaudiaus, tiek Vilniaus vargondirbystés mo-
kykly prospektams bidingy kompoziciniy bruozy.
Tadiau Seiny vargony prospekto architektiira nei
vienai, nei kitai mokyklai néra visiskai gimininga.

Sig dilemg provokuoja ir iki $iol nenustatyta tiksli
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vargony sukarimo data, nezinomas vargony meis-
tras. Istoriografijoje dazniausiai nurodoma, kad var-
gonai sukurti po 1758 m.® Remiantis 1870 m. Seiny
bazilikos inventoriaus duomenimis, kad ,,baznyc¢io-
je, choro galerijoje stovi nedideli vargonai‘’, gali-
ma manyti, kad prospektas taip pat buvo nedidelis.
Taciau 1907 m. Kauno meistras Jonas Garalevidius
Seiny bazilikoje sumontavo naujg instrumentg (dvi
manualy ir viena pedaly klaviatiros, 28 registrai) su

iki $iy dieny islikusiu prospektu.

Gal butent J. Garalevicius prospekta padidino, pa-
naudodamas dalj i§ senyjy barokiniy vargony? Kaip
atrodé Seiny vargonai iki perstatymo? Ar taip mo-
difikuoti prospekta J. Garalevi¢iy paskatino panasts

Siluvos bazilikos vargonai?

Toliau pateikiami faktai ir Seiny vargony prospekto
ypatumai leidzia iskelti hipoteze apie prospekto pir-

mine i$vaizdg (4 pav.)®:

- Kadangi XIX a. $altiniai teigia vargony buvus
mazy, manytina, jog autentiska barokine prospek-
to dalj sudaré tik penki centriniai antro tarpsnio

langeliai: trys boksteliai ir du tarpiniai laukeliai;

- Du $oniniai daugiakampiai bokstai ir gretimi
laukeliai, nors ir labai panasts, taciau priskiriami
naujajai, neobarokinei daliai. Akivaizdziai skiriasi
$iy dviejy ir dviejy centriniy laukeliy karnizy pro-

filiai, kurie turéty bati simetriski;

- Centrinio bokstelio $onuose esantys sparneliai
tikriausiai puo$é barokinio, dar nedidelio, pros-
pekto $onus. Siandieniné sparneliy kompozicija
atrodo nebaigta ir skatina manyti, kad sparneliai
buve ilgesni ir perstatymo metu apversti (isgaub-

tos riestés turéty bati apacioje);

- Originalioji prospekto dalis dabar uzkelta ant
naujo pirmojo tarpsnio, taip pat buvo perdarytas

cokolis;

- Cokolyje tris bokstelius rémusios konsolés atsi-
daré pirmojo tarpsnio vir§uje;

- Remiantis Karaliauciaus ir Vilniaus mokykly
prospekty analogais, naujajame pirmajame tarps-
nyje jkomponuota Karaliaus Dovydo figtra.

J. Garalevi¢ius, 1902 m. Siluvos bazilikoje statydamas

naujus vargonus (tiksliau - tik nauja instrumenta),

panaudojo seny — XVIII a. — vargony prospekta.
Galbit vos uz 10 km nuo Siluvos esanciy Tytuvény
bazny¢ia puosiantis vargony prospektas irgi jkvépé
Garalevi¢iy? Seiny vargonai turi pana$umy ir su
$iuo kariniu. Siluvos ir Seiny vargony prospektai,
nors ir skiriasi, yra tapatas kompozicijos proporci-
jomis, atitinka jy laukeliy kiekis. Nesutampa tik kar-
nizy profiliy formos ir laukeliy skaidymas (Siluvos
vargonuose vidurinés dalies plokstieji laukeliai yra

dviejy auksty).

SILUVOS BAZILIKOS VARGONU
INSTRUMENTINES DALIES APRASYMAS

Siandien Siluvos instrumentas turi dvi manualines
ir pedaline klaviatiiras bei 19 registry. Romantinio
stiliaus instrumente atsispindi du laikotarpiai:
1902 m. Jono Garaleviciaus darbas ir 1976-1978 m.
instrumentg restauravusiy ir i§ dalies perdariusiy
UAB Vilniaus vargony dirbtuvé meistry karyba.
Pirmojo manualo ir pedaly dispozicija bei vamz-
dynas yra islikes i§ 1902 m., o antrojo manualo -
1978 m. Pastarosios vargony rekonstrukcijos metu
taip pat buvo sumontuota nauja griezykla, pakeista
dalis mechanikos, restauruotos oro skirstymo dézés,
dumplés, sumontuotas oro pustuvas. Visos instru-
mento oro skirstymo dézés yra sklendinés, traktara

mechaniné, dumplés - lygiagretinés.

Zemiau pateikiama vargony dispozicija:
I manualas (C- £)
Principal 8

Bordun 16’
Hohlflote 8
Gedackt 8

Flauto Dolce 4’
Gambe &

Fugara 8’

Octav 4’

Mixtur 3 fach

II manualas (C- £)
Principal 4

Gedackt 8
Salicional 8

Salicet 8

Rohrflote 8
Waldflote 2°

Cornett 4 fach’



Pedalai (C- &)
Subbass 16’

Octavbass 8
Octavbass 4’

Sankabos: II/I; I/P; II/P

ISVADOS

Straipsnyje pateikti Siluvos ir Seiny vargony pros-
pekty analizés duomenys bei analogiskos situacijos
rodo, kad XIX a. IT p.-XX a. pr., statant naujus var-
gonus, neretai mazi barokiniy vargony prospektai
buvo padidinami pagal didziyjy pavyzdzius, daznai
$ios rekonstrukcijos buvo atliekamos labai tobulai,
taip uzmindamos autenti$kumo mijsle vargony tyri-
nétojams. Remiantis tyrimo rezultatais galima teigti,
kad Seiny bazilikos vargony prospektas yra vélesnés
rekonstrukcijos rezultatas: nedidelis XVIII a. vidurio
prospektas galéjo buti Ryty Prasijos meistry karinys,
kurj 1907 m. statydamas naujg didelj instrumenta
pagal Siluvos vargony atvaizda neatpazjstamai pra-
plété Kauno vargony meistras Jonas Garalevicius.
Manytina, kad $is Seiny bazilikos vargony autentis-
kos i$vaizdos atktirimas (Zr. 4 pav.) atsako j keliamas
hipotezes dél juos sukiirusio meistro priklausomy-

bés Karaliauc¢iaus ar Vilniaus mokyklai.

Girénas POVILIONIS
Culture, Philosophy and Arts Research Institute, Vilnius

Atsakius | Seiny bazilikos vargony autenti$kumo
lygmenj kelianc¢ius klausimus, lieka neatsakytas
Siluvos bazilikos vargony kilmés ir jj sukirusio
meistro klausimas. Atsakymo j jj dar reikés paiesko-

ti ir patyrinéti ateities studijose.

Nuorodos

U Siluvos baznycios 1897 m. vizitacija. LVIA. E. 669,
ap. 3,b. 2573, 1. 45.

> Siluvos baznycios 1901 m. vizitacija. LVIA. F. 669,
ap. 3,b.2762,1. 13.

*  The Nordic-Baltic Organ Book |/ Ed. by A. Frisk,
S. Jullander, A. McCrea. Géteborg: Goteborg Organ Art
Centre, 2003, p. 130.

4+ Ibid, p. 88.

5 Ibid, p. 130.

& Zglinski, Marcin. Budownictwo organowe na terenie
dawnego Wielkiego Ksigstwa Litewskiego do okolo 1850 roku
w Swietle najnowszych badan. In: Muzyka. 2003, Nr. 3, s. 91.
7 Klapkowski, Wtadystaw. Konwent dominikanéw w
Sejnach. Wilno, 1939, s. 78.

8 Neatlikus Seiny vargony nataros tyrimy, negalima ga-
lutinai pagrijsti Sios hipotezés, taciau, kaip parodé Vilniaus
Arkikatedros ir Sv. Jono bazny¢ios prospekty i$ankstiniai
vizualiniai tyrimai, natiiros tyrimy rezultatai iskeltas hi-
potezes patvirtino.

THE ORGANS OF THE SILUVA AND SEJNY BASILICAS:
THE SEARCH FOR TRUTH AND HISTORICAL LINKS

Key words: the organ of Siluva, the organ of Sejny, the fagade of the organ, organ masters,

master Jonas Garalevicius.

Summary

The history of the organ of the Siluva Basilica of the Nativity of the Blessed Virgin Mary is rather complicated.

Neither the exact date of the creation nor masters of the organ have been precisely specified. Archival sources talk

about it especially modestly and the composition of the present instrument does not in the least reflect the look of

an initial creation. Researching the history of Lithuanian Baroque organ-building art, it was noticed that the fagade

of the Siluva organ has no analogues in Lithuania. Its architectural design greatly differs from fagades of the Vilnius

late Baroque organ-building school most widespread in Lithuania. It is not known precisely where from this organ
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facade was moved to the Siluva church around 1895. Several similar organ fagades have survived in Latvia: Holy
Trinity Church in Liepaja and St. Jacob Church in Riga; today the resemblance is also borne by the organ of the

Basilica of Sejny.

One of the most nearly situated analogues of the Siluva organ is the fagade of the organ of the Sejny Basilica.
Both fagades are unified by the lying behind them Romantic instruments of the work of the Kaunas master Jonas
Garalevic¢ius. However, having researched more thoroughly, the question arises whether the facade of the Sejny
Basilica organ is a contemporaneous and authentic Baroque creation or an excellently produced and hidden neo-
baroque imitation. In the second half of the 19th - the beginning of the 20th centuries, organs were quite frequently
replaced with new ones, leaving only an old and ornate fagade and mounting a completely new instrument in the
inside.

The article thoroughly explores the question whether the facade of the organ of the Sejny Basilica is truly a repeti-
tion, what its prototype is and whether its author could be the master Jonas Garalevicius. The hypotheses about an
initial appearance of the fagade of the organ have been raised and related views of earlier published researchers have

been analyzed.

Gauta 2009 09 09
Parengta spaudai 2009 09 17
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Nijolé LUKSIONYTE

Vytauto DidZiojo universitetas, Kaunas

SILUVOS KOPLYCIA - UNIKALUS XX A. PRADZIOS

ARCHITEKTUROS PAVYZDYS

Reik$miniai Zodziai: Antanas Vivulskis, Siluvos
Apsireiskimo koply¢ia, tautiSkumas, bokstas,
obeliskas, kryzius, ,,Zemaitiska dvasia“, mediniai

prieangiai, (lokalinis) modernizmas.

Straipsnio tikslas - atskleisti Antano Vivulskio
1903-1906 m. suprojektuotos ir 1912-1924 m.
pastatytos Siluvos koply¢ios meninio sprendimo
unikalumg. Archyviné ir ikonografiné medziaga,
dokumentuojanti koply¢ios architektiirg, paskelb-
ta autorés monografijoje'. Ja toliau interpretuojant
siekiama i$ryskinti koply¢ios ttrio kompozicijoje ir
medziagy derméje pastebimus tautiskumo aspektus
bei jvertinti pastato stilistikg XX a. pirmosios pusés

Lietuvos architektaros kontekste.

STATYBOS CHRONOLOGIJA

Své. Mergelés Marijos Apsireiskimo koply&ia Silu-
voje — vienintelis jgyvendintas ir iki masy dieny i$-
likes architekto bei skulptoriaus Antano Vivulskio
(1877-1919) monumentalus architektaros karinys.
Paryziuje studijavusiam menininkui 1903 m. projek-
ta uzsaké Siluvos klebonas Marcijonas Jurgaitis. Nors
po 1904 m. katalikams oficialiai netrukdyta statyti
sakraliniy pastaty, vis délto badavo daromos forma-
lios Klititys. 1906 m. rugséji Siluvos klebonas patei-
ke tvirtinti projekta bei samata®. Kadangi turéta per
maza visos sumos dalis (39 222 rub.), projektas nebu-
vo patvirtintas. 1910 m. rugséjj pareikalauta pateikti
papildomus grunto zondavimo brézinius taskuose,
kur stovés pilonai, bei pamaty, pilony, sieny, skliau-
ty stabilumo skai¢iavimus. Sj darbg atliko architektas
Mykolas Dubovikas i§ Kauno, rapinesis technine sta-
tybos prieziara®. 1911 m. birzelio 11 d. Vidaus reikaly
ministerija patvirtino statybos leidimg. Kun. Jonas

Maciulis-Maironis 1912 m. liepos 2 d. pasventino

kertinj koplyc¢ios akmenj. Prasidéjus intensyviems
darbams, 1912 m. geguzés ménesj priezitra peréme
Kauno gubernijos inZinierius Fiodoras Malinovskis.
A. Vivulskis i Siluva atvyko 1912 m. vasara, gyve-
no pas kun. M. Jurgaitj ir rapinosi statybos darbais.
Buvo tiksliai laikomasi 1906 m. projekto. Tadiau
statyba pertrauké Pirmasis pasaulinis karas, per ap-
$audyma nukentéjo sieny maras. Koplycia uzbaigta
1922-1924 m., pasventinta 1924 m. rugséjo 8 d.

APIE AUTORIU

Antanas Vivulskis gimé Totmoje, Vologdos guber-
nijoje; jo tévas ten dirbo miskininku. Po ankstyvos
vyro mirties motina Adelé Karpuskaité 1883 m. su
vaikais persikélé | Mintauja (Jelgava, dab. Latvija)
pas gimines, ten ja globojo brolis, Mintaujos deka-
nas Pranciskus Kriskijonas bei Liepojos klebonas,
basimasis Vilniaus vyskupas Eduardas Roppas.
Mintaujoje prabégo A. Vivulskio vaikysté ir paau-
glysté. leSkodama siinui tinkamesnés aplinkos, mo-
tina i$siunté jj  Chyrovo jézuity gimnazija Galicijoje.
Baiges gimnazija, A. Vivulskis svyravo: rinktis dva-
sininko ar menininko kelig? Apie tai uzsimena keli
jo amzininkai. Galiausiai nusprendé atsidéti meni-
nei karybai, kurig suvokeé kaip pasaulietiska apasta-
lavimg. Vienoje, kurig nesunku pasiekti i§ Chyrovo,
jstojo i Aukstaja technikos mokyklg (Technische
Hochschule). Studijavo nuo 1897 m. rudens iki
1901 m. pabaigos. Véliau - Paryzius, Aukstoji nacio-
naliné dailés mokykla (Ecole nationale supérieure

des beaux-arts). 1902 m. jstojo i skulpttros klase,



vadovaujama profesoriaus Antonino Mercié, ir mo-
kési $eserius metus. A. Vivulskis buvo laikomas vienu
geriausiy mokyklos studenty. ParyzZiuje jis bendravo
su lenky i8eiviais, kurie Lietuva laiké savo istorine té-
vyne. Daznaisusitikdavosu Vladislovu Mickevi¢iumi,
poeto sanumi, globojusiu 1903 m. jkurta Adomo
Mickevi¢iaus muziejy. 1904 m. pradzioje jsisteigus
lietuviy draugijai Lituanija, A. Vivulskis drauge su
Petru Rimsa, Mykolu Romeriu dalyvavo jos veikloje.
P. Rimsa yra citaves A. Vivulskio ZodZius: ,,Dirbsiu
Lietuvai: lenkai turi nemaza dailininky, o lietuviams
ju labai traksta“. A. Vivulskio nekankino bajoris-
kosios ir valstietiskosios lietuvybés dilema, pasireis-
kusi amziy sandaros atgimimo judéjime. Istorikas
Rimantas Miknys motyvavo A. Vivulskio lietuvisku-
ma kaip asmeninj LDK bajorijos atstovo apsispren-
dimg ir taip i$sprendé jkyriai rutuliot3 menininko
tautinio dvilypumo dilema. Galima drgsiai teigti, kad
A. Vivulskio tauting savimone virsijo kur kas plates-
né kriksc¢ioniskoji, katalikiskoji nuostata. P. Rim$a né
kiek neperdéjo sakydamas, jog katalikybé jam svéré
daugiau uz tautybe.

1904-1908 m. A. Vivulskis keliavo po Italija,
Austrija, Anglija, Prancazija, Belgija, Vokietija,

Olandijg, Sveicarija, Ispanija. Né vienas i§ to meto
Lietuvoje dirbusiy projektuotojy neturéjo tokio pla-
taus akiracio ir ,,dvigubo“ - architekto ir skulpto-
riaus - i$silavinimo. A. Vivulskis neretai lankydavosi
Kaune, palaiké glaudy rys$j su motina, kuri 1897 m.
i§ Mintaujos persikélé j Kaung, nusipirko namelj
uz Katedros, Kalviy gatvéje (dabar — Kumeliy g. 4).
A. Vivulskj pazinojo daugelis kunigy. 1913 m.
rugséjo viduryje jis i§ Paryziaus persikélé i Vilniy,
nes prasidéjo Sv¢. Jézaus Sirdies baznycios statyba
(1 pav.). Karo metais Vilniaus visuomenés iniciaty-
va ant Plikojo kalno suprojektavo Trijy Kryziy pa-
minkla, Sv. Jono baznycioje — memorialine lenta

Tadui Kosciuskai.

SAKRALINIUY PASTATYU SCHEMOS

XIX a. pabaigoje ir XX a. pradzioje bazny¢iy archi-
tektra maziausiai reagavo j naujovisky permainy
véjus. Nuo XIX a. antrojo ketvircio jsitvirtings is-
toriniy stiliy (ypa¢ gotikos) atkartojimas plito vi-
soje Europoje bei kitose pasaulio Salyse. Lietuva
nebuvo i$imtis. 1897 m. caro valdZiai panaikinus
draudimg statyti kataliky bazny¢ias, kilo gaivalin-
ga stambiy neogotikiniy baznyciy statybos banga

1 pav. Antanas Vivulskis dirbtuvéje prie Vilniaus Sv¢. Jézaus Sirdies baznycios maketo ir bréZiniy. Apie 1913 m.
Nuotrauka i$ ParyZiaus A. Mickeviciaus muziejaus Meno skyriaus, gauta i§ Dainiaus Juneviciaus.
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2 pav. Antanas Vivulskis. Siluvos koplycios modelis.
XX a. pr. Nuotrauka i LDM archyvo, V-26.

(Palangos, Svéksnos, Salanty, Seredziaus, Vilkijos,
Naujamiesc¢io, Ramygalos, Kupiskio ir kt. bazny-
¢ios). Statytos ir maZesnés viduramziy ar naujyjy
laiky stiliy bazny¢ios (Zeimiy, Kietaviskiy, Utenos,
Baltosios Vokés). Buvo pasikliaujama , klasikiniais®
romanikos, gotikos, renesanso, baroko bazny¢iy
prototipais - ju stilistinémis formomis ir tarinémis
erdvinémis kompozicijomis. Vietinés architektaros
raiskos siekinys tuo metu dar nebuvo suvoktas, juo-
ba niekas jo samoningai neformulavo. 1907-1913 m.
A. Vivulskio pasiiilyma Vilniuje statyti Sv¢. Jézaus
Sirdies bazny¢ig i§ gelzbetonio to meto Vilniaus
architektai ir uzsakovai priémé kaip akibroksta.
Nepasitikéta naujyjy konstrukcijy patvarumu, nej-
prastai atrodé ir jy padiktuotos lakoniskos ir ekspre-

syvios architekttros formos.

SILUVOS KOPLYCIOS MENINE IDEJA

Koply¢ia Siluvoje turéjo iskilti kaip paminklas toje
vietoje, kur 1608 m. apsireiské Sv¢. Mergelé Marija.
Aplinkui pleciantis kapinéms, mediné koplytélé at-
rodé per menka simbolizuoti Sv¢. Mergelés apsi-

reisSkimo garbe. Marijos pasirodymo Zzmonéms vieta

A. Vivulskiui, be abejo, reiské gyvo tikéjimo liudiji-
ma. Kaip jis jsivaizdavo apsireiskimo jprasminimg -
tiesioginiy autoriaus minc¢iy neturime. Tais laikais
prie architekturiniy projekty nebudavo pateikiami
aiskinamieji rastai, apibaidinantys karinio idéja. Taigi
statinio programa nebuvo verbalizuota, belieka jg at-

pazinti i§ meniniy formuy.

Griezta, aiski, virSun siauréjanti koply¢ios vertikalé
iSauga i§ stabilaus platesnio pagrindo. Sis obeliska
primenantis taris radosi palaipsniui. 1903 m. eski-
ze ir bréziniuose statinys veikiau panasesnis j boks-
ta®. Projektas, kurj autorius pateiké 1905-1906 m.
(planas, pjavis, du fasadai, jvairios detalés), atsklei-
dzia jau i$sikristalizavusig idéjg®. (BréZiniy grafika
nejprasta to meto Lietuvai ir Rusijai — bréziniai at-
likti tusu, akvarele ir spalvotais piestukais, tonavi-
mu parodyta apimtis ir Se$éliai. 1908 m. projektas
buvo eksponuotas Antrojoje lietuviy dailés paro-
doje, taciau, kurdamas jj, autorius dirbo ne paro-
dai). Mastydamas kaip skulptorius, kartu su bré-
Ziniais jis i§ molio lipdé koplyc¢ios modelj (2 pav.).
Architektariniai maketai iki Pirmojo pasaulinio
karo Europoje ir Lietuvoje buvo retas reiskinys.
Modelio nuotraukg 1906 m. nusiunté pusseserei
Anelei Michatowskai i Vilniy su prieragu, jog noris
sukurti koply¢ia ,,zemaitiska dvasia“’. Frontone tu-
rjs buti didziulis kryzius, i§ keturiy pusiy - medi-
niai dazyti prieangiai. Modelis geriau nei bréziniai
perteikia skulptiri$ka statinio apimtj ir obelisko
jvaizdj.

Koply¢ia sumiryta vir§ akmeny toje vietoje, kur
Siluvoje apsireiské Sv¢. Mergelé Marija. Paciame
centre — apeinamas altorius su Mergelés statula.
Aplink altoriy iSdéstyti keturi masyviis apskrito
skerspjavio stulpai, sujungti plac¢iomis smailéjan-
¢iomis arkomis. Jie formuoja kvadratinio plano
erdve, vir$ kurios is$kyla bokstas, remiamas stulpy
ir arky. Sakraliosios erdvés vertikale pabrézia siau-
ri smailiaarkiai langai bei plonos, prie sieny priglu-
dusios kolonélés, i§ kuriy iSauga skliauty nervitros.
Siai erdvei priespriesinama Zema galerija, juosianti
boksta i§ visy pusiy (plane ji sudaro iSorinj, didjji
20 x 20 m kvadratg). Galerija formuoja viso stati-
nio pagrindg - cokolj. Jo kampuose sumiryti akli-
ni keturkampiai boksteliai — atramos, j kurias per

jstrizas sienutes (arkbutanus) nuvestas pagrindinio



3 pav. Antanas Vivulskis. Siluvos koplycios projektas. 1906 m.:

a - planas; b - pagrindinis fasadas; ¢ - Soninis fasadas; d - pjivis.
LNM, i$ buvusio KPC AM, Af-418-424.
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boksto svoris. Sitaip transformuota karkasiné goti-

kos sistema.

Koply¢ig A. Vivulskis planavo miirine, kai kurias de-
tales numaté daryti i§ medzio. Novatoriskas gelzbe-
tonio konstrukcijas jis pasitilé ne Siluvos koply¢iai, o
kiek véliau projektuotam Vilniaus Sv¢. Jézaus Sirdies
baznycios pastatui. Taciau koplycios konstrukeijy
skai¢iavimus atlikes Mykolas Dubovikas sitilé skliau-
tams naudoti gelzbetonj, nes tokia konstrukcija biity

buvusi tris su puse karto tvirtesné®.

Jau 1903 m. Siluvos koplycios eskize démesj patrau-
kia kryzius, uzimantis visg vir§utinj fasado tarpsni.
Sienos plokstumoje jo forma negatyvi — kryzius
jgilintas, tarsi jspaustas formuojant statinio mase.
1906 m. brézinyje pasikeitusios kai kurios detalés,
tarp jy ir kryzius: ¢ia jis iskilus, stilizuotas; Dievo
Motinos su Kuadikiu figara i§ papédés perkelta j
jprasta krucifikso vieta. Koplycios statybos metu
kryziaus apvadas padarytas iskilus, o fonas Dievo
Motinos skulptirai - jgilintas. Toks kryziaus formos
interpretavimas Siluvos koplycios fasaduose - ne at-
sitiktinumas. Krokuvos Sv¢. Jézaus Sirdies bazny¢ios
projekte (1905 m.) kryziaus forma modeliuota dar
drgsiau. Vienbokscio varianto makete A. Vivulskis
pavaizdavo didziulj kryziy, tartum apglébiantj boks-
to vertikale’. Antrame, dvibokstés baznycios, pro-
jekte kryzius — visos kompozicijos leitmotyvas. Jo
forma dominuoja bokstuose (kryziai i§maryti viso-
se keturkampiy boksty pusése), kartojami lange vir§
portalo ir transepty languose. Tas pats dvibokstés
baznycios variantas 1907 m. pritaikytas Vilniuje',
o apie 1909 m. architektas pasitilé naujg vienbokste
versija!!, kurioje iskiliai modeliuoti kryziai i§ visy
pusiy apglébia virsutinj boksto tarpsnj. A. Vivulskis
tobulino kryziaus formos plastine iSraiskg iskiliy ir
igilinty plokstumy santykiais. Lotyniskojo kryziaus
formg, kuri kriks¢ioniy sakralinéje architektaroje
simbolizuoja I§ganymo kelig, A. Vivulskis i$ jprasti-
nio paslépto buvio (plano) perkélé j iSoriskai regima
pavidalg (fasadus). Toks raiskos budas sustiprino
plastinj jtaigumga ir ekspresija. Kryziaus i$kélimas j
statinio iSore kai kam gal atrodé pernelyg ekstatiskas,
taciau tai buvo nauja meniné forma, lauzanti jpras-
tas istorizmo stilistikos schemas. Panasiy sprendi-
my XX a. architektiiroje niekur neteko aptikti. I§

kur atsirado skulptiiriSkas kryziaus pavidalas ir jo

transformavimas j architekttaros formg A. Vivulskio
darbuose? Tikriausiai, tai spontaniska jzvalga, gi-
musi jsijautus j sakralinio pastato esme ir strukta-
ra. Kryziaus kaip vienintelio ISganymo kelio, vilties,
perkeic¢iancios aukos prasmeés jam paciam buvo gy-
vybiskai svarbios. Kryziaus pavidalo apoteozé, nesu-
saistyta vidaus erdvés reikalavimy, véliau issiskleidé

Vilniaus Trijy Kryziy paminkle (1916 m.).

Sgsajos su gotika (ryskesnés Siluvos koply¢ios pro-
jekte nei jj realizavus) pasitelktos kaip statinio pa-
skirties Zenklas (3 pav.). Beje, koplycios pastate
istoriniy reminiscencijy maziau nei A. Vivulskio
suprojektuotose baznyciose, kurios islaiké tradici-
nj bazilikos tirj, lotynisko kryziaus plang, $iek tiek
viduramziy stiliy dekoro. Koply¢ioje jas jkinija
smailiy arky langai, sudalyti masverkais, arkattiros
bei ni$y arkados. A. Vivulskis buvo numates margg,
kilimigka interjero dekorg: ¢ia viduramziy motyvai
stilizuoti moderno (secesijos) ir beuzsimezgancio

art deco dvasia.

Koply¢ios interjeras jrengtas tarpukariu. Altorius
su Dievo Motinos statula ir angelais abipus auksto
postamento atitinka autoriaus numatytg kompo-
zicija. Skulptiiras pagamino skulptorius i§ Siauliy
Jonas Mrozinskis'2. Puo$nus augaliniai kolony
kapiteliai, sieny plokstumas dalijanc¢ios dekoraty-
vinés arkutés turéjo buti suformuotos pradiniame
statybos etape. Angely skulptiiros boksto paskliau-
téje ir ornamentiniy plyteliy grindys nepadarytos.
Sprendziant i§ projekto, A. Vivulskis jsivaizdavo
spalvingg interjerg, Zemutiniame tarpsnyje neven-
gé smulkiy detaliy. Labai i§raiskingi secesiski ketu-
riy stambiyjy kolony kapiteliai. Dekoras netrukdé
suvokti erdvés hierarchijos; atvirksciai, peréjimas
nuo juvelyriniy detaliy prie visumos Zyméjo is
anksto autoriaus jsivaizduotas interjero suvokimo
pakopas. Sienas puosianti figiiriné ir ornamentiné
tapyba yra vélesné, XX a. 4-9 deSimtmeciais jg at-
liko jvairas autoriai. Dievo Motinos garbinimo ir
pamaldumo atmosferg A. Vivulskis noréjo sustip-
rinti angely tema. Deja, bokste angelai nesukurti,
o prieangiuose neisliko; priesais koplyc¢ia stiksan-
¢iy angely-sfinksy skulptary idéja jgyvendinta tik
1970-1998 m. (jy modelius ir vieng skulptiirg suki-
ré skulptorius Robertas Antinis Vyresnysis, antra-

ja — Robertas Antinis Jaunesnysis). Koply¢ia - tai



paminklas, kupinas vidinés jégos, kuri atskleista

nuoseklia hierarchine tvarka.

LOKALINIAI BRUOZAI

Koply¢ioje galima jzvelgti keletg ypatybiy, manytu-
me, iSreiskianciy A. Vivulskio puoseléts ,,zemaitis-
ka dvasia“ Pastatas yra masyvus ir stabilus; jis tarsi
luitas iSauga i$ Zemés per cokolinio auksto (galeri-
jos) pakopa, panasia i aplinkines kapiniy kalveles.
Kildamas j vir$y, bokstas per kontraforsus nezymiai
plonéja, jo tinkuoty ir lygiai dazyty fasady skaidy-
mas minimalus, uzbaigimas paprastas (primena pi-
lies kuorus)'®. Antra svarbi ypatybé - kryziaus iskeé-
limas j statinio iSore, jo derinimas su Dievo Motinos
skulptiira. Tai atitinka Zemaitijoje jprastg kryziy,
rapintojéliy, Sventuky buvimg nuolatiniame regos
lauke (kiemuose, pakelése, kapinése). Trecia savita
ypatybé — A. Vivulskio sumanyti mediniai priean-
giai. Skulptirinius jy modelius jis daré i§ gipso ir
smulkiai detalizavo. Buvo svarbu, kad meistrai tiks-
liai i$drozty juos i§ medzio. Mediniai prieangio stul-
peliai rémé puosny augalinj friza su stilizuotomis
lelijomis ir kalavijais (Zurnalo Swiat straipsnio au-
toriaus pastebéjimu, vaizduojami septyni skausmo
kalavijai). Frizo apacioje jkomponuoti angely-se-
rafimy atvaizdai. Medzio detalés Siluvos koply¢ioje
tikriausiai taip pat turéjo bati atpazintos kaip savos
ir jprastos (kadangi jos yra pirmo auksto lygyje, jas
mato visi jeinantys). Medzio ir maro derinys - tai
pastanga tradicija sieti su novacija. Sj derinj neretai
galima pamatyti XIX a. pabaigos ir XX a. pradZios
gyvenamojoje architektaroje, tac¢iau sakraliniams
pastatams jis nebuvo budingas. Tai labiausiai nej-
prasta detalé A. Vivulskio sumanytoje koplycioje.
Deja, dabartiné pastato i$vaizda skiriasi nuo pradi-
nés. Visi keturi mediniai prieangiai 1957-1959 m.
Siluvos klebono kun. Vaclovo Grauslio iniciatyva
pakeisti miriniais - Sitaip suardyta originali kont-

rastingy medziagy dermés idéja'“.

1908 m. apie A. Vivulskio Siluvos koply¢ig rageé
Helena Romeryté, Paryziaus dirbtuvéje tikriausiai
maciusi minétgjj modelj. Jos Zodziais tariant, ,,kop-
ly¢ia projektuojama boksto, sutvirtinto bastionais,
pavidalo - rasti, tvirta, niari - jsivaizduoji ja tarp

giriy, nepasiekiamg ir nejveikta, kaip ir ty Zmoniy

tikéjimas“!®. Toliau komentavo, kad toks sprendi-
mas yra labai originalus, ir menininkas plastiniu
pozitriu jautriai iSreigké lietuvisky dvasia. Kazin, ar
H. Rémerytés komplimentus turétume vertinti tik
kaip asmeninio susizavéjimo A. Vivulskio kariniu
iSraiSka. Tikriausiai i$ to laiko pozicijos tautiskumo
bruozai buvo labiau atpazjstami, ypa¢ zvelgiant j
kosmopolitiska vyraujancios istorizmo architekta-

ros kontekstg.

Jau pastatytos koply¢ios architektirg pirmasis jver-
tino kun. Kazimieras Jasénas. Jis teigé, kad ,joje pa-
stebime lietuviy kryziy ir Egipto pilony motyvus® ir
jog paminklo forma graziai pabrézia jos paskirtj's.
Menotyrininko Pauliaus Galaunés nuomone, kop-
lyc¢iai suteikta visiSkai naujoviska forma (neseka-
ma Viduramziy stiliais); pagrindiné masé primena
lietuviskas varpines. Pasak P. Galaunés, ,modelyje
$is pastatas atrodé perdaug masyvus, sunkus, o sta-
tant viskas palengvinta!’ (bokstas planuotas 30 m
auks$cio, o pastatytas 44 m). Aptardamas Latvijos,
Lietuvos ir Estijos modernizma, Visuotinéje meno is-

torijoje (Mintauja, 1923) K. Jasénas Siluvos koply¢ia

4 pav. Antanas Vivulskis. Morskie Oko koplycios piesinys.
1911 m. Nuotrauka i§ MAB RS, E 255-464.
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5 pav. Architektas Paul Walter. Obelisko motyvas Bismarko bokste Bydgosciuje. 1911-1913 m. Nuotrauka i$ dr. Tomaszo

Grygielio archyvo, Varsuva.

pavadino ankstyviausiu $ios krypties pavyzdziu.
Vilniuje, kur A. Vivulskio darbai buvo geriausiai
zinomi, netrukus po autoriaus mirties juos labai pa-
lankiai jvertino Stepono Batoro universiteto archi-
tektiros profesorius Juliuszas Klosas. A. Vivulskio
talento proverzj jis pavadino pirmuoju tikrosios k-
rybos dvelksmu, patirtu po stagnacijos Simtmecio
Rusijos nelaisvéje. IeSkodamas savity, labiau skulp-
tarisky nei architektarisky formy ir bandydamas
gelzbetonio galimybes, pasak J. Kloso, A. Vivulskis

»rémeési pranciazy modernizmo pavyzdziais“!®.

ARCHITEKTUROS SASAJOS

Artimg Siluvai plastinj sprendimg A. Vivulskis dar
kartg interpretavo Morskie Oko koply¢ios projekte
(4 pav.). Grafiené Maria Zamoyska noréjo pastaty-
ti koply¢ia Morskie Oko vietovéje (nes tarptauti-
nio teismo sprendimu desiniojo Ryby Potok upés
kranto Tatry teritorija buvo priskirta ne Vengrijai,
o Galicijai). 1911 m. pavasarj A. Vivulskis parengé
brézinius, taciau darbai nebuvo pradéti. Morskie
Oko koply¢ia kalvos virSinéje, nors ir sakralinés
paskirties, veikiau turéjo tapti ribozenkliu arba
kelio orientyru. Todél neatsitiktinai A. Vivulskis

akcentavo $vyturio, obelisko jvaizdzius. Tuaris

neaukstas, j vir§y siauréjantis, i§ visy keturiy pu-
siy - laipty pandusai. ISrySkinta viena tarj skai-
danti forma - kryzius. Tai radikaliausia kryziaus
motyvo interpretacija A. Vivulskio projektuose.
Pagrindinis jéjimas jrémintas grify skulptiromis
(grifas simbolizuoja dviguba Jézaus Kristaus pri-
gimtj). Morskie Oko projektas leidzia geriau su-
prasti, kodél Siluvos koply¢ios architektiira siejama
su egiptietiskais motyvais. I§ Egipto kilusi obelisko
forma Siluvoje dar paslépta po neogotikos riibu,
o Morskie Oko koply¢ioje ji atvirai deklaruota.
EgiptietiSkas obeliskas véliau tapo universalia ar-
chitektarine forma, simboliskai iSreiskiancia rysj
tarp Zemés ir dangaus.

Siluvos koply¢ia formaliai galima sugretinti su
Bismarko bokstu Bydgos¢iuje (Bismarkturm monu-
mente, 1911-1913 m., archit. Paul Walter) (5 pav.) ir
Tauty kovos paminklu prie Leipcigo (archit. Bruno
Schmitz). Tai patvirtina, jog A. Vivulskiui nebu-
vo svetimi to laiko meniniai ieskojimai. Siluvos ir
Morskie Oko koply¢iy giminingumas austry bei
vokieciy architektiiros mokykloms rodo ne iSorinj
sekimg, o visai epochai bendras stilistines priemo-
nes. Koply¢iy planuose A. Vivulskis taiké kvadrato

formg - programinj secesijos motyva, jsitvirtinusj



Josepho Hoffmano kiriniuose. Kvadrato pavidalas
teikia stabilumo, statikos pojutj. Tadiau architekty
P. Walterio ir B. Schmitzo darbai atstovauja visis-
kai kitam statinio tipui - tai herojiniai paminklai,
jamzinantys istorines asmenybes arba jvykius, t. y.
zemiskaja garbe. O A. Vivulskis karé paminklg
dangiskajai Sv¢. Mergelés Marijos ir jos Stinaus

garbei.

A. Vivulskio sumanytos Siluvos koply¢ios archi-
tektiira buvo pirmasis sgmoningas ,tautinio sti-
liaus“ eksperimentas XX a. Lietuvoje. Véliau, XX a.
3-4 deSimtmeciais, ,lietuvisko stiliaus* ieskantys ar-
chitektai mégino pasitelkti baroko formas, etnogra-
finius motyvus, taciau nei viena, nei kita tendencija
neissikristalizavo j plataus masto reiskinj. Gal tik
nuosaikusis modernizmas, jsitvirtines apie 1930 m.,
galéty buti traktuojamas kaip lietuviska mentaliteta
geriausiai atitikusi meniné rai$ka - lakoniska, stabili
ir kartu ekspresyvi. Nors iki Siol Lietuvos architek-
taros istorikai néra gretine Siluvos koply¢ios su tar-
pukario modernizmo pastatais, manau, jog klasiki-
niy stiliy transformavimo lygmeniu ir kompozicijos
ekspresija ji nenusileidzia Felikso Vizbaro Kauno
Pasto rimams (1931 m.) ar Vladislovo Dubeneckio
Vytauto Didziojo muziejui Kaune (1936 m.).
A. Vivulskio sumanymas $iek tiek ,pralenkeé laika®
Lietuvos architektiiros raidoje, tad Siluvos koply¢ia
gali buti priskiriama XX a. pirmos pusés lokaliojo

lietuviskojo modernizmo mokyklai.
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THE SILUVA CHAPEL AS AN UNIQUE EXAMPLE OF
THE ARCHITECTURE OF THE BEGINNING OF THE 20TH CENTURY

Key words: Antanas Vivulskis, Siluva chapel of the Apparition of the Blessed Virgin Mary, nationality,

tower, obelisk, cross, “Samogitian spirit®, wooden porches, (local) modernism.

Summary

The article aims at revealing the architectural uniqueness of the Siluva Chapel designed by Antanas Vivulskis in

1903-1906 and built in 1912-1924. It is sought to highlight national aspects observable in the architecture of the

Chapel and evaluate the stylistics of the construction in the context of Lithuanian architecture of the first half of the
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20th century. The Chapel of the Apparition of the Blessed Virgin Mary in Siluva is the only monumental creation
realised by the architect and sculptor Antanas Vivulskis (1877-1919) and the one that survived until the present
day.

Antanas Vivulskis was the first one at the time who acquired a “dual” education. In 1897-1901 he graduated from
Higher Technical School in Vienna (Technische Hochschule) and in 1902-1908 he studied at Paris National School
of Fine Arts (Ecole nationale supérieure des beaux-arts). He had a possibility to visit a lot of countries of Western
Europe and to get acquainted with their architecture. Being a representative of the historical nobility of the Grand

Duchy of Lithuania he consciously decided to work for Lithuania.

Vivulskis designed the project for the Siluva Chapel at the time when the cosmopolitan architecture of historical
styles was spreading in Lithuania. In this context, the decision on the Chapel appeared to be very radical. Reasoning
as a sculptor, alongside with the schemes he moulded out of clay the model of the Chapel. In one of his letters he
formulated the aim that the Chapel had to be of the “Samogitian spirit®. Raising over a stable plinth and reminding
of the obelisk, the tower of the Chapel exhibits some gothic reminiscences. Nevertheless, it is furnished with two
absolutely ingenious constituents: the cross which has become an architectural form embossed in the facade of the
tower and wooden porches girdling the plinth part. Raising the cross onto the outside of the building constituted
a novel artistic insight born out of the emoting in the essence and structure of the sacred building. A combination
of wood and brick shows an effort to relate the tradition with the novation. Unfortunately, all four wooden porches

were replaced by brick ones in 1957-1959, because Vivulskis’ original idea had remained not understood.

Formally, Vivulskis® creation could be paralleled with the Bismarck Tower in Bydgoszcz and the Monument to the
Battle of the Nations near Leipzig. However, these are heroic monuments immortalizing historical personalities or
events. Vivulskis created the monument to the heavenly honour of the Blessed Virgin Mary and Her Son. The archi-
tecture of the Siluva Chapel was the first conscious experiment of the “national style” in the 20th century Lithuania.
By this undertaking Vivulskis “surpassed time*, therefore, his creation can be boldly compared with the Lithuanian

modernism of the interwar period.

Gauta 2008 09 03
Parengta spaudai 2009 07 20



Skirmanté SMILINGYTE-ZEIMIENE

Kultaros, filosofijos ir meno institutas, Vilnius

SILUVOS KOPLYCIA XX A. 3-4 DESIMTMETYJE:

PUOSYBOS VIZIJA IR TIKROVE

Reik$miniai Zodziai: Siluvos koply¢ia, sieny
tapyba, Antanas Vivulskis, Siluvos Sv¢. Mergelés
Marijos atvaizdai, Kazys Rosenas, Jonas

Mrozinskis, Jonas Mackevicius.

Siluva XX a. I puséje buvo reik§mingiausias piligri-
mystés centras Lietuvoje, ypac po to, kai prarastas
Vilnius, taigi ir Ausros Vartai, Vilniaus Kalvarijos. |
Siluva tarpukariu atvykstanéiyjy maldininky srautas
daugsyk virsijo $imtg takstanciy ir siekeé lig tol nie-
kada nebuty rekordy. Galima sakyti, kad anuomet
Siluvoje vyko pagrindiniai Lietuvos atlaidai ir kartu
daugybé respublikinés svarbos religiniy renginiy —
eucharistiniai ir pavasarininky kongresai, jvairios
akcijos. Mazutélé Siluva tarpukariu tapo itin svarbiu

$aliai religiniu centru.

Miestelyje pastatyta nauja §ventové — Apsireiskimo
koply¢ia, taciau jos neformalus statusas buvo is-
skirtinis, ir savo svarba ji prilygo naujoms vysku-
piju katedroms, kurias imta statyti ar jrenginéti po
to, kai 1926 m. jkurta Lietuvos baznytiné provinci-
ja. Taip jau susiklosté, kad naujosios katedros neta-
po moderniomis architektaros ir dailés vertybémis
ir nepateiké modernaus pavyzdinio $ventovés su-
tvarkymo modelio. Tik Panevézio katedroje vys-
kupo Kazimiero Paltaroko iniciatyva jgyvendinta
plati, nors ir kiek eklektiska, puosybos programa.
XX a. I puséje $alies §ventovémis-paminklais laiky-
tos Sv¢. Jézaus Sirdies bazny¢ia Vilniuje (beje, kaip
ir koply¢ia Siluvoje, projektuota Antano Vivulskio)
ir Prisikélimo baznyc¢ia Kaune taip ir liko nebaig-
tos statyti ir jrengti. O 1924 m. Siluvoje baigta sta-
tyti Apsireiskimo koply¢ia - didinga modernios
architektaros $ventové. Koply¢ios pavidalas atitiko
ypatingg jos paskirtj. Sventovés, kuri, anot pries-
kariniy Siluvos kunigy, priminé bal¢iausig Dovydo

boksta, sugestija maldininkui buvo stipri ir tinka-
mai nuteikdavo susitikimui su Apsireiskimo ste-
buklu pazenklinta vieta. Koplycios pastatas patiko
visiems - paprastam piligrimui, dvasininkijai ir
meno zinovams, o tai ganétinai retas atvejis. Taigi,
dél Pirmojo pasaulinio karo trukdziy sunkiai kilusi
ir kainavusi ne tik daug pinigy, darbo, bet ir vie-

no zmogaus gyvybe, koply¢ia buvo itin sékmingas

1 pav. Antanas Vivulskis. Siluvos koplycios fasado
skulptira Sv¢. Mergelé Marija su Kadikéliu. Projekto
detalé. 1905 m. LNM.
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2 pav. Antanas Vivulskis. Siluvos koplycios altoriaus projektas. 1906 m. LNM.

dviejy asmeny - uzsakovo ir kartu projekto vykdy-
tojo kun. Marcijono Jurgaicio ir architekto Antano
Vivulskio sumanymo ir darbo rezultatas. Tadiau
ne galutinis, nes 1924 m. rugséjo 8 d. pasventinta
dar nejrengta koply¢ia. Tikéta, kad $is brandus ar-
chitektaros kirinys sulauks atitinkamos interjero
puosybos ir taps viena iskiliausiy ne tik religine,
bet ir menine verte Lietuvos $§ventoviy. Koplycia
regéta kaip reprezentaciné respublikos §ventové —

zadéta, kad joje atsiras vien tik vertingy, originaliy,

lietuviskos tematikos baznytinés dailés kiriniy. Si
publikacija — tai bandymas pasekti interjero puo-

$ybos raidg tarpukariu.

Iki savo mirties 1926 m. kun. M. Jurgaitis i§tinkavo
koply¢ios sienas i§ vidaus ir iSorés, jstiklino langus,
jtaisé vargonus, klausyklas ir jstaté pagrindines duris
(trejos dar tebeliko uZkaltos lentomis)!. Koply¢ios
statytojas suspéjo atlikti dar du svarbius dalykus:
$ventovés fasadg papuosti Sv¢. Mergelés Marijos

bareljefu ir pastatydinti koplycioje altoriy. Kitaip



tariant, kun. M. Jurgaitis paliko pagrindinius vaiz-
dinius zenklus - altoriaus ir fasado Dievo Motinos
su Kadikiu skulptaras, rodancias, kad koply¢ia yra
Marijos $ventové. Jrengiant altoriy ir kuriant fasa-
do skulptiirg, sekta A. Vivulskio eskizais. Ta¢iau su

islygomis.

A. Vivulskis sukiiré dvi tarpusavyje panasios ikono-
grafijos kompozicijas: fasado Své. Mergelés Marijos
su Kuadikiu bareljefa (1 pav.) ir koply¢ios altoriaus
skulptiirg (2 pav.). Galima manyti, kad projekto au-
torius, galbtit su kun. M. Jurgaicio pritarimu, projek-
tavo skulptiirinius Sv&. Mergelés Marijos Meilingosios
tipo atvaizdus — Kadikeélis meiliai prigludes ir ranka
apsivijes Marijos kakla, o ji abiem rankom taip pat
$velniai glaudzia Vaikelj (tai ypac¢ rysku altoriaus
skulptiroje). Vis délto neatmestina ir Hodegetria tipo
interpretacijos galimybé. A. Vivulskis Sv¢. Mergele
altoriuje pavaizdavo kartinuota, todél suprantami
adoruojantys angely gestai ir piramidiné altoriaus
kompozicija. Marijos su Kadikiu skulptara iskelta
ant grakstaus auk$to (natiiroje jis Zemesnis) pje-
destalo, kurio apacioje abipus sédi angelai ir rodo j
Své. Mergele su Jézumi, rankose laikydami aukstas

lelijas — $viestuvus.

Reikia atkreipti démesj, kad architekto ir skulp-
toriaus A. Vivulskio numatytos altoriaus ir fa-
sado skulptiiros nekartojo stebuklingojo Siluvos
Své. Mergelés Marijos su Kidikiu paveikslo ir néra
priskirtinos vadinamajam Marijos Snieginés iko-
nografiniam tipui: skiriasi Marijos ranky padétys,

Kadikélis vaizduojamas be knygos.

Svarstytinos kelios kitokios ikonografijos, nei kara-
nuotojo Siluvos paveikslo pasirinkimo priezastys.
Viena jy: noréta sukurti kitokj Marijos su Jézumi
atvaizdg, kuris tapty $aukinio Ligoniy Sveikata si-
nonimu ir, kildamas vir§ apsireiskimo akmens, kada
nors sulaukty pripazinimo, atskiros pagarbos. Bet
tai tik prielaida, nes visai galima antra versija: archi-
tektas pateiké tik eskizinius skulptiiry apmatus, ir
todél jokiy i$vady daryti nederéty. Taciau norétysi
dar stabteléti prie galimai naujo Marijos su Kadikiu
vaizdinio karimo versijos. XIX amziuje, taigi dar ge-
rokai iki koply¢ios statybos pradzios, paplito graviti-
ros ir daug jas imituojanciy devociniy paveiksléliy,

kuriuose Siluvos Své. Mergelés Marijos su Kadikiu

- e
| . Atradimas Skrines.

i Aromintia

3 pav. Devocinis paveikslélis. 1886 m. Privati nuosavybe.

atvaizdas (ypac gestai) varijavo. Cia pasirinktas vie-
nas senesnis tokio siuzeto paveikslélis (3 pav.), is-
leistas reik§minga proga 1886 m. — jamzinti garsiojo

paveikslo vainikavimo Simtmet;.

Beje, dailininkas Boleslovas Rutkovskis, sek-
damas tuo paciu pirmavaizdziu, vaizduojanciu
Apsireiskima Siluvoje, 1931 m. nutapé uzdangala

stebuklingajam Siluvos Marijos paveikslui.

Paminétinas ir dar kitokios ikonografijos pa-
veikslélis. Turima omenyje pagal vieng graviira
Barboros Vizgirdaités ir kity leidéju daugsyk ga-
minti devociniai paveiksléliai. Tai matyti ir 1922 m.
Berlyne B. Vizgirdaités iniciatyva isleisty, Siluvai
skirty, devociniy paveiksléliy serijoje. Antai du ,ly-
giateisiai“ pavyzdziai (4, 5 pav.). Buvo ir spalvoty jy

varianty.

Apibendrinant mintis apie sengsias vaizdines Siluvos
devocionalijas, galima sakyti, kad nebuta vieno, nu-

sistovéjusio Marijos vaizdinio Apsireiskimo scenoje.
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O juk bitent su Apsireiskimo jvykiu sietini Siluvos
koply¢iai skirti Sv¢. Mergelés Marijos su Kadikeéliu
atvaizdai. Reikia atminti, kad senoji skulptara, sto-
véjusi medinéje koplycioje (6 pav.), savo i$vaizda
buvo ,,gimininga“ garsiajam paveikslui. Sia skulp-
tara anuomet atsisakyta perkelti j naujaja koply¢ia.
Motyvuota tuo, kad ji buvusi i$niekinta — pavogtos
ja vainikavusios karunos. Todél islieka tikimybe,
kad A. Vivulskiui buvo pavesta sukurti naujg, su
ApsireiSkimu siejama, Marijos prototipa... Deja,
liko tik projektas, pagal kurj pats A. Vivulskis buty
dirbes skulptiira, taciau kiiréjas nesulaukeé koplycios

puosybos etapo.

Dabartiné altoriaus skulptariné kompozicija koply-
Cioje atsirado 1925-1926 metais: i§ pradziy buvo pa-
statyta Marijos skulptara, véliau — angelai. Altorius

savo pavidalu nenutolo nuo A. Vivulskio projekto

(Zr. 2 pav.), bet pagrindinés — Marijos ir Jézaus -
skulptirinés grupés ikonografija kitokia nei projek-

te (7 pav.).

Antra vertus, altoriaus skulptaros tikrai negalime
laikyti stebuklingojo paveikslo skulptiirine kartote,
taciau stebuklingojo Sv¢. Mergelés atvaizdo pavida-
la lengvai, kaip kad ir liaudies skulptiiros sekiniuose,
atpazjstame pagrindinio fasado bareljefe: analogiska
monumentali i§rai$ka ir budingas Marijos ranky su-
déjimas, Jézaus gestai. Rodos, fasado skulptira, kaip
ir koply¢ios altoriaus skulptiira, sukurta tais paciais
metais — 1925-aisiais. Kaip jau minéta, abiejy uzsa-
kovas buvo kun. M. Jurgaitis. Galima tik spélioti,
kodél buvo nukrypta nuo projekto, ir kodél skiriasi
abiejy skulptary ikonografija. Galbat buvo skubé-
ta uzbaigti koply¢ios puosyba, galbut jtakos turéjo
tai, kad skulptiras dirbo skirtingi meistrai. Rodos,

'o‘___/ ?{ C - o
. Stebuklais Ol vinga
dvené. Panelé Silavoje.

e

4 ir 5 pav. Leidéja Barbora Vizgirdaité. Devociniai paveiksléliai. 1922 m. Privati nuosavybé.



iSties samoningai siekta, kad fasado kryziaus kryz-
moje biity pateiktas Siluvos simbolis, kurj maldi-
ninkai galéjo atpazinti i$ tolo. Pagal tradicijg fasado
atvaizdas jprastai pakartoja $ventovés viduje esancio
stebuklingo paveikslo ar skulptiiros pavidalg. Siuo
atveju taip néra. Ta¢iau esama nemazai prieSkarinés
filokartijos pavyzdziy, kuriose uzfiksuota naujoji,
dabartiné, altoriaus skulptiira, o tekstas po ja skel-
bia, kad tai - ,,Stebuklingos Sv¢. P. Marijos paveiks-
las Silavos koply¢ioje“ arba kad tai - ,,Stebuklais §lo-

vinga Sven¢. Panelé Siluvoje®

Aptariamy Marijos atvaizdy ikonografijos netapa-
tumo priezastis galéjo buti ir ta, kad uzsakovas j §j
reikalg paprasciausiai nekreipé démesio, t. y. nesieké

identisko skulptary pavidalo.

Ka gi skulptiiry autoriais pasirinko kun. M. Jurgaitis?
Vietinis skulptorius, kartais baznytiniuose doku-
mentuose vadintas ir teplioriumi, Kazys Rosenas
(kartu su Petru Graudinu) dirbo daug koply¢ios sta-
tybos ir apdailos darby? Butent K. Rosenas, aktoriaus
Arno Roseno senelis, sukareé liaudies skulptarai arti-
ma koplycios fasado bareljefg. Zinoma, kad Siluvos
kapinése stovéjusiame miriniame koplytstulpyje
buta to paties meistro idroztos Jézaus, nesancio kry-
Ziy, skulptarélés®. Etnografas Balys Buracas, 1929 m.
rugpjiicio ménesj lankesis Siluvoje, savo ekspedicijos
dienorastyje rasé: ,Cia yra senas dievdirbys Rosinas,
kurio pora statuléliy paimty i§ Saukoto miestelio
esu seniai pristates Ciurlionies galerijai Kaune. [...]
Rosinas statuléles daro specialiai pragyvenimui, yra
vien $io darbo amatininkas. S ta dargs ir bazny¢ioms.
Daro gana dailiai, bet seniau dirbo primityviai“.
B. Buraco kalbama apie ta patj asmenj — Kazj Rosena,
kuris lietuviskos spaudos draudimo laikais buves
knygnesiu. Jo troboje Lyduvény gatvéje Siluvoje veik
iki $iandienos isliko lietuvisky knygy sléptuvé — dvi-
gubos lubos. Kazys Rosenas miré 1932 metais, buda-

mas 88 mety amZiaus, palaidotas Siluvoje.

Vienos svarbiausiy respublikoje $ventoviy pagrindi-
nj interjero meninj akcentg — altoriaus skulptaras —
buvo pavesta sukurti Jonui Mrozinskiui. Tai liudija
jrasai Siluvos kasos knygoje®, meistro Zentas Petras
Mikalauskas® ir skulptary stilistika. Be to, yra i8liku-
siy 1926 m. Siauliy Zemés iikio parodos ekspozici-

jos fotografijy, kuriose matyti, kad medines Siluvos

6 pav. Skulptira Sv¢. Mergele Marija su Kadikiu, stovéjusi
medinéje Siluvos Apsireiskimo koplycioje, o dabar esanti
baznycios koplycioje. Nuotrauka Skirmantés Smilingytés-
Zeimienés, 2008 m.

angely skulptiiras meistras eksponavo savo stende.
Své. Mergelés Marijos skulptiira pagventinta 1925 m.
pirmaja Siliniy atlaidy dieng. Galbit ir dvi i$ keturiy

angely figiiry tuomet jau stovéjo koply¢ioje.

Jonas Mrozinskis (1880-1943) kiles i§ Lenkijos,
Censtakavos apylinkiy. Jo gabumus drozybai paste-
béjes vienas kunigas ir nukreipes ji pas Censtakavos
meistrus, ten jis keliolika mety mokési ir dirbo pas
jvairius amatininkus. Apie 1906-uosius didziausiy
Lietuvoje baznytinés jrangos dirbtuviy savininkas
Aleksandras Zaborskis J. Mrozinskj parsikvieté dirbti
pas save j Siaulius, kur meistras sukiiré $eimg ir nugy-
veno iki mirties. J. Mrozinskis buvo skulptorius prak-
tikas, neturéjes akademinio issilavinimo. Iki darbo
Siluvos koply¢iai buvo gana gerai Zinomas ir pripa-
zZintas, nes nemazai skulptiry jau buvo i$drozes baz-
ny¢ioms (pvz., Siauliy Sv. Jurgio, Budriy, Uzvencio,
Akmenés). Po Pirmojo pasaulinio karo, per kurj buvo
sunaikintas A. Zaborskio fabrikas, meistras émési sa-

varankigkos veiklos ir itin daug dirbdino antkapiniy
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7 pav. Fotografas V. Ramanauskas. Siluvos Apsireiskimo koplycios altorius. 1936 m. KPCA.

paminkly (atrodo, kad ir Siluvoje uz koplycios esan-
¢ig, 1934 m. mirusio kun. Jono Budritno antkapine

Sve. Jézaus Sirdies skulptiirg taip pat jis nuliejo).

Kodél buvo pasirinkta J. Mrozinskio, o ne profesio-
nalaus skulptoriaus kandidatara? Juolab, kad
kun. Jurgaitis bendravo ne tik su A. Vivulskiu, bet ir
su Juozu Zikaru. Batent jam 1925 m. geguze klebo-
nas i$ parapijos kasos sumokéjo 500 lity’. Sie pinigai
mokéti uz ,,braizinius“ Véliau viename Siluvai skir-
tame leidinyje rasyta, kad pagal J. Zikaro projekta
kolony kapiteliai ,,iSgrazinti augaly ornamentais“.
Tai tikrai ne didziyjy atraminiy kolony kapiteliai,
nes jie padaryti tik 1978 m., veikiausiai - tai vir§
klausykly esantys ornamentiniai reljefai, galbat ir
boksto piliastry kapiteliai. Visiskai tikétina, kad kun.
M. Jurgaitis noréjes, jog Zikaras buty kares altoriaus

skulptarine grupe. Taciau pasirinkes J. Mrozinskj,

nes pastarasis greic¢iau zadéjo jvykdyti uzsakyma, gal
net turéjo gatava Sve. Mergelés skulptiira, o galbiit ir
maziau uzsiprases honoraro... Kazkuri, o gal kelios
$iy prozisky priezasciy lémé, kad Siluvos koply¢ios
altoriuje iskilo serijinio pavidalo, o ne isskirtine,
koply¢ios statusui pritinkanti, Marijos skulpttra.
Analogiskos meninés vertés yra ir keturiy, prastokai

sumodeliuoty, angely skulptaros.

Tokio bita pirmojo Siluvos koplycios puosimo eta-
po. Pradétus kun. M. Jurgaic¢io darbus nuo 1926 m.
birzelio paveldéjo naujasis Siluvos klebonas Paulius
Katela, kaip ir jo pirmtakas, nuosirdziai siekes pa-
baigti koplycios grazinimo darbus, gal net laikes tai
savo gyvenimo tikslu. Kun. P. Katela daugsyk spau-
doje ir savo laiskuose yra i$sakes ketinima grieztai
laikytis A. Vivulskio idéjy. Jis teigé koplycia deko-

ruosigs pagal architekto sukurtg modelj.



1929 m. lapkricio 12 d. jvyko visuotinis Siluvos pa-
rapijos susirinkimas, nutares kuo greic¢iau uzbaigti
koply¢ios dekoravimo darbus. Apie tai, kas buvo
numatyta atlikti, kun. P. Katela paskelbé Ryto laik-
raStyje ir kvieté dailininkus pateikti konkrecius
projektus. Siluvigkiai su klebonu priesakyje pa-
geidavo: 1. Nulieti dvi 2 m aukscio angely figaras
pagal architekto A. Vivulskio plang (Sios architekto
priesais fasada projektuotos skulptiros skulptoriy
tévo ir sinaus Roberty Antiniy jgyvendintos tik
1970-1998 m.); 2. ,,[...] nutapyti keturis baznycios
priegonkius®; 3. Polichromiskai iStapyti koplycios
vidaus sienas; 4. Nutapyti keturis 1 x 3 m paveikslus,
atspindincius reik§mingiausius jvykius Siluvos isto-
rijoje; 5. Padaryti 36 angely figaras (1,5 m aukscio)

ir pritvirtinti jas prie sieny’.

A. Vivulskis paliko keletg koplycios, jos interjero
dekoravimo projekto varianty. Ryskiau angelai, de-
koratyvia juosta juosiantys vidines koplycios boks-
to sienas, matomi brézinyje, kurj turéjo ir juo seké
$iluviskiai'®. Ekspresyvis, tarsi nuo boksto zemyn
altorinés Sv¢. Mergelés Marijos su Kadikiu skulp-
taros link lekiantys angelai pavaizduoti boksto apa-
¢ioje. Beveik néra abejoniy, kad 36-ios uzsakovy
prasomos sukurti angely figaros kaip tik ir turéjo
jgyvendinti §j A. Vivulskio sumanymg. Tadiau i$
XX a. tre¢iojo desimtmecio pabaigoje viesai $ilu-
viskiy i$vardintyjy darby iki Antrojo pasaulinio
karo suspéta tik polichromuoti keturis medinius
koply¢ios prieangius. Iskart spalvingai nudaZzius
prieangius, juos imta laikyti nevykusiais, nesko-
ningais, sakyta, kad mediniai dekoruoti prieangiai
nedera prie balto miro sieny, kad reikéty juos pa-
keisti mariniais'!. Kauno arkivyskupijos kurija net
buvo davusi tokiems perstatymo darbams leidima
(tai ir buvo, deja, padaryta XX a. 6 deSimtmecio pa-
baigoje). Tai liudija tam tikrg A. Vivulskio projekto
revizavimg, bandyma architekto idéjas ,,sumoder-
ninti“. XX a. pradzios laikmetj reprezentuojantys
ir identifikuojantys formos ir dekoro elementai,
architekto vykusiai ,isguldyti Siluvos koply¢ios
projekte, praéjus porai deSimtmecdiy nebeatrodé
tokie patrauklas, todél ketintas atlikti koplycios vi-
daus sieny meninis i§dazymas nebuty tiksliai jgy-
vendintas pagal A. Vivulskio projektg. Mat, nors ir
siekta laikytis projekto, jis traktuotas ,selektyviai®

Atsisakyta svarbaus sumanymo - sodriy interjero
spalvy, pavyzdziui, raudonai nudazyti kolonas. I§
gausios A. Vivulskio numatytos koply¢ios interjero
dekoruotés iki Antrojo pasaulinio karo jgyvendin-
ta tik mazoji dalis. Sienos liko baltos, ta¢iau pagal
projekta jrantomis buvo padalinti dekoratyvus arky
angokras¢iy apvadai ir tokiu pat badu, imituojant
plytas ar blokelius, suskaidytos boksto plok§tumos.
Be to, padirbdintas lig $iol tebesantis reljefinis fri-
zas, juosiantis koply¢ig aukséiau dury, sudarytas i$
pasikartojancio arkuc¢iy ir kryziy skydeliuose vir$ jy
ornamento (A. Vivulskio projekte Sioje vietoje téra
nedetalizuoti dekoratyvaus apvado ar apvady apma-
tai). Ryskiu puosybiniu ir idéjiniu interjero akcentu
tapo vir§ minéto frizo ritmiskai pasikartojantys di-
doki Jogailai¢iy kryziai. Architekto bréZiniuose jie ne
tokie rai$kas ir reik§mingi, kokiais tarpukariu tapo
koply¢ioje - ¢ia jie isdidinti, kur kas reciau iSdélioti
baltoje plok$tumoje, nebesudaré sodrios dekoraty-
vios ornamentinés juostos. Turint omenyje naujo-
mis prasmémis aktualizuota valstybinj Jogailai¢iy
kryziaus masta tarpukario Lietuvoje (auksc¢iausias
valstybinis apdovanojimas, karo aviacijos Zenklas,
Sauliy sajungos atributas ir pan.), tenka manyti, kad
dvigubo kryZiaus elementas Siluvos koply¢ioje pasi-

rinktas kaip §ventovés tautinés svarbos simbolis.

Dar iki minéto parapijos skelbimo periodikoje, nu-
matomais darbais koply¢ioje itin doméjosi dailinin-
kas ir raSytojas Vytautas Biciiinas. Jis susirasinéjo su
Siluvos klebonu. V. Bi¢itinas tuomet jau buvo deko-
raves Jiezno baznycia, baiginéjo darbus Antalieptés
bazny¢ioje, tad juto turjs patirties ir vylési uzsaky-
mo i$tapyti Siluvos koplycios sienas. Savo 1929 m.
liepos 14 d. laiske zmonai jis rasé: ,,[...] paskutiniu
laiku apie savo darbus girdziu vien gera. Uztat dar
labiau rapi man Siluva“!2, Kitgkart sutuoktinei tvir-
tino, kad dél Siluvos uzsakymo ,,svarbiausias argu-
mentas - Zikaras“"®. Kun. P. Katela savo ruoztu —
per dvasininky rekomendacijas - tyré V. Bi¢itno
tinkamumg imtis koply¢ios sieny tapybos. Jau po
parapijos pageidavimy, i§sakyty Ryte, kun. P. Katela,
atsargiai kviesdamas V. Bi¢iting imtis darbo, smul-
kiau nusaké koplyc¢ios puosimo vizija: reikia trijy
sri¢iy specialisty - tapytojy, skulptoriy ir sieny de-
koratoriy, taciau vienas menininkas turéty sudaryti

»bendra plana, kurio prisilaikyty visi kiti. Kadangi
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Siluvos koply¢ia yra ne paprastas $abloninis daly-
kas, bet, galima sakyti, pasaulinis, tad skaiciau sau
pareiga, kad Lietuvos menininkai apie tai suzinoty
ir turéty progos savo kurybines jégas bei gabumus
parodyti placiai visuomenei, nes Siluva kasmet ap-
lanko apie 150 000 zm[oniy]. I$ kitos pusés neno-
riu darbo atiduoti pirmajam pakliuvusiam, bet tik
patyrusiam menininkui“'*. Kunigas teigé nusivyles
populiariausiu tuo metu bazny¢iy dekoratoriumi
Vladu Cizausku, prie$ kelet3 mety dekoravusiu
Siluvos baznycig, ,,0 dabar apsivyliau pradédamas
pertrakcijas su $v. Luko cechu, kuriam, kaip man
pasirodé, pirmon eilén rapi biznis“®. NeZinia, kaip
Kklostési reikalai, gal bita menininky konkurencijos,
gal Bi¢itinas nezinojo, kad jo kolega Adolfas Valeska,
su kuriuo juodu 1928 m. atkiré Sv. Luko cechg ir
abu buvo pagrindiniai nariai'®, rengé Siluvos koply-
¢ios dekoravimo projekta, kurj kitais - 1930 metais
eksponavo pirmojoje Nepriklausomyjy dailinin-
ky draugijos parodoje'’. Siaip ar taip, abu daili-
ninkai nedirbo Siluvos koplycioje. Nepavyko rasti
A. Valeskos projekto (nacionaliniy muziejy darbuo-
tojai ir A. Valeskos giminaités teigia, kad tokio netu-
ri), todél $iuo metu negalime suzinoti, ar A. Valeska

seké Vivulskio programa.

1930 m. vasario 16 d. Siluvos kasos knygoje yra
jrasas, kad Grybui apmokétos kelionés islaidos —
45 litai. Reikia manyti, tai bata skulptoriaus Vinco
Grybo, tikétina, kad jis vyko tartis dél skelbime mi-
nimy angely skulptary.

Galima suprasti, kad bendradarbiavimu su paminé-
tais, o gal ir kitais dailininkais, kun. P. Katela liko
nepatenkintas. Jis noréjo pasitelkti profesionaly dai-
lininka, kuris kartu baty $iek tiek mecenatas. Deja,
tarpukario Lietuvoje dailininkai itin retai bazny-

¢ioms aukojo savo kiirinius.

Po keleriy mety, o ir véliau klebono leistuose Siluvai
skirtuose leidinéliuose kartojamos tokios ar labai
panasios eilutés: ,Vidaus sienos dar nedekoruotos,
laukia dailininko, kuris ateity ne blizgancio pinigo
vedamas, bet tikrojo meno meilés ir j tuos Marijos
$ventovés sieny paveikslus jkvépty neuzmirstamg
dvasia, kad kiekvienas Zmogus atsidiires tarp sieny

pajusty tikrg grozj ir tikra meile, kad kiekvienas pa-

......

Motinos, kuri maldaujanciyjy visuomet isklauso.
Tokiy dailininky dar laukia didelis darbas ir didelé
garbé Sventovés sienose jrasyti savo vardg amzinos
atminties raidémis“'®. Neretai tuose paciuose leidi-
niuose buvo i$sakoma viltis, netgi pasiryzimas, kad

tuoj tuoj prasidés dekoravimo darbai.

Kun. P. Katela kreipési ir j Kauno arkivyskupijos
kurija, sakydamas, kad per atlaidus nuolat i§ mal-
dininky sulaukia priekaisty: kodél vis nebaigiamas
puosti koply¢ios vidus. Savo vyresnybei jis konkre-
tizavo planus, nurodé keturiy aukstai j staciakam-
pes nisas planuojamy nutapyti paveiksly temas:
,Sv. Panelés pasirodymas ant akmens, skrynios
iSkasimo momentas, maloningojo paveikslo vaini-
kavimas ir Laisvoje Lietuvoje laisvai Dievg garbina-
me (procesijos eina j Siluva)“!®. Siuos ir anks¢iau
i$vardintus darbus klebonas mané jgyvendinsias
uz 60 000 Lt. Be to, jis mané, kad visus darbus rei-
kéty atlikti per vienerius metus, t. y. i§ karto, kad
nereikéty kaskart statyti pastoliy. Kunigui pavyko
jtikinti kurija, ir 1930 m. pabaigoje gavo jos leidi-
m3a trejiems metams paimti i§ Cikagoje gyvenusio
kun. []J.] Paskausko 45 000 Lt paskolg dekoruoti
koply¢ig ir iSmaryti antrg klebonijos auksta?. Kity
mety pabaigoje, kun. Katelai besiskundziant krize -
kun. Paskauskas dél jos neskyres zadéty pinigy, o jy
tikintis jau buvo jklimpta skolon uz varpa, altari-
jos ir beneficijos pastaty statyma (bet ne uz darbus
koply¢ioje), be to ir per garsiuosius Siluvos atlaidus
tuosyk sudéta nejprastai mazai auky - kurija dar-
syk leido kunigui paimti paskola (10 000 Lt), tik
$jsyk i$ banko?!.

1933 m. liepos ménesj Siluvoje lankeési vyskupas
K. Paltarokas. Galbut jis rekomendavo kun. P. Katelai
tapytojg, Kauno meno mokyklos déstytojg Jong
Mackeviciy, kuris su savo mokiniais sieny tapyba
dekoravo Panevézio katedros presbiterijos skliauta,
be to, buvo tapes dideliy bataliniy, istoriniy paveiks-
Iy prestiziniams Kauno interjerams. Siaip ar taip, tais
metais per Siliniy atlaidus iSleistame neperiodinia-
me leidinyje skelbta: , Koplycios dekoravimui tuo-
jaus bus parengiamieji darbai, o ateinantj pavasarj
prasidés pats dekoravimas. Maldininkai atvyke j ki-
tas Silines, ras koply¢ia graziai iSpuosty. Dekoracijy
darbg ves ir priziarés dail. J. Mackevic¢ius“?2. Ten pat

sakoma, kad netrukus Siluvos koplycios sienoje bitsia



jtaisyti architekto A. Vivulskio ir kun. M. Jurgai¢io
reljefai (su antkapiu), kuriuos padirbs skulptorius
Viktoras Poliakovas (Palys).

Taciau darbai nebuvo pradéti. Kodél? O gi dél ba-
nalios priezasties — Siluvos parapijos piniginéje
ne tik kad draikési voratinkliai, bet ja slégé sunki
skoly nasta. 1934 m. arkivyskupijos kurija sudaré
specialig priezitros komisijg, kuriai liepta revizuoti
Siluvos parapijos turtg ir parengti skoly likvidavimo
strategija. Ta komisija - kanauninkai Pranciskus
Penkauskas ir Antanas Jancauskis - teigiamai jver-
tino kun. Katelos veiklg ir nuopelnus, bet pabrézé,
kad jis ir jo pirmtakas buvo prasti administratoriai.
Kilnus ganytojas ir taurus zmogus kun. M. Jurgaitis
paliko labai apleistg bazny¢ia, klebonija, beneficijos
ukj ir dar 16 225,49 Lt skolos. P. Katela ryztingai
émési tvarkyti didziulj ir sudétingg parapijos tkj —
baznycios vidaus sienas, stoga, altorius, skulptiras,
pirko ir sutaisé daugybe baznytiniy rabuy, jrengé
nauja koplytéle Siluvos relikvijoms, pertvarké §ven-
toriy, jo tvorg ir laiptus, pastaté ten sandélj, jgijo
varpa, namus seneliy prieglaudai, suremontavo ir
padidino klebonijg, pastaté Vitkiskés koplycig ir
namus baZny¢ios tarnams, piening, tvarké Siluvos
koply¢ios aplinka, kapines ir t. t. Kun. P. Katela, siek-
damas pagerinti akustikg per atlaidy apeigas, jtaisé
garsiakalbius ir koplycioje, ir baznycioje, sujungé
juos. XX a. 3-4 des. daugelis provincijos dvasinin-
ky rapinosi elektrifikuoti bazny¢ig ar ap$viesti vie-
ng ar kita meno kirinj. Norédamas stiprinti Siluvos
Své. Mergelés kultg, kaip pats sakesi, ir tinkamai ap-
$viesti bazny¢ia, koply¢ia ir visg miestelj, klebonas

net jrengé brangia ir nuostolingg elektros stotj.

Po parapijos kasos revizijos kun. P. Katelai buvo
uzdrausta imtis bet kokiy statybos ar puosybos
darby be naujai sudarytos Siluvos baznycios turty
administravimo komisijos — tuometiniy Siluvos ir
Raseiniy dekany A. Jancéauskio ir V. Paceviciaus -
leidimo®’. Tadiau kun. P. Katela mané kitaip. 1936 m.
liepos 29 d. prasyme kurijai jis ragé: ,Patirta, kad
zmonés duoda auky, ir gan nesyksciai tiktai tada,
kada mato dirbant bykokj baznycios pagrazinimo
darba. [..] Nieko nedirbant bus Zymiai sunkiau
skolas i$mokéti, nes aukos tais metais, kuriais néra
matomo remonto bazny¢ioje ar koply¢ioje Zymiai

mazesnés“?%. Klebonas tuokart prase, kad jam baty

leista tartis su dailininkais dél koply¢ios sieny de-
koravimo ir pradéti puosybos darbus, kuriuos jis
jvertino 10 000 lity. Dvasiné vyresnybé to daryti ne-
leido. Praéjus trejiems metams klebonas pakartojo
savo prasyma. Kurijos pozicija jau buvo kitokia — ji
1939 m. rugpjucio 22 d. davé leidima 1940-aisiais
Siluvos Apsireiskimo koply¢ioje vykdyti $iuos dar-
bus: nutinkuoti koply¢ia dirbtiniu marmuru, me-
dines koply¢ios dalis pakeisti patvaresne medziaga,
sudaryti sutartj su dailininku Jonu Mackevi¢iumi,
kad jis iki 1941 m. liepos 1 d. nutapyty ant drobés
keturis paveikslus. Ju siuzetai per desimtmetj kiek
pakito: kompozicija, vaizduojanc¢ig stebuklingojo
paveikslo vainikavima, turéjo pakeisti Baznycios
hierarchy, popieziaus Pijaus XI ir Kauno arkivys-
kupo metropolito Juozapo Skvirecko portretai. Sie
asmenys vadovavo Bazny¢iai 1938 metais, kai buvo
$venciamas 325 m. Apsireiskimo Siluvoje jubiliejus.
Galima atsargi hipotezé: biitent numatytieji portre-
tai (ypac arkivyskupo) nulémé, kad buvo leista de-
koruoti koply¢ig. Spaudoje rasyta, kad arkivyskupas
pats ketings vadovauti visam puosybos ir Siluvos
$ventoviy aplinkos sutvarkymo projektui, o konkre-
tiems darbams pasirengti jgaliojo Siluvos klebong

bei vyskupg Teofilj Matulionj®.

Bata ir sumanymo altoriy pakelti ant stulpy, kad
maldininkai geriau galéty pamatyti stebuklo liudi-
ninka — akmenj. Ketinta sutvarkyti miestelj, tiesiu
keliu sujungti baznycia ir koply¢ia, priesais baznycia
pastatyti i$kilmingus vartus su Kristaus Karaliaus
skulptiira. Visus $iuos planus pasiglemzé okupaci-
ja ir véliau prasidéjes karas. Ta¢iau nuo 1957 m. iki
$iandienos tebevyksta daugelio prieskariniy suma-

nymy jgyvendinimas.

VIETOJE ISVADU

Vienas iskiliausiy XX a. pirmosios pusés sakra-
linés architektiros statiniy Lietuvoje - Siluvos
Apsireiskimo koply¢ia - nesulauké jos isskirti-
nj statusg ir meninj pavidalg atitinkancios vidaus
jrangos ir puosybos. Koplycios statytojai ir admi-
nistratoriai nuolat tvirtino, kad tvarkydami koply-
Cios interjerg seksig architekto A. Vivulskio paliktu
projektu. Taciau jis iki 1940-yjy mety buvo jgyven-
dintas tik menka dalimi, selektyviai. 1925-1926 m.
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Apsireiskimo koply¢ioje atsiradusios altoriaus ir fa-
sado Dievo Motinos su Kudikiu skulptaros tebéra
svarbiausi vaizdiniai Zenklai, rodantys, kad koply¢ia
yra Marijos $ventové. Koply¢ios fasado bareljefa, ar-
timg liaudies stilistikai, 1925 m. sukaré vietos meist-
ras Kazys Rosenas. Jono Mrozinskio drozta skulp-
tariné altoriaus kompozicija néra meniskai brandus
karinys, tai - tipiskas, be unikalumo Zymeés to laiko
baznytiniy reikmeny dirbtuviy dirbinys. Galbat
todél lig Siol neturime su Apsireiskimo stebuklu

Siluvoje identifikuojamo vaizdinio.

Priezas¢iy, kodél iki Antrojo pasaulinio karo ne-
buvo suspéta atlikti planuoty koplycios puosybos
darby - sukurti 36 angely skulptiras interjere ir dvi
priesais fasadg, sieny tapyba dekoruoti interjera ir
sukurti keturis tapytus pano Siluvos istorijos tema-
tika - bita ne vienos. Salia, atrodyty, pagrindinés
finansinés, ne maziau svarbi buvo uzsakovo ir daili-

ninko opozicijos problema.
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Skirmanté SMILINGY TE-ZEIMIENE
Culture, Philosophy and Arts Research Institute, Vilnius

THE SILUVA CHAPEL IN THE 3RD-4TH DECADE OF THE 20TH
CENTURY: VISION AND REALITY OF DECORATION

Key words: Siluva Chapel, wall paintings, Antanas Vivulskis, images of the Blessed Virgin Mary with the
Child of Siluva, Kazys Rosenas, Jonas Mrozinskis, Jonas Mackevicius.

Summary

The Chapel of Siluva, completed in 1924, is a majestic shrine of modern architecture raised in the most important
pilgrim centre of Lithuania in the first half of the 20th century. This publication constitutes an attempt to deduce
the development of the interior decoration of the Siluva Chapel in the interwar period and to ascertain whether
the equipment and decoration of the Chapel interior matched its expressive architecture and exceptional status.
The paper outlines whether and how much the parish-priests of Siluva, Marcijonas Jurgaitis and Paulius Katela,
who led the decoration work, succeeded to realize the project of the architect and sculptor Antanas Vivulskis. A
discussion is carried out of the sculpture work performed in the Chapel in 1925-1926 when the major visual signs,
the altar and facade sculptures of the Mother of God with the Child, indicating that the Chapel is the shrine of the
Mary’s Apparition were designed. The study introduces the authors of the sculptures Jonas Mrozinskis and Kazys
Rosenas. It also makes attempts to find out whether there was an established image of the Apparition of the Blessed
Virgin Mary in Siluva. The paper reveals efforts by the priest P. Katela (1929-1939) to decorate the Chapel and the
search for artists that was conducted and identifies the anticipated decoration programme. Reasons are specified
why the planned work of Chapel decoration remained unrealized and the attitude of the leadership of the Kaunas

Archdiocese towards the issues under discussion is clarified.

Gauta 2009 04 28
Parengta spaudai 2009 06 04
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Neringa MARKAUSKAITE

Lietuvos nacionalinis muziejus, Vilnius

TAPYBOS KOMPOZICIJOS SILUVOS SVC. MERGELES MARIJOS

APSIREISKIMO KOPLYCIOJE

Reik$miniai Zodziai: Siluvos Sv¢. Mergelés Marijos
Apsireiskimo koply¢ios programa, Siluvos klebonas
Vaclovas Grauslys, tapybos kompozicijy autoriai,

sieny tapyba, paveikslai, tematika.

Tarpukariu Siluvos Sv¢. Mergelés Marijos Apsi-
reiskimo koplycios puosybos reikalais ritpinosi kle-
bonas Paulius Katela!. Taciau koply¢ios puosybos
projekta igyvendinti sutrukdé Antrasis pasaulinis
karas. Pokariu Kauno arkivyskupijos kurijos rapes-
&iu buvo restauruojamos Siluvos Apsireiskimo kop-
ly¢ia ir Sv¢. Mergelés Marijos Gimimo, §v. Petro ir
Baltramiejaus bazny¢ia. Abiejy $ventoviy remontu ir
puosyba pavesta riipintis j Siluva 1956 m. paskirtam
kunigui Vaclovui Grausliui®. Per visus darbo metus
Siluvoje kunigas sumaniai organizavo statybos dar-
bus, kvietési restauratorius ir dailininkus. Koplycioje
buvo nutapytos keturios kompozicijos al secco tech-
nika, o boksto viduje, sieny niSose, — keturi ant dro-
bés tapyti paveikslai (1, 2 pav.). Be to, $iuo laikotar-
piu koply¢ios skliauty ir boksto languose, koply¢ios

duryse buvo sukurtos ir vitrazy kompozicijos.

Sovietmeciu apie bazny¢iy puosybos projekty ofi-
cialy parengima valstybinése institucijose nebuvo
galima né prabilti. Baznytinis menas buvo i$stum-
tas i§ visuomeninio gyvenimo. Ne visi dailininkai,
kurie aktyviai dalyvaudavo parodose ir kurdavo
pagal valstybinius uzsakymus, ryzdavosi bendra-
darbiauti su dvasininkija. Isdrjsusius sukurti bent
kelis paveikslus, skulptaras ir kryzius baznyc¢ioms,
kunigai stengdavosi apsaugoti nuo sovietinés val-

dzios persekiojimy. Tuo metu bazny¢ioms sukurtus

= = = = f
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1 pav. Tapybos kompozicijos Siluvos Své. Mergelés
Marijos Apsireiskimo koplycioje. Schema is Neringos
Markauskaités archyvo.

Sieny tapybos kompozicijos:

I Sv¢. Mergelés Marijos apsireiskimas Siluvoje;

II. Skrynios suradimas;

III. Sv¢. Mergelés Marijos stebuklingojo paveikslo
vainikavimas;

IV, Siluvos koplycios pamaty pasventinimas.
Paveikslai:

1. Lietuva - kryZiy zZemé;

2. Sv. Kazimieras ant Zirgo (Sv. Kazimiero kreipimasis j
Lietuvos kariuomene);

3. Marija ir Lietuva;

4. Zemaiciy krikstas.



2 pav. Koply¢ios vidaus vaizdas su Své. Mergelés Marijos skulptira. Nuotrauka Rimos Valinciités-Varnés, 2008 m.

meno karinius uzsakovas oficialiems valdZios pa-
reigiinams galédavo pateikti kaip nezinomy autoriy
kiirybg, tad dailininky pavardés nebudavo viesai
dokumentuojamos ir likdavo tik amzininky prisi-

minimuose.

llgg laikg tyrinétojams nebuvo Zinomi ir Siluvos
Apsireiskimo koplyc¢ios sieny tapybos ir paveiksly
autoriai. Sios tapybos kompozicijos nebuvo aptar-
tos nei menotyrinéje, nei bendro pobudzio litera-

taroje. Kaip i$imtis paminétinas Broniaus Kviklio

leidinio Lietuvos baznycios Kauno arkivyskupijai
skirtas tomas, i$leistas 1983 metais. Jame publikuo-
jamos Apsireiskimo koply¢ios interjero nuotraukos.
Tadiau ir $iame leidinyje Siluvos koply¢ios sieny
tapybos atvaizdai liko neaprasyti, nepaminéti ir jy
autoriai®. Pastarojo de$imtmecio leidinyje, skirta-
me Siluvos istorijai, uzsimenama, kad Apsireiskimo
koply¢ioje sieny tapybos kompozicijos ir paveiks-
lai buvo sukurti sovietiniais metais*. Taciau tapy-

bos kompozicijy atribucijos klausimas, taip pat
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3 pav. Dail. Kestutis Andziulis. Sve. Mergelés Marijos apsireiskimas Lietuvoje. 1980 m. Al secco. Nuotrauka Rimos

Valinciatés-Varnés, 2009 m.

kompozicijy rai$ka iki $iol mokslinéje literataroje
nebuvo aptarta.

Svarbu paminéti, kad i§ visy Siluvos koplycioje
dirbusiy autoriy iki $iol buvo Zinomas tik Antanas
Kmieliauskas. Amzininky prisiminimuose $iam
dailininkui budavo priskiriami daznai visi keturi
sieny tapybos atvaizdai. Straipsnio autoré i$aiskino
sieny tapybos kompozicijy ir paveiksly dailininkus,

bet vieno paveikslo autorius liko neZinomas®.

Remiantis Siluvos bazny¢ios 1930 m. inventoriaus
1956-1990 m. papildymy aprasais® ir dailininky
prisiminimais, straipsnyje jvardijami iki $iol isto-
riografijoje nezinoti tapybos kompozicijy autoriai,
trumpai aptariama Siluvos koply¢ioje sukurty at-
vaizdy tematika ir ikonografija. Koplycioje sukurti
vitrazai ¢ia neaptariami. Ateityje tesiant ir plétojant
koply¢ios puosybos ikonografijos tyrinéjimus, bati-
na skirti démesio ir vitrazy kompozicijoms. Reikia
tikétis, kad pastarieji Siluvos Apsireiskimo koply-
cios tapybos kompozicijy tyrinéjimai bus naudingi

Siluvos koply¢ios istorijos studijoms.

SIENU TAPYBA

Kunigo V. Grauslio daryti Siluvos inventoriaus jrasai
parodo, kad Apsireiskimo koplyc¢ios remonto darbai
buvo atliekami 1957-1959 metais. Per pastaruosius
dvejus metus buvo pastatyti miriniai prieangiai
vietoj ankstesniy mediniy. Astuntojo de$imtmecio
viduryje kunigo paskatinti Siluvos parapijos tikin-
tieji kreipési i atsakingas institucijas, kad baty leista
koply¢ioje sukurti tapybos kompozicijas, o Grauslys
émési ieskoti dailininko, sutinkancio koply¢ia de-
koruoti sieny tapyba. Be kity kandidaty Siam pro-
jektui jis kvietési ir Antang Kmieliauska. Pastarajj
dailininkg kunigas pazinojo ir seniau. Jis Siluvos
baznyciai 1963 m. nutapé du altorinius paveikslus:
Angelas Sargas ir Sv. Pranciskus su NukryzZiuotuoju’.
A. Kmieliauskas prisimena, kad tuomet buvo jsipa-
reigojes sukurti sieny tapybos kompozicijas Vilniaus
universiteto Littera knygyne, ir dél to jam kunigo

pasitlymo teko atsisakyti®.

Dailininkui A. Kmieliauskui $io uzsakymo at-

sisakius, nutapyti keturias kompozicijas émési



dailininkai restauratoriai, dirbe Paminkly restau-
ravimo tresto dirbtuvése, jsikarusiose prie Vilniaus
Sv. Jono bazny¢ios: Juozas Algirdas Pilipavi¢ius,
Kestutis Andziulis, Albinas Degutis. Du pirmuosius
tapytojus i Siluva pakvieté tuomet koplycioje auksin-
toju dirbes Vytis Dautartas, kuris irgi sutiko tapyti.
A. Degutj su kunigu supazindino Siluvos bazny¢ioje
dirbe statybininkai, kurie sovietmeciu remontuoda-
vo daugumg Lietuvos bazny¢iy, vadovaujami paty-

rusio statyby vadovo Povilo Andriejausko’.

Koply¢ioje tapybos atvaizdai yra sukurti al secco
technika. Kunigo Grauslio pageidavimu, kompozi-
cijose noréta perteikti svarbiausius Siluvos istorinius
jvykius. Einant nuo desiniojo prie pagrindinio jéjimo
aplinkui altoriy'?, koply¢ios galerijy skliautuose buvo
numatyta pavaizduoti: Sv¢. Mergelés Marijos apsi-
reiskima, $ioje apsireiskimo vietoje surastg skrynig su
baZnytiniais daiktais ir Siluvos stebuklingojo paveiks-

lo Své. Mergelés Marijos su Vaikeliu vainikavima.

Kurdami kompozicijas, autoriai naudojosi isto-

rine literatiira, daugiausia rémeési XX a. I pusés

jvairiais leidiniais, kuriuose aprasyti Siluvos jvy-
kiai. Autoriams literatiros parapindavo kunigas
Grauslys, kuris, matyt, noréjo juos placiau supa-
zindinti su Siluvos istorija. Tikétina, kad kuni-
gas turéjo ir kunigo Stasio Ylos parasyto veikalo
Siluva Zemaiciy istorijoje pirmaja dalj, i kurios jis
taip pat galéjo parengti teksto santrauky!l. Pasak
A. Degucio, kunigas Grauslys buvo ne tik puikus,
nemazai i$manantis statyby organizatorius, jis taip
pat gerai zinojo Lietuvos istorija, doméjosi Siluvos

praeities jvykiais'2.

Koplytios sieny tapybos programa pradedama virs
desiniojo jéjimo galerijos skliautuose (einant nuo
pagrindinio jéjimo) Kestu¢io Andziulio sukurtu at-
vaizdu Své. Mergelés Marijos apsireiskimas Siluvoje

(3 pav.).

Paveiksle yra perteiktas istorinis jvykis, kai ga-
nantiems bandas piemenéliams pasirodé verkian-
ti Sv&. Mergelé Marija su Vaikeliu. Dievo Motina
nutapyta stovinti ant akmens girios fone. Abipus

Své. Mergelés Marijos pavaizduoti jvykj mate

-

: >
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4 pav. Dail. Albinas Degutis. Skrynios suradimas. 1979 m. Al secco. Nuotrauka Rimos Valinciités-Varnés, 2009 m.
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5 pav. Dail. Juozas Algirdas Pilipavi¢ius, Vytis Dautartas. Své. Mergelés Marijos stebuklingojo paveikslo vainikavimas.
1980 m. Al secco. Nuotrauka Rimos Valinciutés-Varnés, 2009 m.

liudininkai. Kairéje puséje stovi kaimo kerdzius,
prie jo susibiire piemenys. Keletas zaidzianciy pie-
menuky ir bandg saugantys $unys pavaizduoti pa-
veikslo pirmajame plane. Desinéje puséje nutapytas
Siluvos kalviny seminarijos rektorius Saliamonas,

atskubéjes kartu su kaimo gyventojais, suzinojes
apie jvykj'.

Kompozicijg Skrynios suradimas, jkomponuotg vir§
pagrindinio jéjimo galerijos skliautuose, 1979 m.

nutapé Albinas Degutis (4 pav.).

Dailininkas pateiké scena, kai Apsireiskimo vietoje
surandama skrynia su Siluvos senosios kataliky baz-
nyc¢ios dokumentais ir daiktais. Kompozicijos vidu-
ryje pavaizduoti trys jaunuoliai, tarsi Zengiantys nuo
kalvos. Vienas i$ jy rankose laiko atidaryta skrynia,
kiti du - kunigo arnotg ir Sv¢. Mergelés Marijos at-
vaizdo drobe. Kompozicijoje atpazjstami personazai:
ilgaamzis senelis, parodes vieta, kur buvo uzkasta
skrynia. Siam personazui buvo pasirinktas Siluvoje
tuomet apsilankiusio $viesuolio Kazimiero Skebéros

portretas. Paveikslo pirmajame plane pavaizduotas

kunigas Jonas Kazakevic¢ius Smolka, riipinesis kata-
liky baznytinés zemés Siluvoje atgavimu ir pastates
¢ia meding baznycia. A. Degutis paveiksle nutapé
Siluvos gyventojus: vargonininka Alvyda Seduikj,
zakristijong Antang Baceviciy ir paveikslo gilumo-
je — patj save tarp kity personazy, kurie pavaizduoti
praeity $imtmeciy didiky ir miestie¢iy rubais.

Vir$ kairiojo jéjimo, galerijos skliautuose, yra Juozo
Algirdo Pilipaviciaus ir Vy¢io Dautarto nutapyta
kompozicija Své. Mergelés Marijos stebuklingojo pa-

veikslo vainikavimas (5 pav.).

Ciaperteiktasjvykis, kai 1786 m.rugséjo 8 d.buvovai-
nikuotas malonémis pagarséjes Siluvos Sv¢. Mergelés
Marijos su Vaikeliu paveikslas. Dailininkai vainika-
vimo i$kilmes nusprendé pavaizduoti baznycios vi-
duje, prie Didziojo altoriaus. Kompozicijos centre
nutapytas Zemaiciy vyskupas Steponas Giedraitis,
kuris vadovavo igkilméms. Salia vyskupo yra jkom-
ponuotas Siluvos Své. Mergelés Marijos su Vaikeliu
paveikslas, pagarbiai jtaisytas po puosniu baldaki-
mu. Paveikslo desinéje dailininkai nutapé vyskupa



Adoma Koscia, laikantj pagalvéle su dviem kara-
nom, ir vyskupg Tadg Juoza Bukotg. Pasak dailinin-
ko J. A. Pilipavi¢iaus, kurdamas personazus, jis re-
meési jvairia ikonografine medziaga. Kompozicijoje
Zemaiciy vyskupo Stepono Giedraicio portretas nu-
tapytas pagal dailininko Pranciskaus Smuglevic¢iaus
paveikslg'. Kity dalyvavusiy vyskupy autentisky
portrety néra zinoma, todél jie sukurti kaip imagi-
naciniai atvaizdai. J. A. Pilipavi¢ius prisimena, kad
tapydamas kartu su V. Dautartu sieké parodyti ste-
buklingojo paveikslo vainikavimo iskilmiy didin-
guma. Kompozicijoje pavaizdavo iskilmése dalyva-
vusia diduomene, miestie¢ius, vienuolius. Kunigo
Grauslio pageidavimu, kompozicijos desinéje pusé-
je dailininkas nutapé paveikslo kartinas pasventinu-
sio popieziaus Pijaus VI atvaizda, apsupta spinduliy

aureolés!”.

Sieny tapybos kompozicijy programa baigiama var-
gony choro skliautuose sukurtu atvaizdu Siluvos
koplycios pamaty pasventinimas, kuris programoje
nebuvo suplanuotas. A. Degutis prisimena, kad pra-
déjus jam savarankiskai tapyti kompozicijg, kunigas
pakvieté ji vykti j Kauno arkivyskupijos kurija pasi-
tarti dél piesinio projekto. Leidimas koply¢ios var-
gony chore tapyti kompozicija netrukus buvo duo-
tas'®. Deguéio sukurtas atvaizdas perteiké Siluvos
Své. Mergelés Marijos Apsireiskimo koply¢ios pa-
maty $ventinimo iSkilmes 1912 mety liepos 2 dieng.
Kompozicijos desinéje pavaizduotas prelatas Jonas

Maciulis-Maironis, $ventinantis pamatus. Greta jo

6 pav. Nezinomas Lietuvos dailininkas. Lietuva — kryziy Zemé. 1985 m. Drobé, aliejus. Nuotrauka Rimos Valinciiités-
Varnés, 2008 m.

stovi dvasininkai ir patarnautojai. Paveikslo kaireé-
je dailininkas nutapé miestelio gyventojus. Virsuje,
dangaus fone, jis pavaizdavo Sv¢. Mergele Marijg su
Vaikeliu, o kairéje puséje — skrendancius angelus,
nesancius architekto Antano Vivulskio suprojektuo-

tos koply¢ios modelj.

I§ Siluvos baznycios inventoriaus papildymy jrasy
zinome, kad sieny tapybos kompozicijos buvo su-
kurtos per 1979-1980 metus'’. Baigus tapyti atvaiz-
dus, A. Degutis visas keturias kompozicijas pasisitlé
apjungti monochrominés tapybos apvadais su ange-
ly figtiromis. Kiekviena kompozicija nuo minéto ap-
vado buvo atskirta piestais iliuziniais rémais su len-
tele; joje jrasyta vaizduojamo istorinio jvykio data,
o kai kuriose kompozicijose - ir atvaizdo sukirimo
data.

PAVEIKSLAI

Koply¢ios bokste, sieny nisose kabantys paveikslai
sudaro kitg kompozicijuy grupe, kuri buvo jgyven-
dinta pagal i§ anksto parengta programa. Tai keturi
vienodo formato aliejiniais dazais ant drobés per
1982-1988 m. nutapyti atvaizdai'®. A. Degutis prisi-
mena, kad pabaigus sieny tapybos kompozicijas, ku-
nigas Grauslys sitilé dailininkams sukurti paveikslus
religine ir istorine tematika, ir buvo uzsimines apie

paveiksly siuzetus'®.

A. Degutis 1982 m. nutapé paveiksla Zemaiciy kriks-

tas. Kompozicija buvo pakabinta bokste, toje pacioje
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7 pav. Dail. Antanas Kmieliauskas. Sv. Kazimieras ant Zirgo. 1986 m. Drobé, aliejus. Nuotrauka Rimos Valinciiités-
Varnés, 2008 m.

jéjimo puséje kaip ir $io dailininko sukurta sieny
tapyba, vaizduojanti koply¢ios pamaty $ventinima.
Autorius prisimena, kad tapant §j paveiksla, istorines
zinias apie Zemaiciy krikita padéjo pagilinti tarpu-
kario leidiniai; vienas i tuomet dailininko skaityty

veikaly buvo Adolfo Sapokos Lietuvos istorija.

Daugiafigtiréje kompozicijoje A. Degutis pavaizdavo
zemaiciy kriksto sceng. Perteiktas istorinis jvykis, kai
valdovai Vytautas Didysis ir Jogaila 1413 m. rudenj
atvyko j Zemaitijg, jsake iSkirsti $ventuosius miskus
ir pakrikstyti pirmuosius Zemaiciy barius. Paveiksle
valdovai aigkina krik$cioniSkasias tiesas. Pirmajame
plane perteikta senojo tikéjimo personifikacija: pa-
vaizduotas sukniubes vyras, apkabings nukirstg

$ventaji medj. Kompozicijos gilumoje pavaizduoti

kunigai, teikiantys Zemai¢iams kriksto sakramenta®.

Paveikslas Lietuva — kryZiy Zemé buvo sukurtas 1985
metais, pakabintas ant deSiniosios boksto sienos, ei-

nant nuo pagrindinio jéjimo?! (6 pav.).

Pastarojo atvaizdo dailininkas tebéra mums nezi-
nomas. Spéjama, kad kompozicijoje yra perteikta
maldininky kelionés j Kryziy kalng scena. Soviety
valdzios kryziai budavo veréiami, taciau tikinciyjy
vél slapta statomi. Kompozicijos de$inéje pavaiz-
duota maldininky procesija, traukianti j kalng, ¢ia
pat perteikti virstantys ir statomi kryziai. Kairéje
paveikslo puséje nutapytas spinduliy aureolés ap-
suptas Nukryziuotasis, prie kurio meldziasi susiba-
re tikintieji. Vir$ piligrimy pavaizduotas Sventosios

Dvasios balandis.

8 pav. Dail. Antanas Kmieliauskas. Marija ir Lietuva. 1988 m. Drobé, aliejus. Nuotrauka Rimos Valinciiités-Varneés,
2008 m.



Kitus du paveikslus - Sv. Kazimieras ant Zirgo
(1986 m.) ir Marija ir Lietuva (1988 m.) nutapé

Antanas Kmieliauskas.

Bokste vir§ pagrindinio jéjimo yra pirmoji kom-
pozicija, kuri, anot dailininko, bidavo vadinama ir
kitaip — Sv. Kazimiero kreipimasis j Lietuvos kariuo-
meng (7 pav.). Cia yra nutapytas Lietuvos globéjas
$v. Kazimieras ant balto zirgo, skriejantis dangumi.
Remdamasis kunigo Grauslio pasakojimu, daili-
ninkas kompozicijoje perteiké vieng i§ $ventajam
priskiriamy stebukly, kai §v. Kazimieras, pasirodes
lietuviy kariams prie Polocko 1518 m., padéjo jiems
persikelti per Dauguvos upe ir jveikti Zymiai skait-

lingesne maskvény kariuomene?.

Kitoje kompozicijoje dailininkas nutapé Sv¢. Mergele
Marijg, vilkin¢ia balta ritbg ir pamynusia zaltj, j Salis
iStiestomis rankomis tarsi globojancia dvasininkus,
radytojus, kitus visuomenés veikéjus — ir visg Lietuva
(8 pav.). Kompozicijoje i$ kairés j desine pavaizduo-
ta: radytoja Marija Peckauskaité-Satrijos Ragana,
prelatas Adomas Dambrauskas-Jakstas, prelatas
Jonas Maciulis-Maironis, Zemiau klapo Barbora
Umiastauskaité-Zagarieté, toliau vyskupas Motiejus
Valanéius, $alia Sv¢. Mergelés Marijos - arkivysku-
pas Jurgis Matulaitis. Dievo Motinos kairéje puséje
klapo vyskupas Kasparas Cirtautas, uz jo kanau-
ninkas Juozas Tumas-VaiZgantas, profesorius Stasys
Salkauskis, Vilhelmas Storosta-Vydiinas, profeso-
rius Pranas Dovydaitis, rasytoja Sofija Ivanauskaité-
Psibiliauskiené-Lazdyny Peléda ir vyskupas Antanas

Baranauskas??.

Pabaigai galima pateikti apibendrinimus. Siluvos
Sve. Mergelés Marijos koplycios tapybos kompozicijos
buvo inicijuotos Kauno arkivyskupijos kurijos ir su-
kurtos pagal i§ anksto parengtas programas. Tapydami
atvaizdus, autoriai remdavosi §j projekta jgyvendinu-

sio Siluvos klebono Vaclovo Grauslio patarimais.

Siluvos bazny¢ios inventoriaus 19561990 m. aprasai
padéjo nustatyti arba patikslinti kompozicijy suka-
rimo metus. Sieny tapybos atvaizdus 1979-1980 m.
sukareé dailininkai restauratoriai: Kestutis Andziulis,
Albinas Degutis, Juozas Algirdas Pilipavicius ir Vytis
Dautartas. Boksto viduje, sieny niSose kabantys
Albino Degucio ir Antano Kmieliausko sukurti pa-

veikslai buvo nutapyti per 1982-1988 m. laikotarpj.

Paminétina, kad vieno paveikslo autorius tebéra

mums nezinomas.

Koplycios sieny tapybos ir paveiksly ikonografi-
ja yra siejama su Své. Mergelés Marijos apsireis-
kimo Siluvoje gerbimo sklaida ir Lietuvos istorija.
Baznycios persekiojimo metais sukurtos kompo-
zicijos, lyginant jas su kitais baznytinio meno pa-
vyzdziais, i$siskiria religine ir istorine tematika bei

jvaizdziais.

Nuorodos

! Kun. P. Katelos iniciatyva leidziamuose laikras¢iuose

buvo raSoma, kad Siluvos Apsireiskimo koply¢ia norima
papuodti tapybos atvaizdais. Zr.: Marijos sventové Siluvoje.
Neperiodinis leidinys / [Isleido Paulius Katela]. 1933 m.
rugséjo 8 d., Nr. 2, p. 17; Siluvos Marijos Sventoveés isto-
rija / Spaudai paruosé ir isleido Paulius Katela. Kretinga:
Pranciskony spaustuvé, 1937; Siluva: Dievo Motinos
Sventové. Neperiodinis leidinys / [Isleido Paulius Katela].
1939 m. rugséjo 8-15 d.
2 Kunigas Vaclovas Grauslys (1913-1992) Siluvoje dir-
bo ir gyveno iki pat savo mirties.
*  Kuviklys, Bronius. Lietuvos baznycios. T. 3. Kauno arki-
vyskupija. Chicago: Amerikos lietuviy bibliotekos leidy-
kla, 1983, p. 404-405.
4 Siluva: piligrimo vadovas |/ Autoré ir sudarytoja
A. Petraityté. Kaunas: Kauno arkivyskupija, 2006, p. 36.
> Aiskinantis dél koply¢ios kompozicijy autorystés, ver-
tingy Ziniy suteiké A. Kmieliauskas, taip pat buve Siluvos
gyventojai Aldona Seduikiené ir filologas vertéjas Leonas
Petravicius.
¢ Zr. Siluvos baznycios 1930 m. inventorius, su vélesniyjy
mety papildymais [1956-1990 m.]. Kauno arkivyskupijos
kurijos archyvas.
7 Siluvos baznycios 1930 m. inventorius..., p. 121-122,
124.
8 I8 autorés pokalbio su Antanu Kmieliausku, 2008 m.
vasario 8 d. Taip pat zr. Antanas Kmieliauskas: skulptiira,
freska, tapyba, grafika | Sud. R. Dichavicius, teksto autoré
N. Markauskaité. Vilnius: Vilniaus dailés akademijos lei-
dykla, 2001, p. 141.
I8 autorés pokalbio su Albinu Deguc¢iu, 2008 m. kovo
12 d.
10 Apie Apsireiskimo koply¢ios altoriy r. Siluva: piligri-
mo vadovas..., p. 67.
"' J. A. Pilipavi¢ius prisimena, kad jam kunigas
V. Grauslys buvo parenges konspekty i§ tarpukario lei-
diniy. Taip pat zr. Yla, Stasys. Siluva Zemaiciy istorijo-
je. Pirmoji dalis: Reformacija ir restauracija. Putnam:
Lietuviy enciklopedijos leidykla, 1970; plg.: Yla, Stasys.
Siluva Zemaiciy istorijoje / Sud. G. Mikelaitis. Kaunas:
Kauno arkivykupija, 2007.
121§ autorés pokalbio su Albinu Degudiu, 2008 m.
kovo 12 d.

I3 autorés pokalbio su Kestu¢iu Andziuliu, 2008 m.
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kovo 24 d.; taip pat zr. Siluvos baznycios 1930 m. invento-
rius..., p. 129.

4 Minimas Pranci$kaus  Smuglevi¢iaus  paveiks-
las Zemaiciy vyskupo Stepono Jono Giedraicio portretas
(Drobé, aliejus. 220,5 x 133,5 cm), nutapytas iki 1795 m.,
yra VarSuvos nacionaliniame muziejuje. Zr. Dréma, Vladas.
Pranciskus Smuglevicius. Vilnius: Vaga, 1973, il. 395.

15 ], A. Pilipaviciaus rankrastis apie sieny tapyba Siluvos
Apsireiskimo koplyc¢ioje. 2008 m. balandzio 7 d. Neringos
Markauskaités asmeninis archyvas.

16 T§autorés pokalbio su Albinu Deguciu, 2008 m. kovo 12 d.
Kiekvienos sieny tapybos kompozicijos plotas yra
apie 100 m?.

17

12 d. Paminétina, kad kunigas V. Grauslys sitlé tapyti pa-
veikslus Julijai Salkauskienei, bet dailininké $io pasiiily-
mo atsisaké (I§ autorés pokalbio su Ritone Salkauskiene,
2008 m. geguzés 28 d.).

20 Siluvos baznycios 1930 m. inventorius..., p. 132-133;
taip pat 7r.: Sapoka, Adolfas. Lietuvos istorija. Lietuvos is-
toriografija. Vilnius: Mokslas, 1989, p. 136.

20 Siluvos baznycios 1930 m. inventorius..., p. 135.

IS autorés pokalbio su Antanu Kmieliausku; taip
pat zr. Siluvos baznycios 1930 m. inventorius..., p. 136;
Ankstyvieji $v. Kazimiero Gyvenimai. Fontes ecclesiastici
historiae Lithuaniae. T. 4 / Sud. M. Ciurinskas. Vilnius:
Aidai, 2004, p. 145, 147.

22

18 Kiekvieno paveikslo matmenys 200 x 400 cm. % Siluvos baznycios 1930 m. inventorius..., p. 137.

19 I8 autorés pokalbio su Albinu Deguciu, 2008 m. kovo

Neringa MARKAUSKAITE

National Museum of Lithuania, Vilnius

PAINTING COMPOSITIONS IN THE SILUVA CHAPEL OF
THE APPARITION OF THE BLESSED VIRGIN MARY

Key words: programme of the Siluva Chapel of the Apparition of the Blessed Virgin Mary, Siluva parson

Vaclovas Grauslys, authors of painting compositions, wall painting, paintings, topics.

Summary

The Siluva Chapel of the Apparition of the Blessed Virgin Mary, built in 1924, was not fully equipped during the
interwar period and its decoration project was neither realized. The work begun was interrupted by World War II.
During the Soviet times thanks to the efforts of the Curia of the Archdiocese of Kaunas and the priest Vaclovas

Grauslys (1913-1992), the decoration project for the Chapel of Apparition was prepared.

In the decoration programme of the Chapel, an important place is taken by the four images of wall painting and four
pictures painted on canvas. In 1979-1980, in the galleries of the dome of the Chapel, the painters restorers Kestutis
Andziulis, Juozas Algirdas Pilipavi¢ius, Albinas Degutis and Vytis Dautartas created the following compositions in
the al secco technique: The Apparition of the Blessed Virgin Mary in Siluva, The Discovery of the Chest, The Crowning
of the Miraculous Image of the Blessed Virgin Mary with the Child and The Consecration of the Foundations of the
Siluva Chapel. In the inside of the tower, in the niches of the walls, during the period of 19821988 four pictures
were painted. They involve The Christening of Samogitians by Albinas Degutis and St. Kazimieras on a Horse and
Mary and Lithuania by Antanas Kmieliauskas. The author of the composition Lithuania - the Land of Crosses is not

known to us by now.

On the basis of the supplements to the inventory of 1930 of the Siluva church for 1956-1990 and recollections of the
painters, the article introduces the authors of paintings of the Siluva chapel not known before in the historiography

and presents the discussion of the topics and images of the compositions.

Gauta 2009 04 28
Parengta spaudai 2009 05 26
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Alfonsas MOTUZAS

Vytauto DidZiojo universitetas, Kaunas

SILUVOS LURDAS: LURDO (LOURDES) GROTOS
PRANCUZIJOJE KOPIJA AR SIEKINYS?

Reik$miniai Zodziai: Lurdas, Siluvos Lurdas,

Své. Mergelé Marija, skulptiira.

IVADAS

XIX a. Prancuzijoje kiles liaudies pamaldumo apsi-
rei$kusiai Lurdo (Lourdes) Marijai fenomenas groty
arba vadinamyjy Lurdy (pranctzy kultiros inova-
cijos) imitacijomis nuo 1858 m. paplito jvairiose
pasaulio $alyse ir prisitaiké prie tauty paprociy bei
meninés kultaros. Lietuvoje Lurdo groty statymo,
paprociy puoseléjimo bei specifiniy apeigy atlikimo
prie jy idéja pradéta realizuoti 1898 m. Palangoje.
Per visg XX amziy Lurdai i$plito Lietuvoje. Sio feno-

meno simbolis sutinkamas ir Siluvoje.

Siluvos miestelis yra Lietuvos Kataliky bazny¢ios
etnografinis centras. Siluva garsi savo sanktuariu-
mais. Tai Siluvos bazilika su joje esanciu stebuk-
lingu Dievo Motinos Marijos paveikslu; Siluvos
bazilikos Brangenybiy koply¢ia su joje esanc¢iomis
relikvijomis; Sv¢. Mergelés Marijos Apsireiskimo
koply¢ia, kurioje ant Marijos Apsireiskimo akmens
stovi Dievo Motinos Marijos altorius, o ant sieny
kabo septynios Sopulingosios Marijos stotys ir prie-
Sais bazilikg aikstéje stovinti Sveé. Mergelés Marijos
statula, liaudies vadinama Siluvos Lurdu. Siluva
yra viena i§ penkiy viety Europoje, kur apsireiské
Sv¢. Mergelé Marija, ir apsireiskimas oficialiai pripa-
zintas Bazny¢ios. 1608 metais jvykes Sv¢. Mergelés
Marijos apsirei$kimas, kiek yra zinoma, yra anks-
C¢iausias Europoje.

2008 m. Siluva paminéjo Sv&. Mergelés Marijos
apsireiskimo Siluvoje 400-yjy mety jubiliejy. Apie

Své. Mergelés Marijos apsireiskimo Siluvoje istorija,

$io pamaldumo sklaidg ir jo niidieng mokslininky
$iandien daug yra tyrinéta ir skelbta, ta¢iau nuosaly-
je lieka issamiau neaptarta priesais Siluvos bazilikg
stovinti Sv¢. Mergelés Marijos skulptiira, vadina-
ma Lurdu. Prie $io pamaldumo fenomeno tyriné-
jimy dalinai prisilieté 1935 m. kun. Paulius Katela
straipsnyje Marijos sventové Siluvoje', 1958 m. kun.
Juozas Vai$nora monografijoje Marijos garbinimas
Lietuvoje?, 1997 m. Jonas Ilskis straipsnyje Statulos
istorija®, 1998 m. Skaidré Urboniené straipsnyje
Své. Mergelé Marija tradicinéje lietuviy skulptiiroje
ir paprociuose*, 2000 m. straipsnio autorius straips-
nyje Katalikiskos pridedamosios pamaldos Lietuvoje.
Geguzinés ir birZelinés pamaldos. Sekminés’, 2002 m.
Skaidré Urboniené straipsnyje Své. Mergelés Marijos
vaizdavimas tradicinéje lietuviy liaudies skulptiiro-
7e%, 2003 m. Veronika Lileikiené straipsnyje Lietuvos
Lurdy kilmés istorija’ bei 2004 m. — Lietuvos Lurdy
(groty) tipologiniai ypatumai®, 2006 m. Ausra
Kairaityté straipsnyje Sve. Mergelés Marijos ivaiz-
dos ypatumai folklore®, 2006 m. Veronika Lileikiené
disertacijoje Lietuvos lurdai XIX a. pab.-XXI a. pr.:
nuo inovacijos iki tradicijos'® bei 2008 m. istorikas
Liudas Jovai$a straipsnyje Marijos perduotoji Zinia
nepavaldi istorijos désniams". Sio fenomeno tyriné-
jima skatina ypac¢ nudieng aktuali religinés dvasinés

etninés kultaros paveldo i$saugojimo problema.
Tyrimo objektas — Siluvos Lurdas.

Tyrimo tikslas - atskleisti, ar Siluvos Lurdo
Své. Mergelés Marijos skulptiira yra Lurdo grotos

Prancuzijoje kopija ar siekinys.



Tyrimo uzdaviniai: pirma, nustatyti galimas Siluvos
Lurdo kilmés istakas; antra, pristatyti pirmtako —
Lurdo grotos Prancuzijoje kilme, bei trecia, surink-
tos medziagos kontekste palyginti ir nustatyti, kas
yra bendra tarp Lurdo grotos Pranciizijoje ir Siluvos

Lurdo?

Tyrimui pasitelkiami retrospekcijos, analizés bei ly-

ginamasis metodai.

Tyrimo rezultaty hipotezé — Siluvos Lurdas yra
pirmtako Lurdo grotos Pranctizijoje dvasingu-
mo siekinys bei katalikiSko tikéjimo obeliskas

Lietuvoje.

LURDO GROTOS PRANCUZIJOJE IR
SILUVOS LURDO ISTORIOGRAFINIAT ASPEKTAI

Trumpai pazvelkime j pirmtako - Lurdo grotos
Prancizijoje kilme. Lurdas (Lourdes) — mazas mies-
telis Piety Prancizijoje, Pirény papédéje. Sios vie-
tovés slényje 1858 metais nuo vasario 11 dienos iki
liepos 16 dienos Lurdo miestelio prieigy Masabielio
kalno urve, esancio prie Gavés upelio ir i$ olos ste-
buklingai itryskusio $altinio, vietinei 14-metei

mergaitei Bernadetai Subiru (Bernadette Soubirous)

adtuoniolika karty apsireiské Sve. Mergelé Marija.
Sie Lurdo miestelio jvykiai paskatino toje vietoje, kur
buvo pasirodziusi Sv¢. Mergelé Marija, jrengti gro-
ta — pagerbimo vietg, o vir§ grotos pastatyti didziule
bazny¢ig ir dar tris $§ventoves: apacioje — Rozinio ba-
zilika, auksciau jos — Lurdo koply¢ia (kripta) ir vir$u-
je — Aukstesnigjg bazilika. Lurdo grota - tai natarali
kalno ola. Jos de$inéje puséje pastatyta Své. Mergelés
Marijos skulptira, simbolizuojanti 1858 m. kovo
25 d. pasirodziusios Marijos klausimg Bernadetai:
»Kas ji esanti? ir atsakymga: ,,A$ esu Nekaltasis
Prasidéjimas* (2 pav.). Po jvykusiy Sv¢. Marijos ap-
sireiSkimy grotos viduje buvo pastatytas altorius, ant
kurio aukojamos $v. Misios. Kairéje grotos puséje —
suolelis, desinéje — piramidés formos zZvakidé (1 pav.).
Kadangi $alia Lurdo grotos istrysko $altinis, prie ku-
rio véliau jvyko daug stebuklingy pagijimy, tai netoli
grotos iSvedzioti vamzdziai su ¢iaupais. Ten nuolat
buriasi zmonés, kurie geria $altinio vandenj, juo
prausiasi ir, prisiséme jo, vezasi j namus. Maldininkai
Lurdg lanko i$tisus metus, bet igkiliausia ¢ia yra va-
sario 11 diena. 1907 m. popiezius Pijus X $ig dieng
paskelbé oficialia Lurdo Sv¢. Mergelés Marijos $ven-

te, 0 1908 m. lapkric¢io 13 d. 50-mecio nuo Marijos

1 pav. Pranciizijos Lurdo grotos $ventové (Lourdes grota)?.

*
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_ e BN o pode s
2 pav. Pranciizijos Lurdo Sv¢. Mergelés Marijos Nekaltojo
Prasidéjimo statula’.

apsireiSkimy jubiliejaus proga (skai¢iuojant nuo pir-
mojo apsireiskimo 1858 m. vasario 11 d.) jtraukeé ja i

Romos kalendoriy'2.

I$ Piety Prancazijos $is pamaldumas pasieké ir ka-
talikiskosios Europos $iaurés rytinj krastg — Lietuva.
Cia pirmosios Pranciizijos Lurdo pavyzdziu jreng-
tos vietos atsirado 1898-1900 m. Palangoje, o
1908 m. - Plunggéje ir Siluvoje. Siluvoje liaudis tai
pavadino Siluvos Lurdu. Tai Sv¢. Mergelés Marijos
statula, stovinti priesais Siluvos bazny¢ia. Jos pa-
maldumo tradicija pirmiausia betarpiSkai yra su-
sieta su Sv¢. Mergelés Marijos apsireiskimo Siluvoje
istorija, kai 1608 metais, sunkiais poreformaciniais
laikais, Siluvoje piemenims ganant banda, netikétai
ant didelio akmens pasirodé Sv¢. Mergelé Marija.
Piemenéliai, gane bandg lauke, prie didelio akmens,
pamaté Ponig palaidais plaukais, laikancig rankose

Kadikeélj ir graudziai verkiancia. Vienasi$ piemenéliy

tuojau nubégo pas savo katecheta (Mikalojy Fierg) ir
prane$é, ka mates. Katechetas pasikvieté kalvinisty
mokytoja Saliamong Grodskj, ir abu nuskubéjo prie
akmens. Pamaté Ponig ir kreipési i ja: ,Ponia, ko
verki?“ Si atsaké: , Todél, kad pries tai Siose zemé-
se garbino mano Stiny, o dabar ¢ia séja rugius® Tai
pasakiusi i$nyko. Tuos Zodzius i$girde katechetas su
mokytoju taré: ,Smékla kazkokia buvo ar vaizduo-
tés padarinys!“. Paskui vakare, pargine banda, pie-
menéliai émé pasakoti visiems apie regéjimg. Tarp
jy buvo vienas daugiau kaip $imto mety, nuo sena-
tvés apakes senelis, jis tares: , Kaimynai, kalbékite
ka norite, ne kokia Smékla ant akmens pasirodé, bet
pati Mergelé su savo Saneliu, kurio garbei tose Ze-
meése prie$ astuoniasdesimt mety buvo senoji kata-
liky bazny¢ia. O miisy ponai jg prazudeé“'?, Sitokiais
70dziais Sv¢. Mergelés Marijos pasirodymga Siluvoje
apras$é seniausios zinomos (1661 m.) $ios vietovés
istorijos autorius Siluvos klebonas prepozitas kan.
Mikalojus Sviechovskis'*. Stebuklas buvo isaiskintas
kaip skatinimas vietos gyventojams atstatyti pries
aStuoniasdes$imt mety kalvinisty nugriauta kataliky
bazny¢ia.

Apsireiskimo vieta kartais painiojama su buvusios
baznycios vieta. Isties tas ,,didelis akmuo* buvo lau-
kuose, tolokai nuo buvusios baznycios. Tie laukai
vadinami ,baznytinémis Zemémis®, bet niekur ne-
vadinami kapinémis. Kapinés toje vietoj pradétos
rengti po Marijos apsireiskimo, o akmuo tik véliau
atsidareé tarp kapy. Gal toji aplinkybé ir leido statyti
kapinése ,,ant akmens“ mazg koplytéle. 1663 m. vys-
kupas Aleksandras Sapiega koply¢ig perstaté, ,,0 ant
akmens, ant kurio apsireiské Marija, jrengé altoriy.
1770 m. kun. Tadas Bukota i§ Londono parvezé mar-
murine Marijos su kadikiu statulg ir pastaté koplycios
altoriuj“1°. Kai koply¢ia, gaubianti akmenj, paseno ir
supuvo, vyskupas Simonas Giedraitis ,,1818 m. pa-
staté nauja, didesne, savo stiliumi panasia j Vilniaus
katedrg medine koply¢ia, kuri ¢ia iSstovéjo ligi XX a.
pradzios“!®. Naujos muro koply¢ios projektas jau
1903 m. buvo parengtas Paryziuje gyvenusio lietu-
vio architekto Antano Vivulskio. Si koplycia vietos
klebono Marcijono Povilo Jurgaicio rapesciu noréta
pastatyti Marijos apsirei$kimo 300 mety jubiliejui'”
(Apsireiskimo koplycia buvo pastatyta ir pasventinta
1924 m. rugséjo 8 d., — aut. past.).



Istoriografiniai $altiniai byloja, kad iki 1909 mety
prie$ parapijos bazny¢ia buvo tus¢ia aikste. Siluvos
klebonas Marcijonas Povilas Jurgaitis buvo nu-
mates Sioje aik$téje Marijos apsireiskimy Lurde
50-ies mety jubiliejaus proga pastatyti Lurdo gro-
tos Sve. Mergelés Marijos statulos kopija. Tuo pat
metu caro valdzia ketino tu$cioje aik$téje pastatyti
cerkve. Tai i§girdes kunigas tuoj nupirko priesais
baznycia esancig aikste, aptvéré ja tvora, aplink
apsodino medeliais, i§ ,Petrapilio parvezé $pizi-
ne Dievo Motinos statulg ir pastaté jg sodnely“'®.
Tac¢iau kun. M. P. Jurgaicio Siluvai padarytas kul-
taros darbas nepatiko carinés Rusijos valdziai, nes
klebonas ,pastaté vieSoje aikstéje — na publicnoj
plos¢iadi Cudatvornuju BoZiju Mater” — stebuklin-
ga Dievo Moting. Valdzia pasiunté pranes$ima ,,pri-
stavui®, Taciau klebonui paaiskinus, kad jis pastates
savo sodnely ne ,,Cudatvornuju BoZiju Mater, bet
paprasta statulg i$ Petrapilio, i§ Navickio liejyklos,
viskas nurimo“?®. Taip Siluvoje aikstéje priesais
bazny¢ia pastatyta Sve. Mergelés Marijos statu-
la, liaudyje pavadinta Lurdu. Ji maldininky buvo
gausiai lankoma per Siluvoje vykstancius Dievo
Motinos Gimimo $ventés atlaidus ir i$stovéjo iki
1960 m. (3 pav.).

Pirmosios sovietinés represijos Siluvoje pasireiské
nuo 1959 mety, kada sekdamas 1958 m. Maskvos
nurodymu dél $venty viety i$naikinimo, 1959 m.
balandzio 20 d. Lietuvos komunisty partijos Centro
komiteto biuras priémé nutarimg, kuriame buvo
numatyta, kaip sumazinti tikinc¢iyjy antpladj per
didZiuosius atlaidus j Siluva. Buvo nurodyta baz-
nytiniy renginiy metu, kurie sutraukia minias ti-
kin¢iyjy, rengti pasaulietinius renginius, trukdyti
kunigams nuvykti j atlaidus, transporto priemoniy
valdytojams uzdrausta maldininkus vezti auto-
mobiliais?. Apie 1960 metus soviety valdzia jsaké
Své. Mergelés Marijos statulg nuimi. Ji buvo perkel-
ta prie Sv¢. Mergelés Marijos Apsireiskimo koply-
¢ios, o jos vietoje pastatytas paminklas-ploksté ,,uz

Taryby valdzig Zuvusiems $iluvis$kiams“?!.

Lietuvai atgavus Nepriklausomybe, 1991 m. ploksté
perkelta j kapines, 0 1992 m. prie$ais bazilikg aiks-
téje buvo sugrazinta Sv¢. Mergelés Marijos statula,
liaudies vadinama Siluvos Lurdu®. 2008 metais,

minint Sv¢. Mergelés Marijos apsireiskimo Siluvoje

3 pav. Siluvos Lurdo Své. Mergelés Marijos statula.
1908 m. Nuotrauka Veronikos Lileikienés, 2005 m.?®

400-yjy mety jubiliejy, Kauno arkivyskupo metro-
polito Sigito Tamkeviciaus, SJ iniciatyva $i statula

buvo perlieta i§ bronzos.

Perzvelgus pateikty istoriografing medziaga mato-
me, kad Siluvoje Sv¢. Mergelés Marijos statula, liau-
dyje vadinam Siluvos Lurdu, pries baznycig buvo
pastatyta dél dviejy priezas¢iy: pirma - vietos kata-
liky kunigo noréta i$vengti caro valdzios ketinimo
aikstéje pastatyti cerkve, antra - siekiant paminéti
Své. Mergelés Marijos apsireiskimy Lurdo grotoje

Prancuzijoje 50-ies mety jubiliejy.

LURDO GROTOS PRANCUZIJOJE IR
SILUVOS LURDO SVC. MERGELES MARIJOS
SKULPTUROS SAVASTIS

Siluvos Lurdo kultiirinio aspekto tyrinéjimy prob-
lematika i$provokuoja tai, kad jo pirmtako Lurdo
grotos Prancuzijoje $ventove sudaro urvas (grota),

altorius, zZvakidé, suolelis, i$ uolos iStekantis Saltinis

119

SSANAdIYIOVS 40 SH4OVdS



120

SAKRALUMO ERDVES

ir Sv¢. Mergelés Marijos Nekaltojo Prasidéjimo sta-

tula (Zr. 1 ir 2 pav.).

Siluvoje, aikstéje prie baznycia, néra grotos, al-
toriaus, zvakidés, suolelio, nei i§ uolos iStekancio
saltinio. Cia tik stovi Sv¢. Mergelés Marijos statula,

liaudyje vadinama Siluvos Lurdu (7r. 3 pav.).

Pazvelge | pateiktus pavyzdZius matome, kad
Lurdo grotoje Prancizijoje skulptiros ikonogra-
finis tipas yra Nekaltojo Prasidéjimo Sv¢. Mergelé
Marija, kuriame Marija vaizduojama stovinti, su-
déjusi rankas maldai, vilkinti balta suknele, su-
juosta melsva, pakankamai placia juosta, apsisu-
pusi mélynu ar baltu apsiaustu. Jos galva dengia
balta skraisté arba apsiaustas, pédas puosia roziy
ziedai, o de$inéje rankoje - rozinis. Skulptaroje
iskalti Zodziai: ,,A$ esu Nekaltasis Prasidéjimas“?

(zr. 2 pav.).

Siluvos Lurdo skulptiiroje Marija vaizduojama nu-
leistomis rankomis, po kojomis — zemés rutulys su
zal¢iu. Pati skulptira - balta (nuo 2008 m. - bron-
ziné). Jos ikonografija yra artimesné Sv&. Mergelés
Marijos Maloningosios tipui (Zr. 3 pav.). Marijos
Maloningosios skulptiroms budingi Sie elemen-
tai: ji stovi ant Zemés rutulio, po kojomis - Zzaltys
ar pusmeénulis (arba abu kartu). I§ nuleisty Marijos
ranky sklindantys malonés spinduliai suvokiami
kaip Marijos teikiamos malonés, prasymy issipil-
dymo simbolis. Drabuziy spalvos atitinka Marijos
Nekaltojo Prasidéjimo ikonografinio tipo spalvas?.
Siluvos Lurdo Své. Mergelés Marijos statuloje néra
iskalty zodziy: ,A$ esu Nekaltasis Prasidéjimas®,

kaip Lurdo grotoje Prancuzijoje.

Své. Mergelés Marijos pamaldumo istorija susi-
jusi su dogmatiniais teology gincais dél tikéjimo
Marijos Nekaltuoju Prasidéjimu. Nuo seno Vakary
pasaulio teologai gincijosi dél Marijos Nekaltojo
Prasidéjimo.

Prancigkonai, remdamiesi zZymiu savo ordino teo-
logu Jonu Duns Skotu, moké, kad ,,Marija, kuriai
buvo skirta visuotiné nuodémeés (zalc¢io) pergalé,
turéjo buti Dievo apsaugota nuo gimtosios nuodé-
més pacioje jos pradzioje, nes nebtity galéjusi tapti
nuodémés nugalétoja, jei bent vieng akimirka buty

buvusi nuodéméje“?s.

Dominikonai, remdamiesi savo ordino teology
§v. Alberto Didziojo ir §v. Tomo Akviniec¢io moky-
mu, tvirtino, kad Marija, kaip ir visi Zmonés, buvo
pradéta gimtojoje nuodéméje, bet ypatingai Dievo
paveikta, nuo nuodémeés apvalyta. Anot Sios kryp-
ties teology, Kristaus atpirkimas - visuotinis, nes,
$v. Pauliaus Zodziais tariant, visi Adomo asmenyje
nusidéjo. Taigi atpirkta turéjo buti ir Marija, nors is-
skirtinai ir buvo apvalyta nuo gimtosios nuodémés

deél basimo Kristaus atpirkimo®.

1476 m. popiezius Sikstas IV patvirtino, jog ti-
kéjimas Nekaltuoju Marijos Prasidéjimu atitinka

Bazny¢ios mokymg ir Sventajj Rasta™.

Kaip ir pranciSkonai, jézuitai visada pripazino ir gyné
mokymg apie Nekaltajj Marijos Prasidéjima. Jézuitai,
pakviesti j Lenkijg ir Lietuva ginti katalikybe nuo

protestantizmo, ypac skatino melstis Marijai.

Sv¢. Mergelés Marijos Nekaltojo Prasidéjimo do-
gma paskelbé popiezius Pijus IX 1854 m. gruo-
dZio 8 d. bule Ineffabilis Deus®, o netrukus, tarsi
tai patvirtindama, Lurdo mietelio prieigose pa-
sirodé Sv¢. Mergelé Marija teigdama, kad ,A$ esu

Nekaltasis Prasidéjimas®

ISVADOS
Atliktas tyrimas leidzia pristatyti $ias i$vadas:

~ pirma, Siluvos Lurdg su pirmtaku Lurdo grota
Prancuzijoje vienija tai, kad $iose vietovése jvyko

Své. Mergelés Marijos apsireiskimai;

- antra, Siluvos Lurdas jkurtas Sv¢. Mergelés
Marijos apsireiskimy Lurdo grotoje (Prancuzija)
50-ies mety jubiliejaus paminéjimo proga
1908 m.;

~ tredia, Siluvos Lurdo kilmé taip pat sietina su
geopolitiniu jvykiu (1908 m. cariné valdzia sieké

Siluvos Lurdo vietoje statyti cerkve);

- ketvirta, Siluvos Lurdg ir jos pirmtaka
Pranciizijoje vienija tik Sv¢. Mergelei Marijai skir-
ta statula; kity Lurdo grotos Prancuzijoje aplinkos

atitikmeny Siluvoje néra;

- penkta, Siluvos Lurdo Sv¢. Mergelés Marijos

skulptiira, nors ir vaizduoja Marijg, taciau néra



Lurdo grotos Pranciizijoje Sv¢. Mergelés Marijos
Nekaltojo Prasidéjimo skulptiros kopija, taigi
$ig statula vadinti Siluvos Lurdu yra neteisinga.
Sve. Mergelés Marijos statula Siluvoje priskirtina
Sv¢. Mergelés Marijos Maloningosios ikonografi-

niam tipui.

Atlikto tyrimo rezultatai pagrindzia darbo pradzio-
je iskeltg prielaida, kad Siluvos Lurdas yra katalikis-
ko tikéjimo obeliskas Lietuvoje bei Lurdo grotos
Prancazijoje pamaldumo dalinis siekinys, nes su $ia
statula siekta pasiprie$inti carinei rusifikacijai, so-
vietiniam ateizmui bei Siluvoje jamZinti 50-ies mety

Marijos Apsireiskimo Lurde jubiliejy.
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THE LOURDES OF SILUVA:
A COPY OF THE FRENCH LOURDES GROTTO OR AN OBJECTIVE?

Key words: Lourdes Grotto, The Lourdes of Siluva, Our Lady, a statue.

Summary

Started in France in the 19th century with a folk devotion to the Apparition of Our Lady at the Grotto of Lourdes,

creating grottos as a new phenomenon of French culture from 1858 as a new custom spread all over the world.

In Lithuania the building of Lourdes grottos, creating new customs and rituals, started to be realized in 1898 in
Palanga. During the 20th century the tradition of Lourdes spread all over Lithuania. We can also see this symbol in

Siluva. A small town of Siluva is the ethnographic centre of the Lithuanian Catholic Church.

Siluva is famous for its sanctuaries. It is the Basilica of Siluva where there is a miraculous image of The Blessed Virgin
Mary with the Child, the Chapel of Treasures with all the reliquiae, the Chapel of Apparition with the Apparition
stone and the altar of Our Lady on it. There are seven Stations of the Sorrowful Mother on the walls. Opposite the
Basilica there is the statue of Our Lady, called The Siluva Lourdes. Siluva is one of the five places in Europe renowned
for the Apparitions of Our Lady, recognized by the officials of the Church. It is the earliest apparition in Europe that
happened in 1608. In 2008 the Catholic world commemorated the 400th Anniversary of the Apparition of Our Lady
in Siluva.

The commemoration of this event caused the problem of preservation of this religious, spiritual and cultural heri-
tage. One of these objects is The Lourdes of Siluva. The task of the research is to reveal whether the statue of Our Lady

at The Lourdes of Siluva is a copy of the French Lourdes or whether it is only an objective.

The tasks of the research: firstly, to define a possible origin of The Lourdes of Siluva, secondly, to establish the origin
of the French Lourdes, and thirdly, following the given materials, to reveal what is common between the French
Lourdes and The Lourdes of Siluva.

The research allows us to make such conclusions: firstly, what consolidates The Lourdes of Siluva and the French
Lourdes Grotto are the Apparitions of Our Lady; secondly, The Lourdes of Siluva was established on the 50th an-
niversary of the Apparition of Our Lady in Lourdes Grotto in France in 1908; thirdly, the origin of The Lourdes
of Siluva is associated with a geopolitical event - the tzarist Russia had an intention to build an Orthodox church
instead of The Lourdes of Siluva; fourthly, these two places have a statue devoted to Our Ladys; fifth, the statue of
Our Lady in The Lourdes of Siluva is not a copy of the French Lourdes as Immaculate Conception; it is closer to the
iconographical type of Our Lady of Miraculous Medal; so, consequently, The Lourdes of Siluva has nothing in com-

mon with the French Lourdes, except the statue of Our Lady.

The results of the research lead to an initial premise that The Lourdes of Siluva is the obelisk of the Catholic Faith in
Lithuania and the objective of the French Lourdes Grotto.

Gauta 2009 04 28
Parengta spaudai 2009 05 26
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SILUVA IR 1937 M. PARYZIAUS PASAULINE PARODA

Reik$miniai ZodZiai: Juozas Mikénas, Rapintojélis,
ParyZiaus pasauliné paroda, Siluva, liaudies menas,

ideologinis menas.

IVADAS

1937 m. Paryziaus pasauliné paroda Meno ir techni-
kos vieta Siuolaikiniame gyvenime (atidaryta gegu-
zés 24 d.) Lietuvai buvo kulminacinis taskas - jau-
na neseniai tautiniu pagrindu atsikirusi Lietuvos
valstybé garsiai iSreiSké savo identiteto paieskas ir
parodé pasiekimus tarptautiniu mastu (1 pav.). Jai
pasirengti 1936 m. buvo jkurtas 1937 m. pasaulinés
parodos organizacinis komitetas. ,,Dailés, apskritai
meninés kultaros reik§mé $alies reprezentacijai uz-

sienyje buvo keliama jau pirmaisiais nepriklausomos

valstybés gyvenimo metais. Politikai, diplomatai
nuo pirmuyjy valstybingumo dieny neabejojo, kad
kultara yra tinkamiausia priemoné supazindinti pa-
saulj su niekam nezinoma Lietuva“'. Panasios idéjos
XX a. I puséje vyravo visose $alyse. Dailés istoriké
Yvonne Brunhammer teigia, kad 1937 m. Paryziaus
pasauliné paroda atskleidé dailés taikymo propa-

gandos tikslams masta ir priemones?.
Sio straipsnio objektas - pagrindinis 1937 m.
Paryziaus pasaulinés parodos Baltijos $aliy paviljo-

no Lietuvos ekspozicijos akcentas — Juozo Mikéno

I pav. Lietuvos skyrius 1937 m. ParyZiaus pasaulinés parodos Baltijos Saliy paviljone. Nuotrauka Marco Vaux, 1937 m.

Adelés ir Pauliaus Galauniy namai, Inv. Nr. GnF 980.
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sukurta Ripintojélio skulptira. Straipsnyje pasakoja-
ma 1937 m. ParyZiaus parodos Lietuvos ekspozicijos
pagrindinio eksponato — Ripintojélio skulptiros —
sukarimo istorija, svarstomas galimas jo pirmavaiz-
dis, kartu apibadinami pagrindiniai XX a. ketvirtojo
desimtmecio Lietuvos kultarinio konteksto bruozai.
Sio straipsnio tikslas — nurodyti skulptoriaus Juozo
Mikeéno (1901-1964) karinio pirmavaizdj, atskleisti
skulptiiros sukiirimo aplinkybes ir priezastis, kurios

lémé Rapintojélio siuzeto pasirinkima.

PAGRINDINIS LIETUVOS PAVILJONO
EKSPONATAS

Vedinas XX a. 3-4 deS$imtmeciais vyravusiy ideé-
ju, kai lietuvius jaudino tautinés kulttiros paieskos,
1937 m. pasaulinés parodos Lietuvos skyriaus komi-
tetas parodos lankytojams visy pirma noréjo prista-
tyti lietuviy liaudies mena ir tuo metu lietuviy tautos
simboliu laikytg Ripintojélj. Vienas parodos organi-
zatoriy Vytautas Kazimieras Jonynas taip apibadino
organizacinio komiteto siekius: ,,Noréjome parodyti
pasauliui masy liaudies skulptira, kuri krasto tradi-
cijoje uzima reik§émingg viets. Kaip i$raiskingiausia
pasirinkome Riipintojélj. Jis turéjo buti padarytas is
medzio ir, Zinoma, batinai i§ gzuolo. Azuolas lietu-
viui nuo pagonybés laiky ypatinga vertybé. Skulptara
turéjo bati didelio formato, kad salés erdvéje neis-
nykty ir kartu praturtinty ekspozicijg*®. 1937 m. pa-
saulinés parodos Lietuvos skyriaus komitetas uzsaké
J. Mikénui didele, apie 3 metry aukscio, Ripintojélio
skulptiirg, kuri turéjo batiisdrozta i medzio. Padaryti
i$ molio ir i8lieti i§ gipso $ig skulptara J. Mikénui
buvo visai nesunku. Jo sukurtos skulptiros aukstis
202 cm (Zr. 3 pav.). Tadiau kilo sunkumy Ripintojélio
skulptarg drozti i§ medzio®. Skulptorius J. Mikénas
nebuvo medzio drozéjas, todél pagal jo projekta is-
drozti kitg skulptarg reikéjo profesionalo. I§ pradziy
buvo svarstoma Petro Vébros kandidatara. Vis délto
Rupintojélj i$drozé amaty mokyklos instruktoriai,
o baigé tuometis Kauno meno mokyklos mokinys
Vytautas Kasuba (2 pav.), nors oficialiai prancuzy
kalba i8leistuose lankstinukuose buvo teigiama, kad
skulptiirg pagal Juozo Mikéno modelj ,i$skobé se-
nas valstietis, dar nepamirses dievdirbystés tradici-
ju>. Menotyrininké Giedré Jankeviciaté pastebéjo:
,Gigantiskas Rapintojélis 1937-yjy Paryziaus pa-

rodos Lietuvos ekspozicijoje jau buvo ideologinio
pobudzio kurinys, nuosekliai apaugintas jvairiomis
legendomis, mistifikuojan¢iomis ir eksponuotaja
skulptiirg, ir tradicine lietuviy skulptarg®. I$drozta
skulptira buvo nuvezta j kariuomenés dirbtuves
Kaune. AZuolg visg savaite virino aliejuje, kad i$ga-

rinty medienos drégme’.

Tac¢iau Rapintojélio simbolika ParyzZiaus paviljone
tenkino ne visus tautiecius. Pasigirdo astriy kritikos
balsy, kritikuojanciy tiek J. Mikéno projekta, tiek
apskritai Ripintojélio eksponavima paviljone. ,, Misy
nedideliam, bet gana tustokam paviljone dominuo-
jantis smitkelis sukelia i§ pradziy nerimtg juoka,
paskui apsidairius pajunti kazkokj nykuma, skur-
da. Ir pagaliau imi klausti save - ar tik tuo Lietuva
teturi pasirodyti $ioj meno pasaulinéj parodoj? |...]
Man regis prie $io smitkelio reikéjo pastatyti grazia
stilingg Lietuvos kryziy koplytéle ir j ja patupdyti
§j primityva,“ — rasé vienas i$ kritikuotojy®. Bronys

Raila pastebéjo, kad paviljone ,,dominuoja asaroto,

2 pav. Vytautas Kasuba (1915-1997). Rupintojélis.
1937 m. Medis. NCDM. Nuotrauka Marco Vaux, 1937 m.
Adelés ir Pauliaus Galauniy namai, Inv. Nr. GnF 1000.



lieso smutkelio figara®. B. Raila, Vytautas Alantas
ir kiti kritikavo ne skulptuara, o idéja, ar Rapintojélio
simbolika gali reprezentuoti tuomete Lietuvg'.
Dr. Jonas Balys vietoj Rapintojélio sialé Vyc¢io ar
§v. Jurgio statuléles, kaip geriausiai atitinkancias

naujosios Lietuvos emblema!.

Pasinaudojes sékmingu Lietuvos pasirodymu paro-
doje, Stasys Salkauskis 1937 m. para§é straips-
nj Lietuviai - istoriniy paradoksy tauta. Jis rasé:
»Lietuviskas Rapintojélis yra lietuviy tautai reiks-
mingas simbolis, nes jis savo $aknimis gladi ir lietu-
viy istorijoje ir jy geopolitinéje padétyje. Tai turéjo
bati aiskinama lietuviskojo skyriaus lankytojams
Paryziaus parodoje, jei buvo norima, kad lietuviska-
sis Ruapintojélis buty jiems suprantamas kaipo cent-
rinis lietuviy tautos simbolis“!2. Paradoksalu, ta¢iau
centriniu lietuviy tautos simboliu Ripintojélis tapo
patiems lietuviams, nes $i nuostata buvo aktualesné
ir svarbesné biutent jiems, dél tautinés savimonés ir
jos idealy jprasminimo bei tarptautinio pripazini-

mo siekio.

Ruapintojélio jvaizdj ir jo simbolika tarpukariu karé
politikai, filosofai, literatai, dailininkai ir kiti inteli-
gentai. Simbolika buvo susieta su ilgy priespaudos
mety kanciomis, nacionaline kaimo kultara, lietu-
viskomis vertybémis. Mazdaug XX a. 3-4 desimtme-
¢iais Zodis ,,rapintojélis“ net tapo bendriniu lietuviy
kalbos Zodziu. Tarpukario Lietuvoje Rapintojéliu
daznai buvo vadinama bet kurio $ventojo skulptaré-
1é arba ir visa koplytélé, tikriausiai, siejant §j pavadi-
nima su jy atliekama globos funkcija. Kita vertus, tai
atspinti Rapintojélio - tautos simbolio - jsigaléjima
kasdienéje vartosenoje. Rupintojélio samprata, ap-
imanti visus §ventuosius-globéjus, i§ dalies islikusi
iki musy dieny.

Tarpukario pazitry j Rapintojélj istaky reikéty ies-
koti XIX a. pabaigoje — XX a. pradzioje. 1907 m.
Krokuvoje publikuotas Michaito Brensteino straips-
nis Krzyze i kaplicki Zzmudzkie (Zemaiciy kryZiai ir
koplytélés), kuriame autorius pirmasis apibudina
Ruapintojélj kaip Lenkijai ir Lietuvai badinga feno-
menya. Be to, Siame straipsnyje autorius Zemaiciy
»smitkel{“ susieja su jy krasto dvasia. ,Gali but, kad
§i ,nulitdusio® Kristaus figira labiausiai atspindi

zemaicio dvasig ir jo krasto vaizda, - raseé jis'.

1919 m. Stasys Salkauskis Zenevoje isleido knyga
Tarp dviejy kontinenty, kurioje, kaip ir vélesniame
1937 m. straipsnyje Lietuviai — istoriniy paradoksy
tauta, tesdamas M. Brensteino mintj, Rapintojélj

susiejo su lietuviska dvasia.

1926 m. lietuviy liaudies meno tyrinétojas Paulius
Galauné ragé: ,Kristaus Rapintojo (Rupintojélio,
Smutkelio) vaizdas, visos Lietuvos Lietuviy tautos
taip mylimas ir daznai sutinkamas tiek paprastose,
tiek ypa¢ misky koplytélése, pakabintose prie me-
dzio kamieny, — Kristaus, kuris vaizduojamas bery-
mojanciu atremta alkane j kelig ir giliai susimasc¢iu-
siu, yra, turbiit, grynas lietuviy skaptuotojy povokio
i$dingis, simbolings kontempliacinj tautos susikau-
pusi Gipa ir jos biida, o taip pat jos pergyventy amziy

skausmag“4.

Kalbédamas apie tautos simbolj, 1937 m. straipsnyje
S. Salkauskis Ripintojélio simbolikg sieja su skaus-
mingais $alies istorijos jvykiais. ,Vaizduodama taip
Rapintojélj, lietuviy tauta vaizdavo taip pat ir savo
likima. Nepaprastas skausmas ir sykiu rimtis, artima
rezignacijai, yra budingi lietuviskajam Rapintojéliui
ne tik kaipo Kristui, bet ir kaipo lietuviy tautos vaiz-
duotojui [...]. Saugumo stoka ir reikalas jj atstoti
dirbtinémis priemonémis turéjo atsiliepti j etninj
lietuviy tautos pobidj. Nuolatinis susiripinimas
$iais dalykais negaléjo leisti iSsivystyti joje nerapes-
tingam badui ir linksmam dziaugsmingumui. Ir $iuo
atzvilgiu lietuviskasis Rapintojélis yra lietuviy tautai
reik§mingas simbolis, nes jis savo $aknimis gladi ir

lietuviy istorijoje ir geopolitinéje padétyje“®.

Toks Rupintojélio gretinimas su tautiniu charakte-
riu ir Lietuvos istorija sutinkamas i§ esmés visuose
ankstesniuose ir vélesniuose XX a. I pusés rasiniuo-
se, kuriuose nors kiek uzsimenama apie $j atvaizda.
Cituodamas P. Galaune, 1929 m. Antanas Ruakstelé
rasé: ,Kristus, kuris vaizduojamas berymanciu at-
remta | kelig alkane ir giliai susimasciusiu, yra,
turbat, gryna lietuviy skaptuotojy povokio isdava,
simbolizuojanti kontempliacine tautos susikaupimo
nuotaiky ir jos buida, o taip pat jos pergyventy am-
7iy skausmg“'®. Panagiai $i mintis skamba 1930 m.
Pauliaus Galaunés Lietuviy liaudies mene: , Iy sta-
tuléliy meniniy formy traktavimas liudija, kad i$

tikryjy Lietuva turi teisés laikyti Rapintojélj savo
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3 pav. Juozas Mikénas (1901-1964). Ripintojélis. 1937 m.
Gipsas. NCDM (Kauno Sv. Mykolo Arkangelo (Igulos)
baznycia). Nuotrauka Rimos Valincitités-Varnés, 2009 m.

tautos sielos kontempliacija“'’. Kunigas Kristupas
Cibiras 1936 m. jvedé ir tikybinj aspekta: ,, Lietuvio
,rapintojélis“ - tai jo sielos iSraiska: kencianti, bet ir
kilni podraug, nukreipta j dangy“'®. Panasias idéjas
désté ir Klemensas Cerbulénas 1939 m. straipsnyje
Tragiski siuzetai liaudies mene". Tarp tokio pobu-
dzio rasiniy, regis, net nepastebétas praeina laikras-
tyje Dziert Kowietiski publikuotas Jozefo Perkowskio
1929 m. straipsnis, kuriame autorius j Rapintojélj
paziaréjo kaip j platesnj reiskinj ir i§ esmés aptaré jo
kilme ir paplitimg Europos mene?.

Visos $ios publikacijos svarbios kultariniam, o ne
religiniam Rapintojélio jvaizdziui ir atvaizdui plisti.
Ruapintojélio atvaizdu iliustruotos Prano Genio kny-
gos DZiugo varpai (1928 m.), Atnasavimai (1935 m.).
Rapintojélio vaizdinys sutinkamas literataroje, pvz.,

kun. Stanislovo Durskio Smutkelis (1925 m.), Vinco

Mykolai¢io-Putino Rupintojélis (1926 m.), Altoriy
Sesély (1933 m.), Juozapo Girdenio Rupintojéliui $a-
lia kelio (1935 m.), Jono Ais¢io Riupintojélis, Prano

Genio Rapintojéliai (1941 m.) ir t. t.

1934 m. Rupintojélis jZengé | teatro sceng — apie ji
pastatyta pjesé. Tiesa, spektaklis susilauké nemazai
amzininky kritikos kaip nevykes pastatymas. Jonas
Grinius ra$é, kad ,kokia vykusi nediduké baladé
apie smatkelj mums buty buvusi daug malonesné

negu A. Jasitino keturi aktai Smutkelio $alis“?'.

Rapintojélio atvaizdas atsirado daugelio dailinin-
ky kariniuose. Grafikai Vytautas Bi¢ianas, Jonas
Steponavicius sukaré P. Galaunei ekslibrisus su
Rapintojélio atvaizdu. A. Rikstelé analogiska eksli-
brisg sukaré M. K. Ciurlionio galerijai. Rapintojélio
skulptarélé matyti grafiky, dailininky-tapytojy dar-
buose, peizazuose, natiurmortuose, figirinése kom-
pozicijose, pvz., Adomo Galdiko Malda (1937 m.),
Leonardo Kazakevic¢iaus Pries audrg (1934 m.),
Antano Kuco Lietuvoje (1937 m.) ir t. t. Visose
meno srityse kurtas Lietuvos kaip ripintojéliy salies

paveikslas.

J. MIKENO RUPINTOJELIO PIRMAVAIZDIS

Rapintojélio - lietuviy tautos simbolio idéjos jsi-
galéjimas lémé tautodailés rinkimo sajidj, o inte-
ligentijos pastangos ,,paversti Rapintojélj centriniu
lietuviy tautos simboliu® tapo pagrindine priezasti-
mi, kodél respublikos muziejuose sukauptos turtin-
giausios $io ikonografinio tipo dievadirbiy drozty

skulptaréliy kolekcijos.

Liaudies meistry kurty Rapintojéliy buvo iesko-
ma specialiai, o rasti dazniausiai badavo paimami
i muziejy. Kipras Ausiejus 1931 m. ekspedicijos
dienorastyje rasé: ,Uzsukom j Asteikiy kaima.
Noréjom padaryti keleta nuotrauky [...]. Vienoj
i§ sodyby radau smutkelj. Labai nudziugau, tai
pirmas egzempliorius | musy kolekcijas“*. Arba
mazy maziausiai toks faktas bent jau uzfiksuotas
ekspedicijy dienorasciuose. ,Dikmoniy kaime prie
vieskelio stovi stulpas. Jo vir§uj po stogeliu $v. Jonas
Krikstytojas, apacioj gi dar kelios statulélés, tame
skai¢iuje ir ,,smutkelis® Tai pirmutinis, kurj uztikau
$iame kraste,“ - ragé Vytautas Bi¢itnas 1927 m.>

Rapintojélio skulptiirélés tapo vos ne pirmaeiliu



fiksuotinu objektu, nustamusiu j $alj likusios liau-
dies skulptaros ikonografijos tyrimus. Kita vertus,
Rapintojélio skulptiirélés nebuvimas kokiame nors
kaime laikytas trakumu. ,,[ Graziskiai, Liepaloty k.]
Smutkelis - Rapintojélio nesimato. Kaip didziau-
sias Rapintojélis rupinsis musy vargais bédomis,
jeigu mes Jj pamir§tame, Jo atminimui nei Zenklo

nepastatome“?4.

1926 m. J. Mikénas kartu su kitais Kauno meno
mokyklos auklétiniais Antanu TamoS$ai¢iu, Rimtu
Kalpoku rinko liaudies mena M. K. Ciurlionio
galerijjai. Tautodaile rinko ir pavieniai asmenys.
Tarpukariu ,beveik kiekvienas dailés kolekcinin-
kas turéjo didesnj ar menkesnj liaudies meno sky-
relj. Daug tautodailés vertybiy buvo sukaupe ta-
pytojai Antanas Zmuidzinavi¢ius, Kazys Simonis,
A. Galdikas, grafikas Gerardas Bagdonavicius, vi-
suomenés veikéjas Kazys Grinius, kunigas Adolfas
Sabaliauskas-Zalia Rata, kiti“?>. Menininkams jy
kolekcijy eksponatai tapdavo jkvépimo $altiniu ar
tiesioginiu jy kairiniy pirmavaizdziu. Tarp tokiy pir-
mavaizdziy buta ir konkrec¢iy liaudisky Rapintojélio
skulptaréliy. Tokj konkrety pirmavaizdj turi ir
J. Mikéno 1937 m. Lietuvos paviljonui pasaulinei

Paryziaus parodai kurtas Rapintojélis (3 pav.).

Veikiausiai 1936 m. vasarg skulptorius J. Mikénas
ir Zigmas Toliusis keliavo po Lietuva ir uzsuko
i Siluva. Zakristijonas kartu su kitais lankytojais
juodu jleido bazny¢ios apziaréti. Lankytojams ir
Z. Toliusiui nuéjus j zakristija, ,skulptorius Mikénas
pasiliko baznycioje, norédamas geriau apzitréti
gausius baznycios paveikslus ir statulas. I§¢jus man
i§ zakristijos bazny¢ion Mikénas priéjo prie manes
ir pakylomis pasaké - rades uz didziojo altoriaus
seng Rapintojélio statuléle. A$ pasitliau pazitréti
stovyléle. Mes visi drauge su zakristijonu uzéjome
j tamsoka ni$a uz didziojo altoriaus ir tenai kampe
ant grindy pamatéme apdulkéjusj rapintojélj, kurj
i$nesém Svieson.

J. Mikénas nusluosté dulkes nuo skulptarélés.
Liudininky manymu, tai buves grazus karinys.
Sédincio ir parémusio galva ant rankos Kristaus
statulélé buvo gal kokiy 20-30 cm aukscio, menis-
kai i§drozta, $viesiai nudazyta?. J. Mikénas pasakes

Z. Toliusiui, kad Rapintojélj reikia batinai paimti ir

iSgelbéti nuo galin¢io prazuvimo. Z. Toliusis suti-
kes, tik jei zakristijonas leisigs. Tuomet J. Mikénas
nuéjes kalbétis su zakristijonu ir netrukus grjzes su
Rapintojéliu. Véliau prisipazino daves zakristijonui

uz statuléle penkis litus.

Tarpukariu bazny¢iose buta liaudies meistry kurty
skulptaréliy. Ne vienas Rapintojélis taip pateko i
muziejy. Alantoje buvo jkurtas baznytinis muzie-
jélis, i§ kurio paimtas Rapintojélis. ,Cia radome i3
visur sugabenty - suaukoty paveiksly, statuléliy,
monstrancijy, net vieng ,,smutkelj“ (§ventoriaus var-
ty jduoboj), kurj Aluntos klebonas paaukojo galeri-
jai (nes tai ne baznycios turtas)“?. Taip Rapintojélis
pateko j muziejy i$§ Berzoro bazny¢ios. Rapintojéliai
nebuvo laikomi baznycios turtu, todél juos surinkti
buadavo palyginti lengva. IS sugriuvusiy koplytéliy
ar koplytstulpiy juos j baznycig sunesdavo parapi-
jieciai.

Nezinoma, kaip atsirado Ripintojélis uz Siluvos
baznycios Didziojo altoriaus, kada ir kieno buvo is-
droztas, kada padétas uz altoriaus. To nepavyko nu-
statyti ir $ios istorijos dalyviams. Pasak Z. Toliusio,
»galbat, jis iSguléjo baznycios uzkampy ne vieng
desétka mety. Galimas daiktas, jis buvo atnestas
baznycion kurio nors dievobaimingo maldininko-
atna$autojo ir baznyc¢ioms tarnams neradus jam ge-
resnés vietos buvo numestas j kampa. Arba jis buvo
rastas kapinése ar $ventoriuje, nukrites ant zemés
nuo kryziaus ar koplytélés ir padétas baznycion uz
altoriaus kokios nors rapestingos davatkos. Galbat
pagaliau statulélé buvo padéta uz altoriaus kurio
nors kunigo parédymu. Visa tai buvo, Zinoma, vien

tik masy spéliojimai“®’.

Grizus j Kaung, Siluvos Rapintojélis i§ pradziy buvo
Z. Toliusio bute, puosé jo darbo kabinety, kreipé
svediy ir lankytojy démesj; véliau J. Mikénas pasi-
émé jj sau. Z. Toliusis nepriestaravo, nes $is buvo jji

rades ir sumokéjes uz jj Siluvos zakristijonui®.

Z. Toliusio liudijimu, batent pagal $ig Siluvoje rasta
skulptaréle J. Mikénas sukiiré savo garsyjj skulp-
taros projekta, pagal kurj buvo i$drozta mediné
skulptiira, buvusi pagrindiniu 1937 m. ParyZiaus
pasaulinés parodos Lietuvos paviljono akcentu ir

susilaukusi daug visuomeneés ir spaudos kritikos ir

gyvy diskusijy.
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Dabar J. Mikéno skulptiira saugoma Nacionalinia-
me M. K. Ciurlionio dailés muziejuje, o jos pirma-
vaizdzio likimas nezinomas, nes po skulptoriaus
mirties dirbtuvése buves turtas buvo i$nesiotas i

visas puses.

Nors skulptoriy J. Mikéno ir V. Kasubos darbai téra
»pazodinis“ vienos Rupintojélio skulptaros meég-
dziojimas, taciau vis dar lieka svarbiais menininky
kirybos etapais. O Siluva tokiu tiesioginiu ir ne-
tiesioginiu budu jrasyta | moderniosios Lietuvos
kirimo ir moderniosios lietuviy dailés istorija.
Vertinant 1937 m. Paryziaus pasaulinés parodos
pagrindinj eksponata, aisku, kad jj vykdydami ir
didindami skulptoriai susidaré su praktiniais liau-
digkos formos, jos iSraiskos perteikimo profesiona-
liojoje karyboje sunkumais. Vis délto $ie kariniai
liko ,etapiniais“ abiejy autoriy karyboje ir liudija
apie XX a. ketvirtojo de$imtmecio Lietuvos kulta-

ros realijas.

ISVADOS

Rapintojélio siuzeto pasirinkima 1937 m. ParyZiaus
pasaulinés parodos Lietuvos paviljono pagrindiniam
eksponatui lémé XX a. ketvirtojo desimtmecio poli-
tiné ir kultariné situacija. XX a. 2-3 de$imtmeciais
formuotas ,,Lietuvos — Rapintojéliy Salies® jvaizdis,
ketvirtajame des$imtmetyje tapo nekvestionuojamu
teiginiu. 1937 m. Paryziaus pasauliné paroda tapo
vienu svarbesniy ,etapy” $ioms idéjoms pasaulyje
jtvirtinti.

Nors tuometéje spaudoje buta kontraversisky ver-
tinimy, skulptoriaus Juozo Mikéno Ripintojélis
zenklina i$tisg tarpukario nepriklausomos Lietuvos
kultaros epochg ir islieka vienu svarbiausiy skulpto-

riaus karybos darby.

Galimu J. Mikéno Riapintojélio pirmavaizdziu laiky-
tina 1936 m. Siluvoje uz Didziojo altoriaus rasta ne-
zinomo liaudies meistro drozta skulptarélé, kurios

tolesnis likimas $iandien neZinomas.
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Culture, Philosophy and Arts Research Institute, Vilnius

SILUVA AND THE 1937 PARIS WORLD EXHIBITION

Key words: Juozas Mikénas, Christ in Distress, Paris World Exhibition, folk art, ideological art.

Summary

The object of the article refers to the main focus of the Lithuanian pavilion at the 1937 Paris World Exhibition, the
sculpture of The Christ in Distress created by Juozas Mikénas (1901-1964). The article explores the creation history
of this exhibit as well as cultural circumstances of the given period which determined the choice of the main subject
for that exhibit. The paper also specifies a possible prototype of the J. Mikénas’ Christ in Distress sculpture. About
1936 a small sculpture of The Christ in Distress created by a folk artisan was found behind the High altar in Siluva.
According to the witness of this event Zigmas Toliusis, namely this sculpture carved by an unknown folk artist be-

came the source of inspiration for the sculptor J. Mikénas.

The choice of The Christ in Distress subject for the main exhibit of the Lithuanian pavilion at the 1937 Paris World
Exhibition was determined by the political and cultural situation of the fourth decade of the 20th century. The image
of Lithuania as “the country of the Christ in Distress”, formed in the second and third decades of the 20th century,
became an unquestionable affirmation in the fourth decade of that century. The 1937 Paris World Exhibition turned

to be one of the major “stages” in consolidating these ideas in the world.

In spite of controversial evaluations in the press of that period, the work of the sculptor J. Mikénas marks the whole
cultural epoch of interwar independent Lithuania and also remains one of the most important works in the sculp-

tor’s oeuvre.

Gauta 2008 07 03
Parengta spaudai 2009 05 23
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Vytauto DidZiojo universitetas, Kaunas

KATALIKISKU BENDRUOMENIU TEATRAS:

SILUVOS PATIRTIS

Reik$miniai ZodZiai: sakralinis teatras, teatras
vienuolijose, bendruomeniy teatras, atminties

metaforos, tapatybé.

Pirmaisiais religinio teatro kiréjais krik§¢ioniskoje
Europoje buvo diakonai, vienuoliai ir gausts pasau-
lie¢iai. Jy entuziazmas ir kiirybiné veikla sukiré re-

liginio teatro fenomeng.

Originaliy religinio teatro organizaciniy iniciatyvy
sulaukta rezisiriniame teatre, moderniojo teatro
meninéje sklaidoje. Organizaciniai religinio teatro
karybos aspektai sietini su dramaturgy ir reZisie-
riy individualia menine profesinio teatro raiska.
Religinis spektaklis tapo ne tik mégéjy, bet ir profe-
sionalaus, repertuarinio teatro kiirybos objektu, o jo
gimimas — neatskiriamas nuo menininko pasaulé-
jautos ir meninés iniciatyvos. Todél katalikisky ben-
druomeniy teatre galima aptikti stiliy, teatrinés kal-
bos jvairove, nepaprastos istikimybés krikscionis-
kajam identitetui pavyzdziy, jspudingy Evangelijos
apmastymy, bendruomeniskumo potyriy. Statant ir
vaidinant sakralinius spektaklius, buvo ugdoma re-

liginio tapatumo jausena.

Takstantmeciy sankirtos Lietuvos teatry kiryboje
vis dar pastebimi religinés jausenos Zenklai, lydéje
menininkus tiek klasikinio, tiek modernaus teatro
laikotarpiais. Galima svarstyti, ar jie yra tokie pat
jspudingi, kaip viduramziy Europos ar jézuity ba-
roko teatro laikais. Galima stebétis sakralinio teatro
testinumo fenomenu, neiSnykusiu ir modernybés
amziuje, pakitusia naujojo homo religioso savimone,
tebereflektuojama kita, nadieniska, teatrine kalba.
Todél verta paklausti, kokias menines idéjas $iuolai-

kinis teatras i$saugojo, atkiiré, permasté, ir pastebéti

jy sasajas su sakralinio teatro istorija bei $iuolaiki-

nio homo religioso identiteto buviu.

Siame straipsnyje pristatomos religinio teatro i$ta-
kos, teorinés katalikisky bendruomeniy sakralinio
teatro kirybos nuostatos, apzvelgiamos Lietuvos
katalikisky bendruomeniy teatrinés iniciatyvos,
pristatomi atskiri sakralinio teatro pavyzdziai.
kiiryba 1934-1944 m. - poeto Mykolo Linkevi¢iaus
dramos Marijos sventoveé pastatymai, $io spektaklio
rekonstrukcija ir karybiné interpretacija iseivijo-
jes 1957-1959 m. Sve. Mergelés Marijos Nekaltojo
Prasidéjimo  Vargdieniy
Putname (JAV) sukurti spektakliai Siluvos stebuk-

sesery kongregacijos

las ir $iuolaikinés katalikiskos bendruomenés -
Eucharistinio Jézaus sesery kongregacijos sesery
globojamy vaiky teatralizuota meditacija, vaidinta
Siluvoje, bazny¢ios prieangyje 2008 m. Straipsnyje
siekiama atskleisti estetines spektaklio Marijos sven-
tové prasmes, skirtingose laiko ir erdvés dimensijo-
se sukurto atminties apie Siluvos stebuklg teatrinés
metaforos bendruomenines reik§mes. Lyginamoji
pastatymy analizé suteikia galimybe i$ryskinti sak-
ralinio teatro kaip atminties, mneumoniniy strate-

gijy ir rekolekcinés paskirties metafors.

Siluvos spektaklio rekonstrukcija Siame straipsnyje
atliekama remiantis placiais sakralinio teatro teori-
jos ir praktikos kontekstais, su kuriais supazindina-
ma pristatant jspadingus sakralinio teatro istorijos

Lietuvoje puslapius.



SILUVOS SAKRALINIO SPEKTAKLIO ISTAKOS

Misterinio, meditacinio, antirealistinio ar poe-
tinio teatro idéja iSliko Lietuvos teatro teorijoje,
Jurgio Baltrusai¢io, Vydano, Sofijos Kymantaités-
Ciurlionienés, Vinco Mykolai¢io-Putino, Balio
Sruogos teatro vizijose. Misteriniuose viduramziy
vaidinimuose publikos ir artisty buata ne maziau
nei per graikiskasias dionisijas. Misterijy, mirakliy,
moralite, farsy organizatoriai — amatininkai ir gil-
dijy nariai karé jspadingus pragaro ir rojaus vartus,
jréminusius kiekvieng misterinj vyksma. Misterijy
metu jie virto judéjy pulkais, angelais, minia prie
Golgotos kalno, jziebé Betliejaus zvaigzdele vidu-
ramzi$kosios Europos peizaze ir kartu su daugia-
takstantine ziGrovy minia sukaré pirmaja kriks§c¢io-
niska teatro bendruomeneg.

Kuo dalijjasi $§i bendruomené? Dievo zodziu.
Misterinis teatras buvo ne tik populiarigja Biblija.
Naiviomis ir poetiskomis misterinio teatro metafo-
romis skleidési Dievo slépinys. Misteriniame teatre
galéjo buti personifikuojami evangeliniai asmenys.
Taciau Dievas, skirtingai nuo ritualiniy politeistiniy
vaidinimy, viduramziy pjesése dalyvavo metaforis-
kuoju pavidalu. Vaidinant Senojo Testamento per-
sonazus, dramos tekstuose Dievas budavo jvardytas
kaip Esybé. Svarbu pazymeéti, kad kriksc¢ioniskasis
teatras vysté $ig tradicija. Religinio teatro esmé -
Dievo slépinys buvo ne teatralizuojamas, bet meta-
forizuojamas.

Viduramziais miesty aik§c¢iy vaidinimai prisidéjo
prie krik§c¢ioniskojo identiteto kirybos. Daug kam
Sv. Velyky ryto ar Sv. Kalédy nakties misterijos tapo
pirmuoju nematomo Dievo slépinio i§gyvenimu.
Gal viduramziy misterinj uzmojj galima baty jvar-
dyti kasdienés aplinkos atSventinimu, asmens pa-
keitimu patyrus dieviskosios meilés dvasia, miesto
evangelizacija. Misterijos pradéjo ugdyti asmeninj
Zmogaus rysj su Dievu per Kristaus gimimo ir mir-

ties paslapties metaforizacija teatre.

Renesansiniuose religinio teatro vaidinimuose evan-
geliniy siuzety problematika buvo isplésta. Siuzetinj
artumg Evangelijai renesansinéje dramoje pakeité
antropocentrinés dievoieskos temos. I§ ispaniskyjy
autos sacramentales, per italiskasias sacre rappresen-

tazioni | universitetinj mokyklinj teatra atkeliavo

ypa¢ populiarios atsivertimo, pasaulio katechezés
ir didvyrisky pasi$ventimy Dievo planui temos.
Galima tik spélioti, kad Vytauto, Jogailos katalikis-
kas pastangas lydéjo kokios parateatrinés reprezen-
tacijos. Zymiai sékmingesni Lietuvos religinio teat-
ro istoriografijai XVI a. ir XVII-XVIII a.

Jézuity kolegijy teatre buvo sukurta religinio teatro
teorija. Motiejaus Kazimiero Sarbievijaus, Jacobo
Pontanuso, Pranci$kaus Lango teatro ir literattiros
poetikas nagrinéjancéiuose darbuose aptarti ir prista-
tyti jézuity dramos bruozai, atskleistas jézuity teatro
vaidybos savitumas'. Esminis reikalavimas, keltas
kolegijy auklétiniams, skatino protingg ir jautry jy
santykj su dramy dvasine problematika. Vaidmenj
formuoja dvasinés auklétinio jzvalgos. ISoriné vaid-
mens rai$ka aprasoma laikantis barokinio teatro re-
torinés tradicijos, i$laikant neoklasikiniame teatre

paplitusias bella natura idéjas®.

Taip sutaurintas aktoriaus gestas karé iSorine teat-
ro forma, o dvasiniy jzvalgy metodas buvo taiko-
mas aktoriaus vidinei sceninei savijautai ugdyti.
I8kiliausia jézuity baroko teatro palikimo dalis —
kontempliatyvus vaidybos metodas, gimes dvasiniy
pratyby metu, skirtas Zmogaus dvasiai atitaisyti ir

zmogaus ir Dievo rySiui atstatyti ar sutvirtinti.

Jézuity kolegijos auklétinis, o nuo 1636 m. — pran-
ciskony vienuolis Pedro Calderonas de la Barca
1645 m. savo veikale El Gran Teatro del Mundo rea-
lybe interpretuoja kaip spektaklj, kurio vyriausiasis
rezisierius — Dievas®. Svarbu ne tik tai, kad realybé
teatralizuojama. Tai daryta ir anks¢iau — Renesanso
epochoje, pavyzdziui, Shakespeareo dramose. Ir
P. Calderonas teatrg tapatina su pasaulio modeliu,
taciau barokinio pasaulio kuriamoji ir valdancioji

jéga — Dievas.

Sakraligjg iliuzinés scenos dézutés sferg scenogra-
fai Ludovico Burnacini, Domenico Mauro, Gian
Lorenzo Bernini, Carlo Antonio Forti perkeélé j sce-
nos dézutés virsutine dalj. Todél barokinéje jézuity
teatro scenografijoje dominavo vertikalis sprendi-
mai, alegorizuojantys dievigkasias ir pragariskasias
jégas, o neramig barokinés scenos padange vainika-
vo skriejantis Sve. Trejybés simbolis®. Pasaulj, rezi-
suojama Dievo, P. Calderonas pavadino Theatrum

mundi. Taciau pasaulio, kurj reZisuoja Dievas,
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pagrindiné figiira — zmogus. Theatrum mundi veiks-
mo dalyvis yra asmuo, atkuriantis savyje Dievo at-

vaizda ir siekiantis Amzinojo I§ganymo.

Teatrum mundi pasaulyje, kurj jspudingai atskleidé
jézuity baroko teatro scena, buvo siekiama atkurti
zmogaus ir Dievo rysj. Veiksmas, atkuriantis §j ry$j,
ir yra dieviskosios meilés kontempliacija. Ji tampa
jézuity dramos vidiniu veiksmu. Kontempliacijos
igtdziai jgyjami dvasiniy pratyby keliu. Taip teatras
dalyvauja naujo tipo religingumo karyboje ir i§skir-
tiné $io proceso vieta skiriama aktoriui, jézuity ko-
legijy ir universitety auklétiniui, zengianc¢iam religi-

nés jausenos ugdymo keliu.

I$samioje jézuity teatro studijoje Prie Lietuvos teatro
istaky profesoré Vanda Zaborskaité mini 329 vaidi-
nimus, kuriuos karé Vilniaus akademijos, Kraziy,
Kauno, Pasiausés, Zodiskio, Panevézio pijory,
Pinsko, Gardino, Polocko ir kity kolegijy profeso-
riai ir jy auklétiniai. Sis vaidinimy skai¢ius paremtas
islikusiais rasytiniais $altiniais®. DidZioji jy dalis —
spektakliy programos. Palygine spektakliy teksty
bei ju aprasy skai¢iy su Vokietijos ar Italijos jézui-
ty dramy teksty bibliografiniais aprasais, galime
numanyti, kad Lietuvoje jy isliko tik dalis®. Jézuity
Akademijoje visa laika veiké teatras, kuriam specia-
lig sale 1715 m. jrengé skulptorius Jonas Boklavskis,
0 1733-1744 m. - garsus stalius jézuitas Ignotas
Bartcas.

Ragytiniai Lietuvos jézuity Saltiniai atskleidzia kelis
vaidinimy tipus, susiformavusius XVII-XVIII a.:
teatralizuotos jézuity procesijos, apibiidintinos kaip
parateatrinis reis$kinys, artimas ritualiniam teatrui;
spektakliai, vyke uzdaruose kolegijy kiemuose ar
specialioje teatrui skirtoje patalpoje, teatro sceno-
je vaidinti draminio teksto pagrindu. Minétinos ir
teatralizuotos retorikos pratybos. Jézuity teatro sce-
na priémé ir baleto Zanrg. Baleto spektakliai tapo

bendros sceninés raiskos dalimi.

Per du $imtus mety jézuity teatro stilistiné raiska
patyré pasaulietinio renesansinio, klasicistinio teat-
ro jtakas. Tadiau savi¢iausias jézuity teatrinés kury-
bos puslapis - jézuity baroko teatras, gimes XVII a.
ir Lietuvoje perzenges XVII-XVIII a. sankirta.

XVIIa. pirmosios pusés Lietuvos teatrinis gyvenimas

i$siskyré teatriniy procesijy gausa. Procesijomis pa-
gerbiami kanonizuotas $v. Kazimieras, beatifikuo-
tas Juozapatas Kuncevicius, §v. Jurgis, $v. Kotryna,
Vladislovas IV ir Cecilija Renata, Jonas Karolis
Katkevic¢ius, Bulgarijos karaliaus sinus Tribelijus,
$v. Stanislovas - ,kitatikio Osmano nugalétojas®’.
Procesinio veiksmo metu metaforizuojama $ven-
tyjy gyvenimo auka, pagerbiami karaliai, jprasmi-
nami istoriniai jvykiai. ISkeliamos kriks¢ioniskos
vertybés, primenami apvaizdos palytétieji, iSski-
riama gyvenimo auka. Atnasaujama, at§ventinama
profaniskoji miesto erdvé. Primenant pasiaukojima,
Dievui aukojamos zmogaus pergalés. Teatro raiska
procesijose buvo gausi. Simboliai, alegorijos, emble-
mos personifikavo ne tik fizinj, bet ir intelektualyjj
pasaulj, skirta kontempliatyviai regai. Tac¢iau ne kos-

tiumai ir iSmoninga butaforija i§skyré procesijas.

Atsiverskime 1624 m. Dievo Kano $ventés procesi-
jos programg, surasyta ,akademiky Jézuity“®. Joje
aprasoma ,,$e$eriopa Dievo su Zmonémis §ventové®.
Tai - laiko ir vietos atzvilgiu universalios Theatrum
mundi dekoracijos. Jose veikia Senojo ir Naujojo
Testamento personazai, jiems talkina gausybé ale-
goriniy figiry. Sventové kuriama $esiose procesinio

veiksmo dalyse.

Pirmojoje procesijos programos dalyje eksponuoja-
ma Dievo padangté Sauléje, arba Zemiskasis pasaulis.
Karaliai i§ visy keturiy pasaulio $aliy vaziuoja prie-
$ais Saulés vezimg. Apvaizda sklando vir§ Saulés.
Inteligencija sukasi apie Saulés nusviestas Azijos,
Afrikos, Amerikos, Europos personas. Uz jy pasi-
rodo Adomas, Abelis, Kainas, ne$ini aukomis. Nojy
lydi jo stindis, Abraomas ir Izaokas. Zemé ir jos gy-
vieji bei mire gyventojai susitinka su Apvaizda ir $is
susitikimas paruosia juos procesijos Zygiui j Dievo
$ventove. Taip palaiminama Dievo padangté Sauléje.
Sig procesinio veiksmo dalj galime pavadinti kelio-

nés j Dievo padangte ekspozicija.

Antrojoje dalyje atskleidziamos aplinkybés, ku-
rios nurodomos kaip dvasinés kelionés taisyklés.
Antrojoje dalyje atrandama Sandoros skrynia.
Pranasas Mozé, padedamas Narsumo, Aarono,
Levity, karaliaus Dovydo ir jo stinaus Saliamono, ly-
dimi angely choro, paskelbia Desimt Dievo Jsakymuy.
Taip Dievo padangtés Sauléje gyventojai, atrasdami



dvasinio gyvenimo taisykles, pradeda savo kelione
aukstyn, | metafizine Sventove. Antrojoje dalyje me-
dituojamas Jsakymy turinys. Testamentiniy perso-
nazy apsuptyje procesinio veiksmo dalyviai prikelia
savo sielg, pazadina dvasing savivoka, nusizymi ke-

lio j Dievo $ventove gaires.

Treciojoje procesinio vyksmo dalyje medituojamas
Apreiskimas Sv¢. Mergelei Marijai, medituojama
Dievo meilé. Apreiskime dalyvauja ne tik Arkangelas
Gabrielius, bet ir Skaistybé, Angelas degan¢iu kanu,
Judita ir Holofernas, Dovydo maldaujanti Abigailé.
Plazdant véliavoms, pazymétoms Dievo Gimdytojos
zenklais, susitinka Zemiskoji ir Dieviskoji meilé.
Meilé atitaiso ir perkei¢ia Theatrum mundi pasaulj.
Stebédami Mergelés Marijos ir Arkangelo susitiki-
ma, procesinio veiksmo dalyviai regi Zemiskosios ir
dieviskosios padangtés susijungimg, atranda savuo-
stebint Apreiskimo sceng? Visai nesunku jsivaizduo-
ti, kad vieni stebisi Gabrieliaus sparnais, kiti, uzverte
galvas, zvelgia j dangy, tarsi gérisi Dievo pasiuntinio
jveiktu keliu, treti atsigrezia i save klausdami: ,,Kas
a$ buciau be Meilés?“

Ketvirtoje procesijos dalyje isskiriamas Kristus.
Jo Aukos meditacija perkelia procesinio veiks-
mo dalyvi | Dievo padangte. Per Svenciausiaji
Sakramentg duonos ir vyno pavidalu, Kristus,
Pasaulio I$ganytojas, gyvenantis Baznycioje sakra-
mentiniu pavidalu, Zmogiskaja tikrove perkeicia j
dievi$kaja. Programoje nenurodoma, kur vyksta
veiksmas, taciau tikétina, kad $i dalis priartéja prie
baznycios pastato, gal net ir persikelia i jo vidy.
Jsivaizduokime Vilniaus Sv. Jono baZzny¢ios inter-
jerg. Presbiterijoje pastatytas Didysis altorius, su-
sidedantis i$ de$imties altoriy, kurie sudaro nepa-
prastai jsptidinga erdvine architekttiring kompozi-
cijg, menotyrininky vadinamg barokiniu Theatrum
Sacrum. Svenciausiojo Sakramento adoracija ne-
teatralizuojama. Tai atsispindi programos tekste.
Taciau ar barokinio altoriaus teatraliSkumas néra

pakankama Dievo Sventovés metafora?

Penktoji programos dalis skirta Dievo Meilei, troks-
tandiai Zmoniy i$minties. Dievo Sventovéje galima
ivysti Sauliy. Jo $irdis — perkeista. Taip nurodoma

programos tekste. Procesijos dalyviai susitinka su

kelyje { Damaska ap$viestu $v. Pauliumi. Tarp per-
sonazy regime §v. Augusting. Ju akivaizdoje kara-
nuojamas Kristus. Svarbi programos pastaba — per
Kristaus atvaizdg danguje pasirodo Dievas. Sventoji
Dvasia $ios procesijos dalyvius atvedé prie Dievo
kojy. Galime pastebéti — procesijos kelias, i$puostais
regimais metafizinés tikrovés atvaizdais, gali jtikinti,

kad dangus atsiveria tik perkeitus Zmogaus $irdj.

Sestojoje dalyje procesijos dalyviai, lydimi §ventyjy,
kankiniy, broliy jézuity, patenka j Naujaja Jeruzale,
»nuzengusig i§ dangaus nuo Dievo', apreiksty pra-
nagiskuose §v. Jono regéjimuose: ,Stai Dievo pa-
dangté tarp zmoniy. Jis apsigyvens pas juos, ir jie
bus jo tauta, o pats Dievas bus su jais. Jis nusluos-
tys kiekvieng asarg nuo jy akiy, ir nebebus mirties,
nebebus liidesio, nei aimanos, nei sielvarto, nes kas
buvo pirmiau, tas praéjo“ (Apr 21, 3-4)°. Paguosti
ir nuraminti procesijos dalyviai palieka Theatrum

Sacrum.

Negalime pasakyti, kaip buvo metaforizuojama §i
apreikstoji tikrové, ar ji emblemy ir simboliy pavi-
dalu atsivére akiai, ar tik dvasinei regai. Svarbu tai,
kad procesijoje nuzymétas sielos kelias veda j dangy,
o dangus gali atsiysti savo buties zenklus. Procesijos
aprasas liudija, kad buvo dvasios polékis, meditatyvi
kelioné aukstyn, j sielos didybe, svarbiy stabteléjimy
kelyje | Dievo Sventove, o teatras lydéjo procesijos
dalyvius, vizualizuodamas barokinj sielos skrydj i

apreikstaja Jeruzale.

Skrydzio prasmiy laukas barokinése dramose pla-
tesnis nei procesijose. Jau fabulos lygmeniu atsispin-
di skrydzio trajektorijos. Skiriasi ir argumentai, liu-
dijantys $ios kelionés biidus. Pasitelkime vélesnius,
XVIII a. tekstus ir jsitikinkime, kad jézuity teatre
barokinis skrydis tesési ir po Akademijos teatro

skliautais.

XVIII a. pradzios jézuity teatre dangus buvo pasie-
kiamas ir tiesiogiai: 1715 m. parasyto teksto pava-
dinimas patvirtina $ig prielaidg - Saltus citra mo-
tum e Rhodo insula in coelum (Suolis i§ Rodo salos
tiesiai j dangy)'. Spektaklyje, kurio pavadinimas
zada $uolj, negalima nesitikéti teatrinés iSmoneés,
padedancios i$vysti tiesiogine komunikacijg su me-
tafizine tikrove. Kaip kilo j dangy Rodo salos he-

rojai? Cia nebuvo apsiribojama jkvépimu ar sielos
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polékiu. Tokj Suolj turéjo padéti vizualizuoti i$mo-

ninga scenos technika.

Galima ir kita skrydzio trajektorija. 1717 m. teks-
te atsekama komunikacija i§ antgamtinés tikroveés
j Sia asary pakalne - Umbra heroum Sarmatiae
(Sarmatijos herojy Seséliai) galéjo pasiekti Zeme
padedami kokio nors barokinio scenos stebuklo!!.
Jeigu jie atsirasty scenoje kitu badu, kilty keista dvi-
prasmybé — kurie personazai dar gyvi, o kurie jau
mire. Aisku, galéty pagelbéti kostiumai - i$ryskinti
skirtumus tarp gyvujy ir mirusiyjy, taciau skrydis i§
dangaus nepalikty abejonés dél nezemiskos perso-

nazy charakteristikos.

Jézuity teatro scenoje i§ kapy keltasi ir dazniau.
1719 m. tekste Kancia vainikuota Prisikélimu:
Corona doloris (Kancios vainikas); kapas vérési ir
1721 m. tekste Sepulchrum petens in pateris (Atviras
kapas $ventojoje tauréje)'’; 1730 m. tekste kapo duo-
bé atsiveria Dievo karalystei Titulus gloriae regali e
tamulo regum erectus (Karaliskos garbés titulas, is
karalisko kapo iskiles)®. Prisikélimo scenas sunku
jsivaizduoti be teatrinio prisitaikymo, kuris padéty
atskirti pasikeitusj fizinj ir dvasinj personazo buvj.
Net pacioje kukliausioje jézuity teatro scenoje turé-
jo buti ne tik retoriné, bet ir vizuali sielos judesio
metafora. Jy apstu procesijose, Europos barokinio
teatro scenografijos istorijoje tokiy metafory taip

pat bata.

Be tiesioginio skrydzio negalima buvo apsieiti sta-
tant 1722 m. paradyta Stella e crucis firmamento
empyrium ascendens coelum (Zvaigzdé nuo kry-
Ziaus atramos i$ Zemés dangun kylanti)*. Dvasiné
Kristaus Kancios meditacija galéjo bati vainikuoja-
ma ne tik kylancios Zvaigzdés reginiu, bet ir Kristaus

Prisikélimo metafora.

Kylantys, besileidziantys, besisukantys dramatis-
kuose dangaus sukuriuose ar taikiai skriejantys
dangumi objektai buvo ypa¢ dazni baroko scenoje.
Barokiniai debesys skriejo padangte pralenkdami
angely pulkus, padangéje pasirodydavo lemtingi die-
viskos meilés zenklai, net antikiniai herojai, jsitvére
pakinkyty vezimaiciy, gulbiy, drakony ar kriaukliy.
Padangte skriejo jézuitai-kankiniai, Sv¢. Trejybés
emblemos, herojy portretai, net paprasti mirtingieji.

Vyskupy ingresui, glorifikacijos iskilméms skirtuose

spektakliuose dangus teatro scenoje turéjo regimais
zenklais paliudyti jvykio §ventuma. Tokiy spektakliy
XVIII a. pirmojoje puséje buta ypa¢ daug. Skrydzio
jigyvendinimas tiesiogiai priklausé nuo scenos tech-

niniy galimybiy ir dailininko i$monés.

XVII a. jézuity mokykliniame teatre buvo jtvirtintas
metodas, leidziantis formuoti Dievo slépinio kon-

templiacija religiniame teatre.

ASMENS IDENTITETO MEDITACIJA
KATALIKISKU BENDRUOMENIU TEATRE

Tiek profesionalioji, tiek mégéjy scena apdovanojo
religinj teatra spektakliais, kuriuose néra tiesiogi-
nio rysio su evangeliniais tekstais, taciau spektakliy
atmosferoje, herojy jausenoje apstu religiniy poty-
riy, neatsiejamy nuo antrojo tiikstantmecio pabai-

gos homo religioso dvasinés savijautos ir savivokos.

Minétini klasikinés dramos pastatymai, kurie dra-
mine sklaida refleksuoja Tévo ir Stinaus santykius,
mirties ir meilés archetipus. Zinoma, tobulas pjesiy
archetipiskumas negali garantuoti religinés teksto
interpretacijos — Zmogaus mirtingumas taip pat sa-
vaime nesalygoja asmens dvasinio gimimo. Taciau
draminio teksto prasmiy platumas provokuoja
spektaklio kiiréjus orientuotis j teologine problema-
tikg ir nuo jy pasirinkimy priklauso, ar bus priimtas
teksto issukis.

Taciau turétume pripazinti, kad pirmojo postamio
idéja, besiskleidzianti draminio teksto peripetijy
analizéje, téra prielaida, bet ne religiniy jzvalgy ga-
rantas. Zodzio reik§miy vizualizacija teatre gali biti
pavadinta daugiapakope, jos ritmas matuojamas ne
psichologinémis, bet dvasinémis jzvalgomis. Todél
esminis veiksmas, j kurj tenka atsiliepti menininkui,
pasiSovusiam atpazinti religinj jausma - atpazinti
dramos peripetijose veikiancias dvasias — geruosius
ir bloguosius angelus, kaip mini §v. Ignacas savo

Dvasinése pratybose.

Prisiminkime $v. Ignaco Lojolos dvasiy atpazinimo
taisykles. Placiausia prasme dvasiomis gali buti vadi-
namos visos iSorinés jégos, kuriy galig jauc¢ia Zmogaus
vidinis ,,a$". Dvasiy atpazinimas gali i$gryninti zmo-
gaus siela. Galutinis $io veiksmo tikslas - tapti ,,bal-

tesniam uz sniegg®, arba atkurti asmens ir Dievo rysj.



Procesas, kurj per pratybas paspartina praktikantas,
labai dramatiskas. Pratyby jtampa, gryninanti siela,
nenusileidzia jtampai, kurig i$gyvena asmuo drami-
niame tekste, apsisprendimy ar pasirinkimy situaci-
jose. Aktorius laibai gerai pazjsta kuriamo personazo
dramatizmg. Teatrai iSryskino asmens poelgius kaip
mazg giluming poelgiy motyvacijg. Zvilgsnis j Zmo-
gaus pasamonés procesus vilioja jzvalgy gelme, pas-
taroji pagunda daznai jvardijama esmine aktorystés
privilegija. Atpazine $ig kelione j Zzmogaus sielos ben-
dryste, atskirkime teatrinés kiirybos proceso ir religi-
nés praktikos kelionés tikslus. PaZinti sielos paslaptj
$v. Ignaco Lojolos dvasiy atpazinime — néra savitiks-

lis. Juo siekiama sielos skaidrumo.

Pirmasis zingsnis  nuskaidrinimg vadinamas nuo-
démeés atpazinimu. Ar svarbu aktoriui suvokti kuria-
mo personazo potroskiy, aistry, nevalingy elgsenos
proverziy priezastinguma? Taip. Taciau sv. Ignaco
pratybose nuodémés jveikiamos kaip kliaitys. Teatre
iSankstinis asmens poelgio jvertinimas menkina ap-
sisprendimo dramatiskumg. Vertinant personazo
grumtynes su aistromis, gresia iSankstinis pavojus

pasmerkti. Kaip jo iSvengti?

Sv. Ignaco metodiné nuoroda, kuri padés atitaisyti
asmenj — Kristaus Meilés ir Kancios kontempliacija.
Dvasinése pratybose $v. Ignacas nurodo bida, kuris

iSgrynina savo nuodéminguma pazinusj asmenj.

Jézaus gyvenimo kontempliacijoje mokomasi atpa-
zinti Dievo valig. Asmens poelgiy visuma antrajg ir
treCiaja pratyby savaite vertintina Kristaus kancios
ir meilés aukos kancioje. Asmens klaidos perspekty-
va atveria zmogaus verte Atpirkimo $viesoje. Atgaila
atitaiso sielg. Ji padeda aktoriui iSteisinti kuriamag
asmenj, suteikia jam didesne, visuoting asmens
suvokimo galimybe. Dalyvaudamas jgyvendinant
Dievo plang, asmuo néra sulyginamas su asmeniu,
besigaluojanciu saves pazinimo pinklése. Didzioji
gyvenimo ir mirties perspektyva — i§vysti ,,$viesyjj
Tavo veidg“ - saves pazinimo procese suteikia as-
meniui iteisinimo galimybe. Vaidmens medziagoje
atpazines zmogaus kancias, nuodémes, baimes, aist-
ras ir troskimus, aktorius medituoja kuriamg asme-

nj kaip Dievo plano dalyvij.

Trecioji pakopa, kuri meninéje spektaklio erdvéje

padeda atpazinti homo religioso jausena, gali buti

vadinama Dievo meilés kontempliacija. Kelios
nuostatos, kurias Dvasinése pratybose ivardijo
$v. Ignacas, gali padéti atpazinti meile. ,,Meilé yra
abipusis pasidalijimas, t. y. kai mylimasis duoda ir
pasidalija su mylimuoju tuo, kq turi arba i$ to ka turi
ar gali. Lygiai taip pat ir mylimasis su mylin¢iuoju®'>.
Asmens elgsenoje meilé atpazjstama ne tik per Zo-
dzius, bet ir per darbus. Pastaroji jzvalga atveria as-
mens poelgius, vercia jvertinti juos pasidalijimo as-
pektu. Taciau pastarosios nuostatos nepakanka no-
rint atpazinti Zmogaus visuotinumga. Savo pratybose
$v. Ignacas atkreipia masy démesj — asmuo privalo
su dékingumu priimti dovanas, kurias patiria dali-
jimosi procese. Ne Zzmogiskoji valia dalija gyveni-
mo dovanas. Jos ateina i$ ,,aukstybiy“ Teisingumas,
gerumas, maloningumas, gailestingumas sklinda i§
aukstybiy kaip ,,i§ saulés spinduliai ar i§ $altinio van-
duo* Sv. Ignacas skatina i§plésti asmens regos lauka,
perzengti siaurajj démesio ratg ir apsidairyti po pa-
saulj, kuriame slypi gausybé Dievo meilés Zenkly.
Meilés kontempliacijos objektu jis sitilo pasaulj su
visais jo elementais, kuriems Dievas duoda buvima.
»Augaluose — augima, gyvanuose — pojtcius, zmo-
nése — jgalindamas juos protauti® Kita asmenj $ioje
meilés puotoje $v. Ignacas regi kaip lygiavertj dalyvj,
meilés vertg tiek pat, kaip ir kontempliantas. Jam
nepaliekama galimybés atmesti, atstumti kita, nes
pasaulyje, persmelktame meilés, nebéra kitos buties
formos, nors ir isliecka asmens netobulumas, kuris

gali sutrukdyti pamatyti Karéjo Atpirkimo plana.

Kam skiriama $i stebuklinga meilés pazinimo aki-
mirka? Sv. Ignacas neabejodamas ja atiduoda j
Dievo rankas. ,,Imk, Viespatie, visg mano laisve,
atmintj, protg ir valia, visa, kg turiu ir valdau. Tu,
Viedpatie, man tai davei, Tau visa grazinu. Visa yra
Tavo - tvarkyk pagal savo valig. Duok man tik savo
meile ir malone, nes to man uztenka“'¢. Meilés jaus-
mas pasotinamas pasidalijus ji su VieSpadiu, nes
toks mylinc¢iyjy kodeksas. Suvokes save ir kitg kaip
meilés objekta, o pasaulj - kaip valdoma mylin¢iojo
galios, kuri suteikia jam buties malone, asmuo grjz-

ta j savo pradzig — j meilés jZvalga.

Kodél $v. Ignacas Lojola Dvasinése pratybose is-
skirtiniu riipes¢iu apgaubia asmenj? Batent asmuo
iSkeliamas j pratyby centra. Asmens savivoka, jos

raida metodiskai skatinama ir remiama. Sv. Ignacas
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jkvéptai rapinasi zmogaus laikysena tiek Dievo,
tiek pasaulio atzvilgiu, nes rupestis, kuris skatina
ji tai daryti, kyla i§ Zmogaus gimtosios nuodémeés

pasekmiy.

Sunku jsivaizduoti tg dvasine jtampg, kuri verté
sukurti metoda sielai atitaisyti. Rekomenduojamos
meditacijos ir kontempliacijos taisyklés priespriesi-
namos zmogaus prigimties gaivalui. Disciplina su-
vedama su stichija. Pratybos skiriamos klystan¢iam
ir nuodémingam asmeniui. Zmogaus silpnybes ir
nuodémes galima jveikti, jeigu su jomis bus nuolat
kovojama. Nuolatiniy pastangy poreikio nepanei-
gia Dvasinése pratybose nurodyta keturiy savaiciy

trukme.

Dvasiniy pratyby tekste $v. Ignacas Lojola daznai
mini kartojimo reikalavimg, kuris véliau bus pri-
taikytas visai jézuity $vietéjiskai veiklai. Kartojant
ne tik jgyjama patirtis. Kartojant gridinama sie-
la, nes joje isbandoma atrastoji jZvalga. Kartojant
stiprinama ir Zmogaus atmintis, ir valia, ir protas.
Sioms galioms teikiama ypatinga reik§mé. Pazinti
asmens prigimtj ir jg keisti galima disponuojant
valia ir protu. Neatsimenant savo minc¢iy, Zodziy
ir darby, nebéra ko keisti. Dievo maloné veikia
asmenj, bet, norint atkurti asmens ir Dievo ry$j,
$v. Ignacas skatina per atmintj, prota ir valig atverti

malonei vartus.

Kas tie $e$éliai, kurie temdo Zmogaus laikyseng
Dievo akivaizdoje? Pratybose atpazjstamos septy-
nios mirtinos nuodémeés, nes Zzmogus ,atsidéjes vi-
diniams dalykams®“ Geresnis saves pazinimas didina
skausma, o skausmas - i§ganingas vaistas nuo atkri-
timo j nuodéme. Prasant Dievy , gailesc¢io ir gédos
dél saves®, galima i$gelbéti sielg. Taciau pazinti savo
nuopuolio laipsnj Zmogui néra lengva. Zadinant
gailestj ir rengiant save atgailai, jam tenka lyginti
save su puolusiais angelais, kitais nusidéjéliais, la-
vinti vaizduote pragaro meditacija, kontempliuoti

Kristaus gimimg ir mirtj.

Sv. Ignaco Zmogus - atitaisantis save Zmogus. Nors
nuodémés gelmé labai gili ir klastinga, taciau jam
priskiriam valia, protas ir atmintis, kurie leidzia pa-
tirti Dievo Namy ilgesj, Amzinybés troskulj, sielos
ISganymo palaima. Atpirktasis Zmogus per tikéjima,

viltj ir meile keliauja amzinybén. Pratybos skatina

keliong, kurioje galima laiméti sielg Dievo garbei.
Grumdamasis su savimi, atpazines ,,prie$o” veikimg
savyje ir pasaulyje, asmuo atsiduria negailestingo-
je akistatoje savo mintimis, zodziais ir darbais. Sis
susitikimas — $okiruojantis, nes $v. Ignacas Lojola
nepalieka uzuolanky. Sielos tyrimas per pratybas
primena pavasario ledone$j. Tyrimo dramatisku-
mas nepakeliamai konfliktiskas. Draminio veiksmo
taisyklés veda praktikanta i§ vienos situacijos j kita,
tac¢iau vyksmo peripetijose atpazjstami ne lemties

poky¢iai, o dvasinés raidos pakopos.

SILUVOS PATIRTIS: SVC. MERGELES MARIJOS
APSIREISKIMO ATMINTIES METAFOROS

Siluvoje, Siliniy atlaidy metu, nuo 1934 m. be-
veik deSimtmetj buvo vaidinama poeto Mykolo
Linkeviciaus keturiy veiksmy istoriné drama Marijos
Sventové. Nuolat sugrizdama prie M. Linkevi¢iaus
teksto, miestelio bendruomené atskleidé ne tik
pastovumo, bet ir stebétinos istikimybés tekste
jprasmintai problematikai ir tikéjimui bei jo vieso,
meniskai isreiksto i$pazinimo nuostaty. Sig patirtj
rekonstruosime remdamiesi labai kukliais, taciau
ne maziau vertingais dar gyvy ir jau mirusiy liudi-
ninky atsiminimais, bei kultirininko, tolimais gi-
minystés rysiais susieto su poetu M. Linkevi¢iumi
ir istikimai jo atmintj saugancio Jono Paciliausko

asmeniniu archyvu.

Kodél buvo pasirinkta $i drama? Bendruomeniy
teatre labai svarbi bendros parapijieciy tapatybés
karybos nuostata. Tekstas spektakliui galéjo atsiras-
ti parapijie¢iams prasant savo bendruomenés nario
parasyti Sv¢. Mergelés Marijos apsireiskimo Siluvoje
istorijg.

Netoli Siluvos gyveno i§ Amerikos grizusi tki-
ninky $eima, kurioje 1909 m. geguzés 11 d. gimeé
M. Linkevi¢ius. Bisimasis poetas baigé Siluvos pa-
rapine mokykla, Raseiniy gimnazija; 1927 m. buvo
jstojes i Kauno kunigy seminarijg (1 pav.), taciau
ja paliko ir pradéjo studijuoti lietuviy literatarag
Vytauto DidZiojo universitete; priklausé Satrijos
meno draugijai, 1929 m. jau buvo isleides pirmaja
poezijos knyga Zydryniy atspindZiuose ir ra$é nau-
ja — Ateina Dievas, kurig 1936 m. iSleido Kaune.

1934 m., kai gimé bendruomenés vaidinimo per



atlaidus spektaklio poreikis, M. Linkevi¢ius buvo
matoma, kairybigka, visuomenés démesio susilau-
kusi figtra (2 pav.). Pirmojo vaidinimo metu kar-
tu su kitais literatais — Stasiu Badavu, Klemensu
Dulke, Ale Sidabraite, Vytautu Sirijos Gira, Stepu
Zaborskiu, Kaziu Zupka - poetas M. Linkevicius
isleido savo naujausia knyga - poezijos rinki-
nj Septyni. 1937 m. M. Linkevi¢iaus publikacija
Ateities zurnalo 5-6 numeryje atskleidé ir kita rasy-
tojo bandyma, kuris praverté rasant drama Marijos
Sventové — poetas debiutavo kaip prozininkas ir
isspausdino fragmentg i§ romano Bedarbiai, pava-
dintg Valkatos. Bendruomené rinkosi pazjstama,
gaby jaunuolj-poets, i kurj sudéjo bendros tapaty-
bés viltis. Net anksti mirus poetui - 1941 m. sausio
12 d., - Siluvoje buvo tebevaidinama jo drama. Tai
lyg dar karta paliudija, kad tarpukario atmosfera,
M. Linkevi¢iaus gyvenimo jausena, biisimy ateities
negandy nuojauta, kurig galime jZvelgti poeto eilé-
ras¢iuose, buvo bendruomenei sava, brangi, isreis-

kianti kataliky bendruomenés pasauléjauta.

Kokig tapatybe kiré Siluvos parapijie¢iai, pasirinke
atkurti Sv¢. Mergelés Marijos apsireiskimo istorija,

kodeél Siluvos stebuklo atminties teatrinés metaforos

jiems buvo reikalingos ir svarbios?

Leiskime kalbéti bendro projekto dalyviams. Bene
geriausiai bendros pasauléjautos aspekta paaiskino
kunigas J. R. straipsnyje Siluva miisy Tautos tvirto-
vé, kuris buvo i$spausdintas laikrastyje Siluva Dievo
Motinos Sventoveé: ,,Sio visuotinio pakrikimo laikais,
$io moralinio skurdo naktyje aiskiai mums spindi
ausros zvaigzdé - ISsigelbéjimo viltis Marija. [...]
Tac¢iau ramybé buvo pazadéta geros valios Zmo-
néms. Kad ji jvykty, reikia, kad kiekvienas zmogus
savo viduje turéty ramybe, t. y. buty taikoje su Dievu
ir su artimu. Susitaikymo su Dievu strategijos ka-
ryba persmelkeé tragiska M. Linkevi¢iaus gyvenima.
Nerimo galig jis jauté nuo mazumés ir aprasé tai savo
dienorastyje: ,,[...Jpasaulio ne per daugiausiai teko
matyti, taciau suspéjau j viskg ziaréti daug iSken-
téjusio ir iSgyvenusio zmogaus akimis. Jau pacioje
mazuméje mane palieté Siurksciais pirstais skurdas,
liga ir kitokios gyvenimo nuoskaudos, kuriy, tur-
bat, pilna kiekvieno mazazemio lietuvio grycioje.
[...] Kara, sunaikinusj gimtaja pastoge, prisimenu

gan gyvai, kad, rodos, ir $iandien girdziu vir§ galvos

1 pav. Mykolas Linkevicius su kunigais prie Siluvos Své. Mergelés Marijos Gimimo bazilikos. XX a. 3 des.

Nuotrauka i$ Jono Paciliausko archyvo.
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zvimbiandias kulkas, regiu kraujuotus lavonus ir
verkiu dél motinos, kurig vokietis vejasi su revolve-
riu rankoje uz kazkokj nepaklusnuma. [...] Ar ne to-
dél ir dabar tebejauciu pasibjauréjimg kardo asme-
nimis, $audykliy tatomis ir nuodingy dujy kvapui,
didziai stebédamasis zmonémis, kurie gali dziaugtis
italy laiméjimais Etiopijoje, nacionalisty ar vyriau-
sybininky - Ispanijoje ir kt. Argi ir tame, ir kitame
fronte lieja krauja ir guldo galva ne zmogus, i kurio
gyvybe tegaléty atimti tik jos Davéjas? [...] Anksciau
mane viliojo grynasis menas, dabar imu galvoti, kad
poetai, radytojai ir, apskritai, menininkai turi buti ne
drasis akrobatai, o kovotojai uz tiesg, nes tik ji — tie-
sa - yra tikrasis yra grozio pasireiskimas. [...] Pirmaji
atspausdintg eilérastj i$vydau pries desimtj mety —
buvo tai malonumas, kuris gyvenime patiriamas gal
tik viena kartg. Abejoju, ar premijuoto veikalo auto-
rius tokj dziugesj i$gyvena. Tada a$ buvau Zymesnis
poetas negu esu ar kada nors basiu. Dabar kaip tik
neretai mane apima nusivylimas visu tuo, kg pasisa-
kiau per eilérastj, ar per kitg kurj rasinj. Ir, neZitrint
j tai, nemetu i§ rankos plunksnos, nes man atrodo,
kad ji vis délto lieka istikimiausias tiek dziaugsmo,
tiek nelaimés draugas, nesvarbu, ar mudviejy skun-
dy isklausys kas, ar ne*!8. Taip radytojas paaiskina
savo nepasitikéjimo pasauliu priezastis ir jvardija
nepasitikéjimo pasauliu jveikimo strategija, kuriai

igyvendinti paskyreé visg savo karyba.

Marijos sventovés problematika skirta sielos reko-
lekcijai — nepasitikéjimui ir nerimui jveikti, atkur-
ti savyje ramybe kaip kelig i susitaikymg su Dievu.
Na, o pagrindinés pagalbininkés $iame kelyje -
Své. Mergelé Marija ir jos apsireiskimo stebuklo
galia. Apsireiskimo stebuklo teatriné metafora buvo
brangi ne tik pavasarininky kuopai, kuri vis griz-
davo prie dramos teksto tarsi sekdama $v. Ignaco
Lojolos Dvasiniy pratyby keliu, norédama iSgryninti
savo sielg, atpazinti ir nugaléti , klaidatikyste®, jsta-
musig  nerimg ir, galy gale, { nesantaikg su Dievu

ir artimu.

Rekonstruokime spektaklio prasmes remdamiesi
amzininko, stebéjusio 1939 m. vaidinima, liudiji-
mu: ,,Jspadingi vaizdai - skrynios atradimas, sene-
lio praregéjimas, kataliky kunigo nuSovimas ginant
bazny¢ig ir kt. Tai vis vaizdai, kurie zitrétojus sta-

¢iai uzburia, juos nukelia { anuos sunkius praeities

2 pav. Poetas Mykolas Linkevicius. XX a. 3-4 des.
Fotografas M. Cholimbianskis. Nuotrauka is Jono
Paciliausko archyvo.

persekiojimo laikus. Cia jie pamato, kaip tikintieji
drasiai, net gyvybe j pavojy statydami, gyné katali-
ky tikéjima, kaip Marija i§gelbéjo Lietuva — Marijos
Zeme - nuo klaidatikybés. Ne vienas Zitirétojas, ste-
bédamas §j vaidinimg, braukia nuo veido riedancias

«19

graudzias aaras“’?, - taip emocionaliai Antanas K-as

aprasé spektaklio poveikj Ziarovams. Kg atpazino
patirtis ,moralinio skurdo naktyje“ juos jaudino
ir tarsi antrino asmeninei patir¢iai? Jsiklausykime
i minétojo Antano K-o prisipazinimus: ,Ypatingai
grazus ir jaudinantis momentas, kada kataliky kle-
bonas ateina pas Bauzius ir atnesa paprastoje dro-
binéje skepetaitéje suri$tus baznytinius rabus, kad
juos galéty paslépti nuo kalviny. Klebonas, isriSes
drabuzius, pasiima arnotg j rankas ir prispaudes jj
prie kratinés, savo gily zvilgsnj pakelia i virsy. I jo
sunkiai alsuojancios sielos gelmiy issiverzia litdni
skausmo zodziai: — ,Nejaugi, Dieve, daugiau man
neteks aukoti nekruvinos Aukos?‘ - ISgirdes $iuos
zodzius mazasis berniukas, kuris jam patarnaudavo

Misioms, ir pamates visy veidus apdengtus litidésio



skraiste, greit pribéga prie klebono, pabuciuoja
jo rankg ir nedrgsiai paklausia: - ,Klebonéli, ar a$
daugiau nebetarnausiu $§v. Mi$ioms?* Klebonas atsa-
ko: - ,Ne.* [...] Visi namiskiai paskende nusivylime
ir neviltyje. Motina §luosto asary drékinamg veida.
Berniukas jau nieko klebono neklausia. Ir su nusvi-
rusia galvele tyléedamas, nedrasiais zingsniais pasi-
traukia nuo klebono ir baimingai prisiglaudzia prie
savo motinos.“? Zitiréta ir klausytasi $iame spektak-
lyje to grieztojo lemties ,,Ne®, kurj gerai pazinojo ir
M. Linkevi¢ius, mires eidamas trisdes$imt antruo-
sius metus, ir ,iSbarstyti po svieta“ $io spektaklio
dalyviai, anot devyniasde$imt trejy mety Janinos
Vitkauskienés, tebeprisimenanéios anuomecius vai-
dintojus - brolius Jong ir Vaclova Stelmokus, Janing
Linkevi¢iate-Mandravickiene, Henrikg Banj, Jong
Buc¢inska, Valerija Leskauskieng. Gal visus juos vie-
nijo artumo su Dievu ilgesys, kurj jie jau pazino ir
jauté tada, naujo karo prieSausryje? Gal pavasari-
ninky vaidinimo patirtys pranasavo naujg ,,morali-
nio skurdo naktj*, kuri jau beldési i jy gryciy duris,
siilydama okupacijos, tremties ir kolaboravimo su

okupantais iSbandymus?

Atminties metaforos galia taip ryskiai spindi atsiver-
tus kitg sakralinio teatro puslapj, kuris, manyciau,
tikrai vargu ar baty buves, jei Komunijos su Dievu
bendruomeniskas iSpazinimas Marijos Sventovés
spektaklyje buty pamirstas ar i$stumtas j savivokos

nuosale.

Atsiverskime sovietmecio religinio teatro puslapj.
Apzvelkime Kauno tarpdiecezinés kunigy seminari-

jos ir pogrindzio motery vienuolijy teatring veikl.

Okupacinés valdzios seminarijai taikyti suvarzy-
mai - priémimo limitas, saugumo kontrolé atren-
kant klierikus bei déstytojus, nuolatinis besimokan-
¢iyjy skaiciaus mazinimas, draudimai kunigams,
klierikams bei vienuoliams katechizuoti pasaulie-
Cius bei apastalauti vieSajame gyvenime - paskati-
no katalikiskaja bendruomene dvasinei rezistenci-
jai. Vienuolijos, i$vytos i§ legalaus gyvenimo, veiké
pogrindyje. Kukliose ir daznai slaptose kulttirinése
reprezentacijose, vykusiose uz uzdary seminarijos

.....

tuose vienuolyny namuose, buta ir teatrinés veiklos.

Parateatriniuose renginiuose bei sakralinio teatro
spektakliuose teatriniu veiksmu ugdyta dievojauta,
kontempliuotas asmens rysys su antgamtiniu pasau-
liu bei gryninta krik$cionio jausena bei laikysena se-

kuliarizuotame pasaulyje.

Soviety okupacijos metais baznytiniy institucijy
inicijuoty sakraliniy vaidinimy istorijoje pastebimi

skirtingi etapai.

Pirmajj pokario de$imtmetj vyravo i$vystyty mu-
zikiniy formy teatralizuotos reprezentacijos. Dar
nesunykes Kauno tarpdiecezinés kunigy semina-
rijos choras ir dalis likusiy prieskario déstytojy ar
seminaristy tesé apastalavimo uz seminarijos sieny
tradicija, pradétg prieskario Lietuvoje. Advento ir
Gavénios metu $v. Misiy aukos mastymai buvo tesia-
mi koncertuose. Po vakaro §v. Misiy Arkikatedroje,
Vytauto Didziojo baznyc¢ioje Kaune buvo atliekamos
Pasaulio sukarimo, Jézaus gimimo, Kristaus Kanciy
misterijos. Misterijy tekstus parengdavo klierikai,
remdamiesi keliais Senojo ir Naujojo Testamento
vertimais. Muzikiné misterijos visuma taip pat kom-
ponuota i§ giesmiy, klasikiniy kiriniy ir papildoma
sava karyba. Misterijos buvo giedamos, tac¢iau esmi-
niai siuzeto jvykiai paaiskédavo i§ veikianciyjy as-
meny dialogy arba buvo atpasakojami choro®. Siy
pasirodymy organizatorius ir dirigentas buvo kuni-
gas Prancis$kus Tamulevic¢ius. Dalyviy ir Ziarovy at-
mintyje pokario misterijos i$liko kaip prisiminimas
apie paskutinius vie$us, daug zmoniy subtrusius re-
ginius, slogioje pokario atmosferoje priminusius ne
tik tikéjimo tiesas, bet ir padéjusius jsigyventi i ar-
tumo su Dievu jauseng?. Atliekant Franzo Jozepho
Haydno kvarteta Septyni Kristaus ZodZiai, kunigas
komentuodavo kiirinio dalis, dialogu su klausytojais
kurdamas Kristaus Kancios kontempliacijos atmos-
fera. Paskutinés misterijos Kaune jvyko 1955 m.
Soviety valdziai uzdraudus pasaulie¢iy ir seminaris-

ty bendravima, teko atsisakyti viesy pasirodymuy.

1960-1970 m. seminarijoje vyravo parateatriniai re-
giniai. MaZame rate kukliai minimos $v. Kazimiero,
$v. Pranciskaus, $v. Tomo, $v. Cecilijos kanonizacijos
sukaktys, Kristaus Karaliaus, Sve. Mergelés Marijos
Nekaltojo Prasidéjimo $ventés®. Asketiska vidu-
ramziy liturginés dramos simbolika isliko semi-

naristy jvilktuviy iskilmése ir kunigystés $ventimy
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jubiliejuose. Kryziaus akivaizdoje prisimenama
krik$¢ioniskoji auka, poezijos, muzikos ir pranesé-
jy lapomis jprasminamas dialogas tarp aukotojo ir
Dievo. Nuo 1963 m., uzdarius Kauno Sv¢. Trejybés
bazny¢ig ir atémus Rektorato patalpas, jvedus dvi-
de$imt penkiy klieriky limita, tarpdiecezinés kuni-
gy seminarijos i$kilmés, vykdavusios valgomajame,
panaséjo i apsuptyje esancios bendruomenés mal-
da®*. Joje buvo islaikomas homo religioso orumas ir
iSgyvenamas persekiojamuyjy krik§¢ioniy pasiauko-

jimas.

Slaptuose vienuolijy namuose religinés $ventés
buvo $venciamos uz uzdangstyty langy, gatvése is-
staCius sargyba, saugantis persekiotojy i§ KGB. Taip
buvo minima ne tik Vasario 16-oji Kretingoje ar
Skapiskyje. Sv¢. Nekaltosios Mergelés Marijos sese-
ry tarnai¢iy kongregacijos seselé Julija Runkelaité
katechizavo vaikus Skapiskio baznycios malkinéje.
Atskirais atvejais 17-20 paaugliy grupé rinkdavosi
vaizdeliai, para$yti paciy seseliy ar parinkti i§ pries-

kario zurnaly®.

1960-1970 m. vienuolyny spektakliuose dominavo
evangeliniai siuzetai. Islike ty mety scenarijai prime-
na savilaidos literatirg — masinéle ant plono popie-
riaus perrayti tekstai daznai anonimiski. Buvo pavo-
jinga skelbti autoriy pavardes, kaip, beje, ir fotogra-
fuoti vaidinimy dalyvius. Bégime j Egiptqg, Sitnuje pa-
laidiine, Abraomo aukoje eiliuota forma pasakojami
biblijiniai jvykiai. Scenarijuose Vaiky Velykos, Katutés
Jézuliui, KryZiaus Zenklas, Po KryZiaus véliava remia-
masi krik$cionybés istorija, pateikiami pasaukimo ir
dvasinio apsisprendimo tarnystei Dievui ir artimui
pavyzdziai. Gausts buitiniy vaizdeliy rankrasciai,
pagal kuriuos vaidinimai statyti daugelyje vienuolijy
su jaunesniojo amziaus vaikais. Siuzetuose, kuriuose
pasakojami Seimos gyvenimo jvykiai, jprasminama

artimo ir Tévynés meilé®.

Vienuolijos $ventojo globéjo dieng mazoje seseliy ir
kviestiniy kunigy bendruomenéje statyti gyvieji pa-
veikslai, kuriuose per alegorinius personazus buvo
primenama §ventojo gyvenimo istorija bei kontem-
pliuotas vienuolijoje praktikuojamas dvasingumas.

Per UZgavénes keitési gyvujy paveiksly tematika.

Smaikic¢iuose vaizdeliuose juoktasi i§ apsileidimy,
nuodémiy ar netobulumy, neaplenktas menamas,

apsimestinis $ventumas?’.

Kuklios formos $io tarpsnio teatras dabar prisime-
namas kaip pogrindyje ugdyta laisvé. Daznai tek-
davo elgtis nepaprastai atsargiai, nes ,veltédziy®
seseliy teatrine veiklg TSRS BaudZiamasis Kodeksas

kvalifikavo kaip religinés literataros platinimg.

I$radingai ir drasiai dirbo Dievo Apvaizdos Mazy-
ju sesery kongregacija. Velzyje jos staté 1éliy spek-
taklius, vaidinimuose naudojo pantomimos ele-
mentus, netikétas scenos erdves po baznycios risio
skliautais ar vienuolyno kieme. Spektaklis ] Karmelj
buvo vaidinamas gamtoje — Karmelio kalnu virs-
davo lietuviskojo peizazo kalvelé. Inscenizacijoje
Tikéjimas, Viltis, Meilé $ios sagvokos personifikuotos,

0 jy turinys medituotas sceniniu veiksmu?®.

Sio tarpsnio pogrindZio teatre buvo jtvirtinta nuos-
tata, kad spektaklis, vykstantis katalikiSkoje bend-
ruomenéje, gali bati $ios bendruomenés mazosio-

mis rekolekcijomis.

XX a. aStuntajame de$imtmetyje iSry$kéjo teatriniy
temy bei formy bandymy uzmojis. Tiek j Kauno ku-
nigy seminarija, tiek i vienuolijas grizo katalikiskos

jausenos pasaulietiné literatdra.

Eucharistinio Jézaus sesery kongregacijoje su baz-
nyc¢ios jaunimu, nebodamos draudimy, Kybartuose
dirbo Onuté Sarakauskaité ir Bernadeta Maligkaite,
paskatintos anuomet dar Kybarty klebono, da-
bartinio Kauno arkivyskupo Sigito Tamkeviciaus.
Baznyc¢ios koplytéléje ir vienuolyno sode vaidinti
spektakliai 1987 m. pasieké Kybarty kultGros na-
mus, 0 1992 m. - Kauno jézuity gimnazijos sale.
Vieniems bendruomenés nariams i§vaziavus stu-
dijuoti, ateidavo Kkiti, ta¢iau nariy skaic¢ius nieka-
da nebuvo mazesnis nei 30 zmoniy. Repertuaras
buvo derinamas prie bendruomenés amziaus.
1990-1992 m. Kybarty baznycios koplycioje vai-
dinta Marijos Pe¢kauskaités-Satrijos Raganos Irkos
tragedija, Kazio Binkio AtZalynas, Jono Maciulio-
Maironio Biruté, Justino Marcinkevi¢iaus Gryby
karas, Vinco Mykolai¢io-Putino Valdovas, Oscaro
Wilde‘o Laimingasis princas, poetiniai spektakliai

apie Tévynés meile?.



Dievo Apvaizdos Mazyjy sesery vienuolijos seselés
Vilniuje ir Kaune staté Richardo Bacho DZonatang
Livingstong Zuvédrg, seselé Biruté Sirvinskaité, OSB
mini Thorntono Wilderio Ilgg Kalédy vakariene, se-
suo Virginija, OSF parasé ir pastaté originalig kom-

pozicija pagal Antano Maceinos Saulés giesme.

Kauno tarpdiecezinéje kunigy seminarijoje tuome-
tiniy klieriky Juliaus Sasnausko ir Gintaro Vitkaus
iniciatyva pastatytas Oskaro MilasSiaus Migelis
Manjara, klieriky parengtose $ventinése kompo-
zicijose jvilktuviy proga girdéjosi Thomo Stearnso

Elioto Zmogzudystés katedroje aidai®.

Seminarijos $ventiniame gyvenime atgijo kiek prige-
susi, bet nenunykusi Uzgavéniy vaidinimy tradicija.
Jie vaidinti kasmet ir vadinti Skersvéjais®'. 1954 m.
Uzgavéniy vakare Soktas Jonkelis, deklamuoti kup-
letai, o persirengéliai vaidino klierika, atostogoms
parvykusj j kaima ir seniems téveliams pasakojusj
studenti$ko gyvenimo ir teologijos mokslo iSmin-
ti. 1963 m. per Uzgavénes seminarijos sargas grojo
prieskario kupletus Pupy Dédés dvasia, o keli klie-
rikai vaidino bendrabucio gyvenimo sceneles. Nuo
1980 m. Skersvéjai teatrine kalba panaséjo j kaimo
agitbrigady pasirodymus, taciau liaudisko humoro
ir pagarbos Zmogui atmosfera skyré juos nuo tary-
binés saviveiklos. 1987 m. Skersvéjuose Vingiy Jonas
stojo i seminarija, o klieriky komisija tikrino pre-
tendentui j kunigus batinas savybes®?. Skersvéjuose
seminariSkai juokési i§ savo netobulumo. Taciau
»gédos jausma galima patirti tik kazko auks$tesnio
akivaizdoje“ (G. K. Chesterton). Kunigystés pasau-

kimas niekada nebuvo Skersvéjy pajuokos objektu.

I$skirtiniu sakralinio teatro bandymy jvykiu tapo
1984 m. $v. Kazimiero kanonizacijos iSkilmiy 380 m.
minéjimas Kauno tarpdiecezinéje kunigy seminari-
joje. Jo metu buvo suvaidinta literatariné kompozi-
cija, kuri i kultiiring atmintj grazino istorinj Lietuvos
gyvenimo puslapj®’. XX a. okupuotoje Lietuvoje at-
kartota $v. Kazimiero kanonizacijos procesija, jvyku-
si 1604 m. geguzés 10 d. Vilniuje: ,,purpura ir lininis
marskonis kartu dzitigauja®, o kanauninko Grigaliaus
Sventickio parvezta i§ Romos popieziaus Klemenso
VIII dovana - §v. Kazimiero véliava — jteikiama LDK
didZiajam kancleriui Leonui Sapiegai. Diakonams

su dalmatikomis jne$us véliavg j seminarijos sale,

klieriky choras ir skaitovai atkartojo istorinj pro-
cesijos veiksmg, kai prie Vilniaus Ausros Varty,
Sv. Stepono bazny¢ios ir Vilniaus Universiteto ja svei-
kino dorybiy simboliai - Protingumas, Susivaldymas,
Tvirtumas ir kt., bei mokslai — Teologija, Filosofija,
Filologija. Veiksmo kulminacija - malda i §v. Kazi-
miera, kurioje ,istorija susisiekia su dabartimi, su

seminarijos $iandiena“*.

Po penkeriy mety jau kity klieriky rankos perne-
$é brangius $v. Kazimiero palaikus per Neries ir
Vilnelés slénj ir grazino $ventajj i Vilniaus arkika-
tedros koply¢ia. Teatrinis seminaristy veiksmas
perzengé seminarijos ribas ir tapo Nepriklausomos

Lietuvos bendruomenés patirtimi.

Baznytiniy institucijy iniciatyva kurtuose parateat-
riniy reginiy, religiniy spektakliy ir pasaulietinés
krik$¢ioniskos pasauléjautos dramy pastatymuose
niekada nebuvo siekiama profesionalumo, sudétin-
gy charakteriy kurybos. Klierikai, baznytinis jau-
nimas, seselés teatro reprezentacijomis ugdé homo
religioso dievojauta. Religiniai siuZetai, ,,nugludinti
takstanciy lapy” (J. Marcinkevicius), karé mazyjy
rekolekcijy, pastovaus atsivertimo ir susitikimo su

dieviskaja realybe situacija.

Bendruomeniska vaidinimy dvasia mini vaidini-
my dalyviai. Jaunuomené mokési atpazinti Kristy
savo artimuosiuose, aplinkoje, istorijos peripetijo-
se. Nugaléje draudimus, teatro iraiskos priemoniy
skurduma, savo nedrgsg ir netobulumg, teatrinés
saviveiklos aktoriai kukliausiomis sakralinio teatro
aprai$komis panaséjo j auka ir aukotoja, nes soviet-
mecio sakralinis teatras skatino ir rengé Zmogy su-

sitikimui su apleistuoju Kristumi.

Sovietmecio sakralinj teatrg galima kvalifikuoti kaip
metateatra (Lionel Abel terminas), arba teatrg teat-
re, ZaidZiantj teatrine iliuzija, bet jos netapatinantj
su realybe®. Metateatre personazo charakteris néra
baigtinis. Jis kuriamas Zaidziant identifikacijos su
personazu galimybémis, kuriant esteting erdve tarp
pjesés tekste uzfiksuoto autoriaus ,,a$“ ir personazo
,a§%. Sios identifikacijos Zaisméje laimima akto-
riaus savivoka. Tai paaiSkina aukléjamajj sakralinio
teatro pobudj ir i$vaduoja ji nuo dazny mégéjisku-
mo, nebaigtumo ir, galy gale, neprofesionalumo

priekaisty.
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3 pav. Spektaklio ,,Siluvos stebuklas“ programélés fragmentas.
Sve. Mergelés Marijos Nekaltojo Prasidéjimo Vargdieniy
sesery kongregacijos archyvas, Putnamas, JAV.

Sovietmecio sakraliniame teatre interpretuoti teks-
tai literatari$kai labai nelygiaverciai. Nei draminiu,
nei poetiniu poziiriu nelygintinos V. Mykolaicio-
Putino ar C. Milo$o pjesés su seseliy paradytais
dialogizuotais vaizdeliais pagal Evangelijos siuze-
tus. Tadiau vienu aspektu $ie tekstai, pateke i reli-
gine jauseng ugdancio asmens akiratj, yra panasas
- zodzio ir draminiy situacijy sklaida spektaklyje
néra baigtiné. Ji perzengia reprezentacijos ribas,
nes tikroji teatro realizacija vyksta savivokos lauke,
asmens vertybiy pasirinkimo sferoje, t. y. prasmiy
lauke, esanc¢iame uz spektaklio riby. Galutinis teksto
jprasminimas jvyksta tikrovéje, iSgyvenant akistata
su Dievu, panaikinus ribas tarp teatrinés iliuzijos
ir tikrovés. Todél sovietmecio sakralinis teatras gali
bati vadinamas metateatru, nes suvarzytoje tikéji-
mo i$pazinimo situacijoje sakraline teatrine raiska
siekiama ,,uzkrésti pasaulj dieviskgja tikrove arba
grizti i $ventaja apeiga, i$§ kurios sakralinis teatras ir

iséjo.

Siluvos stebuklo $viesa $vytéjo ne tik sovietmecio
pogrindzio teatre. Ji i§lydéjo musy tévynainius ir j
uzjirio emigracija. Své. Mergelés Marijos Nekaltojo

Prasidéjimo Vargdienés seselés Putname (JAV)

1957-1959 m. staté spektaklj Stebuklo belaukiant
ir véliau ji rodé mergaiciy stovyklose. Kokj teksta
seselés pasirinko, ar pacios inscenizavo, ar, kaip la-
bai daznai biina vienuolijy teatre, perkiré Zinomus
tekstus — $iandien sunku pasakyti. Ta¢iau viena
aplinkybé nustatyti ne tik autorystei, bet ir rys$iui su
prieskario vaidinimais Siluvoje, atrodo reikimin-
ga. Siluvos vaidinimo dalyvé Janina Vitkauskiené
spektaklj tebevadina Siluvos stebuklu, nors parapi-
jos laikrastyje M. Linkevi¢iaus dramos fragmentas
1938 m. publikuotas Marijos $ventovés pavadinimu.
1957-1958 m. Putname sesers Kristoforos sukurtas
spektaklis vadinosi Stebuklo belaukiant, o véliau,
statant spektaklj mergaiciy stovyklose, dramos pa-
vadinimas vél keitési ir virto Siluvos stebuklu. Siose
transformacijose justi vienuolijy teatro patirtis —
tekstas atkuriamas tarsi i§ atminties, papildytas gal
ir ne naujais, tai nors perrasytais Zinomais, brangiais
senaisiais siuzetais ir jvykiais, sekant ankstesniais
daltiniais. Dalyvavimas bendruomeniy teatre ku-
riant atminties metaforas tarsi provokuoja kiekvie-

no dalyvio asmeninj meninj aktyvuma.

Tai, kad Marijos sventovés aidas palydéjo karo meto
tremtinius j Amerika, liudija ir $is sesers Margaritos
Bareikaités prisiminimas: ,Pasirodo, kad kai
Vienuolija turéjo lietuvai¢iy bendrabutj Putname,
tai jos su $iuo vaidinimu apvaziuodavo lietuvigkas
parapijas, kurios tuo metu buvo lietuvybés centrai.
Su Siluvos stebuklu su sesele Paule buvo nuvyku-
sios j Worcester, Boston, Waterbur, New Britain.
Kunigas Stasys Yla nuo 1951 m. gyveno Putname,
buvo Vienuolyno kapelionas. Miré 1983 m. palai-
dotas Putname, vienuolyno kapinése. Jis buvo ir
stovyklos kapelionas vasaros metu. Véliau vasaros
stovyklos didéjo, jaunimo vis daugéjo, ir nupirko-
me vietg Vermonto kalnuose. Kunigas Stasys Yla
maté tg vaidinima ir, tikriausiai, davé idéja pastatyti
tokj spektaklj — Siluvos stebuklas“>’. Nors stovykla
persikélé | Vermonta, tac¢iau Putname dar tebesau-
goma spektaklio programélé (3 pav.), tebeliudijanti
Sve. Mergelés Marijos apsireiskimo Siluvoje jvykius,
atminties galia perkeltus j kita Zemyna. Siluvos jvy-
kiy teatriné rekonstrukcija tarsi atskleidzia gily nora
atminti, kitiems priminti ir atkartoti Siluvos bend-

ruomenés zmoniy tapatybe.



Bendros tapatybés kiaryba tebesitesia ir Siandien.
Nauja Siluvos stebuklo 7zmoniy karta teatrinémis
meditacijomis tebetesia atminties metafory karyba.
2008 m. rugséjo 12 d. Eucharistinio Jézaus sesery
kongregacijos globojama vaiky grupé, vadovaujama
Marijos radijo bendradarbés, laidy organizatoreés,
rezisierés Genutés Ulevicienés, Siluvos baznycios
prieangyije susirinko pagarbinti Jézaus. Gyvuosiuose
paveiksluose, kuriuos komentavo kunigas, vaikai
atkaré RozZinio Garbés slépinius: Jézus kélési i$ nu-
mirusiyjy ir jzengé i dangy; Sventoji Dvasia nusi-
leido j mazyjy maldininky tarpa ir apgaubé juos
milZiniSkais sparnais; Sv¢. Mergelé Marija buvo pa-
imta j dangy ir vainikuojama barokinio puo$numo
kartina. Tarpuose tarp vaizdingy gyvyjy paveiksly
mazieji aktoriai uoliai meldési. Teatrinéje repre-
zentacijoje buvo garbinamas Sv¢. Mergelés Marijos
Sunus Jézus. Regis, tarsi laiko ir erdvés tiltas sujunge
nesujungiamus istorijos krantus ir atminties Rozinis
vél sugrijzo | ka tik suburta, ¢ia ir dabar tebekuria-
ma savo tapatybe, nauja kriks$c¢ioniy bendruomene.
Homo religioso karyba, pradéta Lietuvoje jézuity te-
atrinése reprezentacijose, i$saugota Siluvos parapi-
jie¢iy, uzgradinta pogrindyje sovietmecio vienuolijy
teatrine veikla, pasieké XXI a. ir mazyjy maldininky

bendruomenéje vél atgijo naujam gyvenimui.

ISVADOS

Kriks¢ionisky bendruomeniy metateatre — parapi-
jie¢iy, vienuolijy teatrinése meditacijose kuriamas
atminties teatras. Sakralinés atminties metafory
teatrinéje reprezentacijoje kuriama, medituojama

bendruomeneés tapatybé.

Siluvos spektakliy reprezentacijose buvo gaivinama
zmogaus ir Dievo rysio savivoka, o prisiminimas
apie tikéjimo ir katalikiskos tapatybés teatrines re-
prezentacijas tiesé tiltus per XX a. sekuliarizacijos ir

socialiniy kataklizmy prarajas.

Homo religioso savivokos teatrinése reprezentaci-
jose jézuity baroko teatre buvo sukurta dvasios at-
naujinimo strategija. Siluvos stebuklo spektakliuose
§i strategija papildyta prisiminimo kaip jsiminimo

nuostata.

Teatrinése Sv¢. Mergelés Marijos apsireiskimo

Siluvoje atminties metaforose - Mykolo Linkevi¢iaus

dramos Marijos $ventové pastatymuose, Sv¢. Merge-
lés Marijos Nekaltojo Prasidéjimo Vargdieniy sesery
spektakliuose Putname, Eucharistinio Jézaus sesery
globojamy vaiky teatralizuotose Rozinio paslapciy
meditacijose Siluvoje - buvo jtvirtinama Dievo slé-

pinj i$gyvenanciy Zzmoniy tapatybé.
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Vytautas Magnus University, Kaunas

THEATRE OF CATHOLIC COMMUNITIES: THE EXPERIENCE OF SILUVA

Key words: sacral theatre, theatre in monkhoods, community theatre, memory metaphors, identity.

Summary

This article introduces the beginnings of religious theatre and theoretical attitudes of catholic communities to-
wards theatre creation, surveys theatre initiatives of Lithuanian monkhoods during Soviet times, and also presents
and compares performances created by Siluva parishioners and the congregation of the Sisters of the Immaculate
Conception of the Blessed Virgin Mary of the Poor in Putnam (USA). Creations of homo religioso, begun in Jesuit
theatrical representations in Lithuania, retained in the inter-war performances of Siluva parishioners, and seasoned
in the underground and Soviet time theatrical activity of monkhoods, have reached the 21st century and revived for

a new life in the community of Siluva worshippers.

The paper discusses the theatrical creation of Siluva parishioners during 1934-1944: it analyses productions of the
drama The Shrine of Mary by the poet Mykolas Linkevicius, the reconstruction of that drama in the emigration by
the congregation of the Sisters of the Immaculate Conception of the Blessed Virgin Mary of the Poor in Putnam
(USA) in 1957-1959 as The Miracle of Siluva, and a theatricalised meditation by children fostered by sisters of a
contemporary catholic community of the Congregation of the Sisters of the Eucharist Jesus performed in Siluva in
the porch of the church in 2008. An attempt is made to reveal aesthetic implications of the play The Shrine of Mary
and communal meanings of the theatrical metaphor of the memory of the Apparition of the Blessed Virgin Mary in

Siluva in 1608, created in different dimensions of time and space.

The metatheatre of catholic communities, which involves theatrical meditations of parishioners and monkhoods,
creates the theatre of memory. A theatrical representation of metaphors of sacral memory creates and meditates the

identity of a community.

The representations of Siluva plays revived the self-concept of the relation of man and God, whereas the reminis-
cence about theatrical representations of the faith and catholic identity built the bridges over the precipices of the

20th century secularization and social cataclysms.



The theatrical representations of the self-concept of homo religioso in the Jesuit Baroque theatre created the strategy
for the Salvation of the soul. In the stagings of The Miracle of Siluva this strategy was supplemented with the attitude

towards the reminiscence as memorisation.

Theatrical metaphors of the memory about the Apparition of Virgin Mary in Siluva in the stagings of the Mykolas
Linkevic¢ius' drama The Shrine of Mary, performances of the Sisters of the Immaculate Conception of the Blessed
Virgin Mary in Putnam and theatricalised meditations of the Mysteries of the Rosary by children fostered by sisters
of the Congregation of the Sisters of the Eucharist Jesus performed in Siluva all have consolidated the identity of

people who experience the mystery of God.

Gauta 2009 03 15
Parengta spaudai 2009 05 26
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Nijolé TALUNTYTE

Vytauto DidZiojo universitetas, Kaunas

SILUVA LIETUVIU POEZIJOJE

Reik$miniai ZodzZiai: kultara, metafora, simbolis,

intertekstas, konceptas.

Siluvalietuviy rasytojy kiiryboje uzima igskirtine vie-
tg. Remiantis Kazio Bradino, Ri¢ardo Mikutavi¢iaus
kitriniais, skirtais Siluvai ir Siluvos Dievo Motinai,
analizuojama trijy lygmeny referencijos: kultaros,
figiry semantikos ir savokos. Atpazjstami lietuviy
etninei ir katalikybés kultarai budingi kalbiniai
rei$kiniai: artefaktiniai jvardijimai, pasauléjautos
bei dvasinio turinio rai$kos priemonés (kultarinés
metaforos, simboliai, personifikacijos ir kt.) ir inter-
tekstai. Tiriant poezija kaip teksta, remiamasi refe-

rencijos sgvoka.

Paulo Ricoeuro teigimu, teksto be referencijos ne-
buna. Diskursas visada buina apie kg nors!. Poetiniai
tekstai vienaip ar Kkitaip kalba apie pasaulj. Tik ne
apraSydami ji. Poetinio diskurso referentiné galia,
anot Ricoeuro, i$laisvinama tokiems misy buties
pasaulyje aspektams, kuriy nejmanoma issakyti
tiesioginiu aprasymu; apie tai uzsiminti jgalina tik
metaforos ir kitos simbolinés raiskos referentinés
galimybés. Poetinio teksto referencijoje atsiveria
nuorody ansamblis. Tad poetinis tekstas pasaulio
buties esinius teikia nuorody ansambliu. Muzikinj
terming ansamblis poetinio diskurso plotméje rei-
kia apibrézti kaip tam tikrg kompozicija, kurios su-
détiniai elementai sukomponuoti taip, kad atskleisty
poetinio teksto idéja. Poetinio diskurso idéja reikéty
laikyti tam tikrg mentalinj koncepta, kuris realizuo-
jamas figarinémis kalbos galimybémis. Poetinio
teksto retorikg sudaro tam tikra figiiry sistema, kuri
gali bati interpretuojama kaip tam tikro kultirinio

sociumo konvencijos, placiau - tam tikra koncepto

semantinio lauko reik§miy prezentacija. Kita vertus,
poetinio teksto konceptualusis semantinis laukas
gali kisti, jgauti naujy reikSmiy, aktualizuojanciy ki-
tokj kultarinj koncepta. Siauresne figarinio diskur-
so funkcine prasme, referencija vadinama labiausiai
nuo tiesioginio citavimo nutolusi intertekstualumo
forma, reiskiama tik vienu zodziu ar Zodziy jungi-
niu, nenurodant jokio Saltinio. Dazniausiai tai tik

tolima aliuzija, kurig galima nujausti i$ konteksto.

Konceptas — globalusis mentalinis vienetas, susiste-
minty Ziniy apie pasaulj kvantas. Anot rusy kalbi-
ninky, konceptas susiformuoja i§ universalaus daik-
tinio kodo, kurio jutiminiai pozymiai (vaizdiniai)
palaipsniui nyksta, ir pats konceptas i$ jutiminio
vaizdinio pamazu tampa abstrak¢iu mastymo viene-
tu. Kalbant apie koncepta, negalima apeiti sgvokos
termino. Zodziu signalizuojamas konceptas apima
visas su rei$kinio pavadinimu susijusias Zinias — em-
pirinio patyrimo, veiklos, i§silavinimo, perteikiamas
tekstais ir t. t., $ios zinios nebutinai turi turéti logis-
ka struktarg. Sgvokos pagrindas - loginis racionalus
ir tuo atveju, kai kalbame apie moksline sgvoka, ir
tuo atveju, kai sgvoka poetiné. Teigiama, kad kon-
ceptas — tai konstruktas, reprezentuojantis Zodzio
asociacijy lauka, bet nesutampantis su juo, vieni-
jantis logine jo turinio struktiirg su sublogine. Dalis
koncepto turinio gali bati i§reiskiama zodziu, kaip
antai — ,,Siluva® Tai tikrinis vietos pavadinimas, pri-
skirtinas lietuviy tradiciniy vietovardziy darybos i$
apeliatyvy tipui. Tai priesagos —uva vedinys i$ apelia-

tyvo ,,ilas® Si tikrinio vardo referencija poetiniame



tekste atlieka tam tikros vietos lokalizavimo funkci-
ja. Tatiau Siluvos vaizdinys kaip mentalinis vienetas,
arba konceptas, vardo denotatine charakteristika
nesibaigia. Siluva apaugusi platesne reikmiy kom-
pozicija, kurios svarbiausius kulttirinés semantikos
laukus galima i$skleisti analizuojant karinius, ku-
riuose $is denotatas minimas. Dalis koncepto turi-
nio iSreiSkiama ne tiesiogiai pavadinant Zodziu tam
tikra jo dalj ar bruoza, bet netiesiogiai — retorinémis
figaromis: metaforiniais pasakymais, frazeologija,
intertekstais. Anot Jurijaus Stepanovo, konceptai —
kultaros kondensatai musy samonéje, ,pavidalas,
kurjuo kultdra jeina j Zmogaus mentalinj pasaulj.
Konceptas - pagrindiné Zmogaus mentalinio pa-

saulio lgstelé™.

Tad, remiantis poetinio diskurso interpretacijos,
kultaros semiotikos ir kognityvinés semantikos teo-
rijomis, bandoma apibrézti Siluvos Dievo Motinos
konceptus dviejose skirtingy laikotarpiy poetinése

samonese.

Kazys Bradiinas yra parases triptika, skirta Siluvos
Dievo Motinai’. Pirmasis eilérastis pavadintas

Siluva:

Liturginiy raby skrynios
Uzkastos Zeméje.
Uzkasta zeméje

Duona ir vynas.

Bazny¢ios dirvoje
Auga ramuneés.

Ant pilkojo akmenio
Groja piemuo

Apsireiskimo melodija.

Maitinkimeés, broliai,
Dzitstancio grido luobu,
Dziastancio grado luobu,

Branduolio kartumu.

Pirmasis K. Bradiino eilérastis — Siluvos mitiné-poe-
tiné prezentacija. Eilérascio struktirinj pagrinda su-
daro anadiplozé, i$déstyta veidrodiniu principu - pir-
mojoje ir paskutinéje strofoje. Anadiplozés pabrézia-
mos frazés ,Uzkastos zeméje® ir ,,Dziastancio grado
luobu® sudaro teksto skaitymo strategija. I$ stebuklo
apie Dievo Motinos apsireiskimg Siluvoje pasakojimo

eilérastyje $io stebuklo intertekstine referencija atlie-
ka minimos liturginiy rtby skrynios. Pasirenkama
bavio situacija — skrynios uzkastos Zeméje. Antroji
strofos dalis paaiskina, kad zeméje uzkasta duona
ir vynas. I§éme strofos predikatine dalj, gauname
metafora: liturginiy raby skrynios - tai duona ir
vynas. Duona ir Vynas sakraliniame diskurse yra
Eucharistinés vakarienés pirmavaizdziai. Duona ir
Vynas - neatskiriami Eucharistijos elementai, nes
Vie$pats pasirinko Duong ir Vyna kaip Eucharistijos
sakramento materija. Sakramento materialiaisiais
simboliais aktualizuojama liturginiy raby (drabuziy)
svarba. Predikatinés metaforinio pasakymo dalys
»uzkasta Zeméje“ nurodo, kad liturginiai rabai - ti-
kéjimo apeigy materializavimo priemoné, kaip (ir)
duona ir vynas - tikéjimo materializavimo priemo-
né, deja, paslépti nuo zmoniy akiy. Posakis ,,uzkasti i
zeme“ turi savo kultiirine simboline prasme. Sv. Mato
evangelijoje uzradytas pasakojimas apie talentus (pi-
nigus) kaip lobj, uzkasta j Zeme. Siluvos stebuklo isto-
rijoje teigiama, kad liturginiy raby skrynia buvo pa-
slépta. Tuo tarpu eilérastyje sakramentalijy buvimas
po zeme jgauna biblinio pasakojimo interteksting
konotacijg. Ir lietuviy mitologijoje gausu pasakojimuy,
kuriuose j Zeme uzkasamas lobis. Tad eilérastyje li-
turginiai riibai — duona ir vynas - tai lobis, uzkastas j
zeme, i$skleidzia dvigubg — sakralinio ir etninio mi-

tologinio kodo prasme.

Antraja strofa pieSiamas peizazas: ,Baznycios dirvo-
jeaugaramunés”. Poetinis vaizdas paremtas ramunés
jvaizdziu. Ramuné - Lietuvos augalas, kurio simbo-
lika gausiai naudota lietuviy folklore ir romansinio
zanro poezijoje. Ramuné — meilés, atminimo, istiki-
mybés simbolis. Lietuviy folklore ramuné dazniau
lauky, kartais merginos kiemo ar mylimo Zmogaus
atminimo simbolis. Ramuné dovanojama merginai
kaip skaistumo ir meilés zenklas. Spalviné asociacija
poetiniame tekste susijusi su folklorigka skaistumo
simbolika. Taciau kiek netikétas ramunés simbolio

patalpinimas j bazny¢ios dirvos erdve.

Lobis uzkastas baznyc¢ios dirvoje. Baznycios dirva —
sakraliné metafora. ,Baznycios dirva“ kataliky judé-
jimo rei$kiniy kontekste minima kardinolo Josepho
Ratzingerio, dabartinio Sventojo Tévo, knygoje
Baznytiniai judéjimai ir jy teologinis apbrézimas,

isleistoje 1999 m. Joje teigiama: ,,Pati Bazny¢ia yra
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dirva. [...] dirva yra pasaulis, ta¢iau dirva yra taip
pat ir Bazny¢ia. Tai erdvé augti, atsiversti ir ypac
sekti Dievo kantrybe™.

Poetas, matyt, zinojo ir Siluvos bazny¢ios jkirimo
istorijg. Antai Petro Gedgaudo donacijoje raSoma:
»,Kad tos baznycios katalikas rektorius, kuris jai
tarnaus ir ja valdys, bity aprapintas pragyvenimu
ir drabuziu, uzrasau ir uzras§ydamas amzinai perlei-
dziu bei dovanoju tam, kuris pirmas, antras, trecias
ir t. t. ten gyvens, pirmiausia — dirva prie bazny¢ios

ir kitg zeme [...]*.

Tad strofoje jkomponuoti du intertekstai: Bazny¢ios,
kaip dirvos, simbolis katalikiskojo mokymo tradici-

joje ir Siluvos bazny¢ios atsiradimo istorija.

Siluvos baznycios iskilimo intertekstu laikytinas

antrosios strofos pasakymas

Ant pilkojo akmenio
Groja piemuo

Apsireiskimo melodija.

Kaip teigiama Siluvos apsireiskimo istorijoje, pirmie-
ji Marija pamaté piemenys. Strofoje istorija perin-
terpretuojama. Akmuo pateikiamas kaip Zymeétasis
narys, jvardziuotine forma — ,,pilkasis®. Pilka akmens
spalva irgi folkloriné: daznai liaudies dainose kalba-
ma apie pilkg akmenélj (,,ant to pilko akmenélio stovi
tévas, motinélé®). Akmens jvaizdis folklore susijes su
laukimu, Zinia. Sia prasme akmens jvaizdziu Marijos
apsireiskimo jvykis jkomponuojamas j lietuviy folk-

lorinés pasauléjautos modelj, tampa jo dalimi.

Katalikiskasis intertekstas plétojamas treciojoje
strofoje, kurioje bazny¢ios dirvos jvaizdj papildo

griudo simbolis.

Maitinkimeés, broliai,
Dziastancio grado luobu,
Dzitstancio grido luobu,

Branduolio kartumu.

»Jézus dar saké: ,Su kuo galime palyginti Dievo
karalyste? Arba kokiu palyginimu ja pavaizduo-
sime? Ji — tarytum garstycios gradelis, kuris, séja-
mas dirvon, esti maziausias i§ visy sékly Zeméje,
bet pasétas uzauga, tampa didesnis uz visas darzo-

ves ir i§leidzia tokias placias Sakas, kad jo pavésyje

gali susisukti lizdg padangiy sparnuociai“ (Mk 4,
30-32)°. Jézaus vartojamas jvaizdis - garstycios
grudas, kalba apie mazumg, ne apie didumga. Viskas
prasideda nuo mazy dalyky, viskas, kas tikra.
Asociacija su garstycios gradu strofoje sukelia frazé
»branduolio kartumas®, kartumo pozymis suteikia
nuoroda j grado ypatybe. Taciau svarbus ir Kkitas
apibudinimas - dziastantis grado luobas. Luobas
lietuviy kalboje yra Zievés sinonimas. Grado Zievé
vadinama luobu. Vadinasi, Zodziy junginys ,grado
luobas“ sudaro nuorodg j objekta, o objekto pazy-
minys, zodis ,,dzitstantis“ jvardija objekto ypatybe.
Tad pazyminys ,dziGstantis“ pasakyme yra mo-
difikatorius, atliekantis semantinio jprasminimo
funkcija. ,Dzitstantis gradas® gali kelti tiek teigia-
mas, tiek neigiamas asociacijas. Retorinis kreipinys
»Maitinkimés, broliai“ - tai metaforinis kreipinys
i bendruomene, skatinimas maitintis - sielai peno
suteikti dzitistancio grado luobu ir branduoliu, tuo,
kas kartu, kas tikra. Melancholiska nykimo, liadesio
nuotaiky sustiprina frazuoté su dvigubu pakartoji-
mu, badingu liaudies dainoms. Kita vertus, trieilio
tonas ir nuotaiky kaita, intymiu tonu ,broliams®
déstoma uzmar§umo tema primena lietuviskos si-
labotonikos klasikinius posmus, tokius, kaip Jono
Maciulio-Maironio Traky pilis. Laisvas eiliavimas,
daininga frazuoté ir netolygi strofy sandara prime-
na liaudies dainy ritmikg. Pirmasis ir paskutinysis
ketureiliai yra stipriau sustyguoti, identiski pakarto-
jimu strofos viduryje. Tuo jie intonaciskai liaudiski,
taciau ritmine sandara ir tropais, bendruomeniniu
imperatyvu - artimi maironi$kajai kalbésenai. Tuo

tarpu vidurinioji strofa - XX a. verlibras.

Antrasis triptiko eilérastis — Sventoji kelioné - filoso-

finé impresija su baladés uzuomazgomis:

Atsisédu Siluvos pakeléje
I dulkéta, sausa Zole.
Kyla juodas debesélis. ..

Ir laimingas klausaus
Dievo balso siluos,

Ir sausoji zolé
Klausydamos dréksta.
Saulelé raudona,

Vakaras netoli...



Tada atsikeliu
Ir einu j miestelj.
Galvoju tik apie duong

Ir $alta $ulinio vanden;.

Filosofiné Zmogaus, gamtos ir Dievo tema. Lyrinis
subjektas interpretuoja save kaip medituojantj kelei-
vi. Siluva minima gamtos ir keleivio lyrinés emocinés
biisenos kontekste. Lyriniu pasakojimu pies$iamas
gamtos peizazas. Idiliska gamtos, Zmogaus ir Dievo
harmonijg perteikia frazé ,Ir laimingas klausaus
Dievo balso $iluos® Valstietiskos pasauléjautos sek-
vencija, ramybés apoteozé, mitinio pasakojimo in-
tonacija. Visa tai — tautinio lietuviy neoromantizmo
iSugdytas kulttrinis kodas. Dulkétos Zolés ir juodo,
bet negrésmingo debesélio (deminutyvas ,,debesélis“
$velnina tong) jvaizdziai yra gamtinés referencijos
simboliai, kartu su panteizuotu $ilo kalbéjimu - visa
yra ir panteistinés pasaulévokos kalbiniai artefaktai,
apgaubiantys Siluvos paminéjimg. I3dzitivusi zolé ir
pavarges keliautojas — abu Dievo palaimg geriantys
eilérascio veikéjai. Keliautojo ir Zolés paralelizmas
neatsitiktinis. Folkloriskas Zzmogaus ir Zolés sugreti-
nimas referuoja mitinio pasaulio reprezentacija turi-
nio plotméje. Ta¢iau mitinis pasaulévaizdis transfor-
muotas j krikscioniska paradigma. Kriksc¢ionigkosios
paradigmos buvimg reprezentuoja pirmojo eiléras-
&o — Siluva — intertekstualiosios prasmés. Sventosios
kelionés antrosios strofos teminj vientisumg isskaido
dviejy paskutiniy eilu¢iy minties posukis: ,,Saulelé
raudina, vakaras netoli“ - liaudies dainos motyvas.
Sporadiski rimai, aliteracijos sustiprina ritminj pie-
$inj. Tiesioginé poetinio laiko vyksmo referencija su
daugtaskiu frazés pabaigoje. Netikétu gamtiniu laiko
motyvo jvedimu suardoma rami meditaciné tékme.
Raudonos saulelés - artéjancio vakaro jvaizdis, su-
teikia nerimo pojitj, o daugtaskis sudaro pauze, per
kurig jvyksta keliautojo apsisprendimas. Tai dra-
maturginé eilérasc¢io kulminacija. Dél $ios vyksmo
perskyros eilérastis jgauna epinio pasakojimo bruo-
2y, nors pasakojimo idéja — vidiné dvasiné kelioné.
Meditacinio vyksmo pozitriu paskutinés eilutés yra
nuoroda, kad meditacija baigta. Keliautojas pastebi
aplinkos pasikeitima, skatinantj baigti meditacija.

Paskutiné strofa dramaturginiu poziariu yra epilo-
gas. Dvisintaksinés frazés uzbaigia du poetinio vyks-

mo planus. Keliautojas tesia kelione, o meditacine

mintj uzgozia nuvargusio keleivio poreikis duonos

ir vandens.
Treciasis eilérastis — Vakaras prie Siluvos:

Ant akmenio sédi raudodama
Gal motina, gal Marija.
Leidziasi saulé raudona.

Kursai esi danguje,

Nusluostyk asaras verkianciai
Po dieny netekties.
Zemelei uzsimerkianciai

Labos, labos nakties.

Trediasis eilérastis sklandziai sustyguotas amfibra-
chiniu metru, tac¢iau dainingasis tripédis metras ¢ia

atlieka retorinés jtampos funkcija:

-v-/-v-/-V-

-v-/-v-/-V

Jtampa auginama gana giliais rimais, moterisky ir
vyris$ky kadencijy désninga kaita. GrieZta simetrija
poetinis vyksmas dramatizuojamas, sukeliama ne-
i$vengiamumo nuojauta. Ekspozicija — dramatiskas
regéjimas besileidziancios saulés fone. Vél minimas
akmuo - folkloriskas namy netekties simbolis. Ir
saulé ¢ia raudona — nebe saulelé, - sustiprina jtam-
pa. Strofa tarsi sukapota baigtiniy trumpy fraziy
pabaigos taskais. Ketvirtoji eiluté — kreipinys i$
maldos - ,kursai esi danguje - tragisko i$gyveni-
mo $uksnis, prasymas, perkeliamas j antraja strofa.
Jtampa anZzambemanu perkeliama ir islieka prasy-
mo tekste — ,,nusluostyk asaras verkianciai po dieny
netekties“ Inversija ,,dieny netekties“ suvoktina kaip
netekties laikas, praéjusiy netekties jvykiy retoriné
figiira. Zodis ,,netekties“ sudaro vyrigkos kadencijos
rimg su paskutinés eilutés zodziu - ,,nakties”. Rimy
pora netektis — naktis gali buti interpretuojama kaip
poetiné metaforiné figira: netektis - tamsi, juoda
kaip naktis. Regéjimo dvilypumas - motina kaip
Marija ar Marija kaip motina - teminé eilérascio
asis. Skaudi motinos ir Marijos i$gyvenama netek-
tis — lyrinio subjekto dramatisky iSgyvenimy ir re-
géjimo dramatiskumo i$raiska.

Triptikui budingas lyrinis poetinis vyksmas su
baladés pasakojimo elementais. Siluvos koncep-

ta sudaro istorinis Siluvos Marijos apsireiskimo ir

*
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bazny¢ios jkiirimo, Biblijos ir tikéjimo Eucharistijos
intertekstai. Koncepto neatsiejama dalis - kelioné,
kuri atliekama medituojant Dievo reik§me zmogui
ir gamtai. Karinio vertikaliojoje aSyje — pamaldu-
mo meditacija, kuri uzbaigiama regéjimu ir mal-
da. Siluvos konceptualioji reikimé - dramatisko
dvasinio turinio i$skleidimas, malda. Kelig sudaro
dvasiné kelioné, todél keliauninka galima jvardyti
piligrimu. Piligrimui pazjstami lietuviskos dvasinés
kelionés ypatumai. Siluvos piligrimas - tikéjimo ir
lietuviskos savasties neprarades lyrinis subjektas,
Siluvos Marijos apsireiskima ir Dievo buvima ref-
lektuoja liaudies mentalitetui badingomis folklori-
zuotomis gamtos, Dievo ir Zzmogaus sarysio figiro-
mis. Kelionéje pastebimi lietuvisko katalikisko kodo
archetipiniai Zenklai ir simboliai. Tai Siluvos sakra-
liniam konceptui suteikia lietuvisko folkloriskumo

dimensija.

Poetinis vyksmas vyksta jaukioje lietuviskoje
gamtinéje erdvéje. Meditacija realizuojama epi-
niam liaudiskam mastymui budinga frazeologija.
Sakraliniai intertekstai dvilypiai. Idéjos plotméje
interteksto referencija tampriai susijusi su zem-
dirbiska mitine pasauléjauta. Skleidziasi dvigu-
ba - panteistiné ir krik$¢ioniskoji patirtis. Siluvos
samprata pasakotojo samonéje reprezentuojama
kaip dvasinés kelionés tikslas — malda j Siluvos
Dievo Moting, kuri vienintelé gali suprasti netektj
ir paguosti — nusluostyti asaras. Lyrinis subjektas,
i$sakes skaudulius, nurimsta, linkédamas Zzemelei
labos nakties. Nusiraminimo kadencija - badin-
gas klasikinio eleginio lietuviy eiléra§¢io bruozas,
K. Bradino poezijoje tesiantis klasikinio lyrinio

eiléra$c¢io kompozicing tradicija.

Eiléras¢iy triptikas reprezentuoja tradicinj, artimg
liaudiskajam, mentalitetg. Pasakotojas, aplinka ir
dvasinio gyvenimo atskaitos taskai harmoningai
tarpusavyje susije. Siluva - $ios harmonijos dvasi-
nio turinio - krik§¢ionisko pamaldumo vieta, Dievo
Motina - dvasinés atspirties taskas, Zzmogaus guodé-
ja. Tai reprezentuoja kultiirg, kurioje Zmogus, gamta
ir transcendencija neatskiriamai susije, sudaro har-

monij3.

Kunigo Ri¢ardo Mikutavi¢iaus Siluvos refleksija yra
poezijos rinkinio Zaizdos metafizika (1999) minia-
tiara.

yra tokia

Dievo Motina,

kuri kasdien

neturi Siluvos -

vaiksto su aplyta

protéviy skara

ir apvaiks$¢iodama miestg

atsigrezdama myli —

Lakoniska dviejy fraziy teksta galima suvokti tik
viso rinkinio kontekste. Siluvos Dievo Motina —
vienas i§ poetinio diskurso akcenty zmogaus buties
dvasiniy Zaizdy, pasaukimo, santykio su praeitimi ir

esamybe refleksijos lauke.

Rinkinyje apibendrinama sovietinio abejingumo ir
dvasinio nuosmukio patirtis. Rinkinys komponuo-
jamas i$ prozai ir $nekamajai kalbai budingy sintak-
siniy intonaciniy struktary, atitinka XX a. antrosios
pusés lietuviy modernistinio poetinio diskurso fi-
gurine kalbg. Tekste skleidziasi intymus tonas, klasi-
kinés poezijos metrikos nevarzomu ritmu. Nuo pro-
zos teksto jis tesiskiria tik laisvu sakinio skaidymu
i eilutes. Sintagmos prasmeés perkeliamos j vis kitg

eilute, pratesiant meditacinj vyksma.

Siluvos Dievo Motina ir $iame tekste islieka dramatis-
ko turinio reigkéja, taciau, skirtingai nei K. Bradano
triptike, ji — nebe guodéja, ji pati pazenklinta Zmo-
niy meilés netekties. Eilérastis pradedamas bavio
predikatine konstrukcija ,,yra tokia Dievo Motina“ -
paplitusi pasakojamojoje $nekamojoje kalboje, pvz.,
»yra tokia pilis, ,yra toks vaistas®, ,yra tokia zolé"
»yra toks miestas“ Pazymimasis jvardis toks, tokia
siose konstrukcijose atlieka identifikacine funkcija.
Eilérastyje tai tokia Dievo Motina, kuri kasdien ti-
kisi Siluvos démesio. Siluva ¢&ia vartojama metoni-
miskai. Antrosios frazés pirmoji sintagma — metafo-
rizuotas vaizdas, kuriuo nusakoma Dievo Motinos
skausminga apleistumo biisena. Antroji sintagma
»apvaiks¢iodama miestg atsigrezdama myli“ pasa-
kymo turiniu yra kontrastinga pirmajam segmentui.
Mitiskas apéjimas atsigreziant — tai apeiginis veiks-

mas, kuriuo Dievo Motina dovanoja savo meile.



Diametraliai priesingos Dievo Motinos apleistumo
ir jos meilés temos vienoje frazéje sukuria konden-
suotg jtampg, kuri paliekama auk$¢iausiame taske,

pratesta tik grafiniu Zenklu - braksniu.

XX a. pabaigos poetinéje miniatitroje Siluva -
miestas be gyvybés. Miestas, atsiribojes nuo Dievo
Motinos. Siluva konceptualizuojama kaip XX a. pa-
baigos Zzmogaus sagmonés desakralizacija. Dar dau-
giau, Siluvos miesto koncepte nebelike jokiy - nei
sakralinés kelionés, nei kriks¢ioniskojo diskurso ko-
notacijy. Figtiry plane - jokio dainingojo gamtinio
folkloriskumo. Dievo Motinos apleistumo pasakoji-
mas grindziamas senos motinos iSvarymo i§ namy
mito parafraze, kurios kulminacijoje paliekama ap-

mastymui laiminancio mylincio zvilgsnio Siluma.

ISVADOS

Siluvos poetinj diskursg sudaro trijy lygmeny re-
ferencijos: sakraliniai, folkloriniai, mitologiniai ir
skirtingy laikotarpiy poetiniy figiry intertekstai.
Siluvos konceptas nevienalytis, kintantis skirtingy
kultariniy tradicijy samonéje.

Kazio Braduno triptikas referuoja vyresniosios tar-
pukario ir pokario kartos Siluvos ir Siluvos Dievo
Motinos koncepta. Siluva - sakralinio vyksmo vieta.
Siluvos ir Dievo Motinos samprata sudaro nedalo-

mg konstrukta.

Koncepto figuros konstruojamos i§ K. Braduno
kartai Zinomy sakraliniy ir Siluvos Dievo Motinos

apsireiskimo istoriniy teksty. Siluvos denotata ir

Nijolé TALUNTYTE

Vytautas Magnus University, Kaunas

sakralinj koncepto modelj papildo, apgaubia lietu-
viy etninés samonés archetipiniai jvaizdziai, todél
sakralusis diskursas jgauna pilnakraujj abipusj Zmo-

gaus ir transcendencijos rysj.

K. Bradiino kartai Siluva asocijuojasi su dvasine ke-
lione, o Siluvos Dievo Motinos mentalinéje struktii-
roje akcentuojama uzuojautos ir zmogaus dvasinio

nusiraminimo aspektas.

Kun. Ri¢ardo Mikutavi¢iaus miniatitra atskleidzia
pakitusj Siluvos ir Dievo Motinos konceptg XX a.

pabaigos lietuviy sgmonéje.

Siluvos Dievo Motina konceptualizuojama i$varytos
i$ namy motinos mitine referencija, kuria aktualizuo-
jamas XX a. pabaigos sekuliarizuotos samonés nuos-
mukis. Siai sgmonei prie$pastatomas Dievo Motinos,

kaip neiSsenkancio meilés $altinio, aspektas.
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THE CONCEPT OF SILUVA IN LITHUANIAN POETRY

Keywords: culture, metaphor, symbol, intertext, concept.

Summary

Siluva in the oeuvre of Lithuanian poets occupies an exceptional place. On the basis of the creations by Kazys

Bradiinas and Ri¢ardas Mikutavicius devoted to Siluva and Our Lady of Siluva, the article analyses references of

three levels: culture, figurative semantics and concept. It identifies linguistic phenomena characteristic of Lithuanian
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ethnic and Catholic culture such as artefact namings, means of expression for the world-view and spiritual content
(cultural metaphors, symbols, personifications, etc.) and intertexts. The analysis of poetry as a text is based on the
concept of reference. On the grounds of the theories of the interpretation of poetic discourse, cultural semiotics and
cognitive semantics, an attempt is made to define the concepts of Our Lady of Siluva in poetic consciousness of two

different periods.

The tryptich by Kazys Bradiinas Our Lady of Siluva is characterized by lyric poetic movement with elements of
ballad narration. The concept of Siluva consists of the intertexts of the historical Apparition of the Blessed Virgin
Mary in Siluva and the establishment of the Church and those of the Bible, Faith and Eucharist. An inseparable part
of the concept is constituted by the journey which is made through the meditation of the meaning of God to man
and nature. The vertical axis of the journey takes the meditation of devotion which ends with the vision and prayer.
The conceptual meaning of Siluva lies in the unfolding of the dramatic spiritual content and the prayer. The travel
involves a spiritual journey; therefore, the traveller can be named as the pilgrim. This pilgrim is familiar with pecu-
liarities of the Lithuanian spiritual journey. The pilgrim of Siluva appears as a lyric subject not devoid of faith and
Lithuanian peculiarity and the one who reflects over the Apparition of the Virgin Mary in Siluva and the existence of
God in folklorized figures of the relationship of nature, God and man that are characteristic of folk mentality. During
the journey archetypical signs and symbols of the Lithuanian Catholic code can be observed. This imparts the sacral

concept of Siluva with the dimension of Lithuanian folklore.

The figuration of the concept is constructed out of the sacral and historical texts on the Apparition of Our Lady in
Siluva that were known to the generation of Bradiinas. The denotation of Siluva and the sacral model of the concept
are supplemented and invested with archetypical images of Lithuanian ethnic consciousness; therefore the sacral

discourse assumes a full-blooded mutual relation of man and transcendence.

To the generation of Bradiinas, Siluva associates with the spiritual journey. In the mental structure of Our Lady of

Siluva, the aspect of sympathy and man’ spiritual solace is being emphasised.

The miniature by Ricardas Mikutavi¢ius reveals the changed concept of Siluva and Our Lady in the Lithuanian
consciousness of the end of the 20th century. Our Lady of Siluva is conceptualised by the mythical reference of the
mother driven out of her home, the reference which actualized the decline of the secularized consciousness of the
end of the 20th century. This consciousness is juxtaposed with the aspect of Our Lady as an inexhaustible source of

love.

Gauta 2008 04 17
Parengta spaudai 2009 05 25
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THE SYMBOLIC GEOMETRY OF THE BAROQUE
CAMALDOLESE MONASTERY AT PAZAISLIS

Key words: Pazaislis, Camaldolese, symbolic
geometry, Baroque, Pac, Kepler, Counter-
Reformation, monastery, hexagram, hexagon,
Trinity, equilateral triangle, centralized church,

cosmic geometry, Kaunas.

No aspect of building requires more ingenu-
ity, care, industry, and diligence than the es-
tablishment and ornament of a temple. [...]
There is no doubt that a temple that delights
the mind wonderfully, captivates it with grace

and admiration, will greatly encourage piety.

Leon Battista Alberti, 1450!

INTRODUCTION AND SYNOPSIS

Christopher Sigismund Pac (1621-1684), Grand
Chancellor of Lithuania, brought closure to the pe-
riod of political and military disasters, the so-called
“Deluge” in Polish and Lithuanian historiography,
by founding in the mid-1660’s a Camaldolese mo-
nastery at Pazaislis. Situated on a secluded estate
near Kaunas, the new foundation became the or-
der’s northernmost outpost. Officially called Eremus
Montis Pacis (The Hill of Peace Hermitage), the
designation deftly alluded to the Pac family and the
Latin word for “peace”. Nonetheless, the formal title
did not displace the property’s old name “Pazaislis,”
which remains to this day the monastery’s usual ap-

pellation.

The general plan of Pazaislis reflected existing
Camaldolese arrangements, but the monastery’s
Church of Holy Mary’s Visitation did not* Instead

of the customary rectangular basilica format, its plan

was hexagonal. Consecrated in 1674, the church’s
unusual format has intrigued investigators, promp-
ting speculation about its possible derivation, sour-
ces, and antecedents®. The study at hand addresses

the very same issue.

Inspired by theideaexpressed agesago by St. Augustine
that the most beautiful can be the most hidden, we at-
tempted to expose and decode the church’s manifest
six-sidedness. For primary evidence, we turned to
measured drawings and the monastery’s dedication
plaques. Our investigation led to the conclusion that
symbolic geometry supplied and orchestrated the de-
sign. We can, therefore, suggest that Pazaislis is best
accommodated and understood within the broad
ecclesiastical design tradition which employed geo-

metry to convey theology.

Symbolic geometry has long played an important
role in the sacred architecture of many faiths, with
examples in many cultures and roots extending to
prehistoric times. The most ancient Western strand
of the widespread practice is represented by ear-
ly Christian churches whose plans referred to the
tau cross, the Greek cross, or to the Latin cross.
While Pazaislis emanated from the same general
and venerable custom, the tensions arising from the
Protestant Reformation and the Catholic Counter-
Reformation gave particular meaning, relevance,

and urgency to the chosen geometry. Scholarly



attention has been recently focused on the frescoes
of Pazaislis which thematically supported Roman
Catholic hagiography and Marian veneration®*. It
will be argued below that the monastery’s geometric
armature was likewise theologically engaged. The
architecture of Pazaislis asserted Catholic doctrines.
Lutherans, Calvinists, and Anti-Trinitarians would
have considered the design unacceptable, comp-
letely at odds with their fundamental convictions

and defining beliefs.

The very foundation of Pazaislis ignored Martin
Luther’s denunciation of monasticism and the cult
of saints. The monastery’s Church of Holy Mary’s
Visitation was laid out on a centralized hexagonal
plan, demonstratively alluding to Her heavenly
crown. This contradicted Calvinist and Lutheran
rejection of the Blessed Virgin's special status. The
hexagon fits inside a hexagram, a six-sided star fi-
gure defining the chi-rho monogram - a shorthand
reference to Christ. This directly opposed the Anti-
Trinitarian doctrine, which repudiated the divinity
of Christ and belief in the Trinity.

The equilateral triangle, or one half of a hexagram,
is a figure associated with the lily, which, in turn,
refers to Mary and the Trinity. Additionally, the
equilateral triangle and the hexagram transmitted
associations from areas not directly associated with
Christianity. For instance, Pythagoreans of ancient
Greece and alchemists of the Middle Ages valued
the equilateral triangle. And in the world of heral-
dry, the hexagram appears in the Camaldolese ar-
morial and also provides a geometric underlay for

the Pac family emblem.

Christians have long believed that churches were
facsimiles of the Heavenly Jerusalem, that is, earth-
ly analogues of the divine cosmos. Accordingly,
their geometry could rightfully be invested with
symbolic loads alluding to the heavens. During the
Renaissance, the circle was held to be nature’s most
perfect form, becoming the ideal basis for the plan
of a church. Simple and self-contained, it reflected
the shape of the heavenly bodies and the geometric
armature of the universe (as it was then conceived).
Circular churches could also refer to Blessed Virgin

Mary’s heavenly crown. But despite such powerful

symbolic and visual virtues, towards the end of the
16th century churches based on sacred and cosmolo-

gical circular geometries began losing their appeal.

Around 1600, Tycho Brache, Galileo Galilei, and
Johannes Kepler were uncovering a solar system
much richer and more complex than previously
imagined. They found that elliptical, Platonic, and
triadic geometries helped elucidate movements of
planets, the distances between them, and the shape
of their orbits. As geometry had clarified these pre-
viously mysterious and perplexing matters, astrono-
mers concluded that geometrical relationships had
structured the cosmos. Geometric cosmology came
to represent the era’s most advanced astrophysical
thought. Equilateral triangles, previously a theolo-
gical and a philosophical symbol, had acquired an
ostensible empirical presence.

Architects thus had a good reason to add ovals and
ellipses, hexagons and hexagrams to the old reper-
toire of circle and square, the Greek cross, the tau
cross, and the Latin cross. The expanded design
arsenal soon helped them to generate some of the
Catholic Counter-Reformation’s most inventive and
memorable buildings. In the late 1630’s Francesco
Borromini designed San Carlo alle Quattro Fontane,
a church for the Trinitarian Order in Rome which
featured ellipses and equilateral triangles. In the
1640s he started on San Ivo della Sapienza where
a hexagram overlaps a hexagon. In the 1650s Gian
Lorenzo Bernini conceived an oval plan for the
Church of Sant’ Andrea al Quirinale and the grand
elliptical piazza in front of San Pietro Vaticano. And
in the 1660s Guarino Guarini used intricate geome-
tries for the vaults of San Lorenzo and the Capella
della SS. Sindone, both in Turin.

The subliminal geometric armature of Pazaislis as-
serted Roman Catholic orthodoxy, simultaneously
rejecting Protestant revisionism. The equilateral
triangle and the hexagram alluded to theological
fundamentals, engaged the empirically validated
geometric cosmology scholarship of the time, and
conveyed heraldic references. Thus, several kinds
of symbolic geometry - sacred, cosmological, and
heraldic - suffused Pazaislis underlying rationa-

le. Architectural theorists of the Renaissance and
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Baroque would surely agree that Pazaislis was a
sophisticated design, created to encourage piety by

“delighting and captivating the mind.”

ST. ROMUALD, THE CAMALDOLESE,
AND THE SITE PLAN OF PAZAISLIS

St. Romuald (952-1027), the guiding spirit of the
Camaldolese Order, was convinced that the two
kinds of Christian monasticism - the cenobitic, or
communal type, and the eremitic, or the reclusive
type, — could form one monastic community, each
distinct component strengthening and comple-
menting the other. He believed that neither group
needed to lose its characteristics, its identity, or to
forego its spiritual advantages. Instead of complete
isolation, he sought to bring some parts of the ere-
mitic life into contact with monastic communal life.
He was sure that hermits could benefit by limited

association with monks who lived together in the

Fig. 1. The hermitage and the Fonte Buono monastery
at Camaldoli. Frontispiece engraving of Cenni Storici,
Florence, 1864.

monastery. The two groups would live separately,
but form one congregation. Both groups would be
confined within the same estate; both followed the
same regula; both obeyed the same superior, and
both came together for communal ceremonies and
prayers. St. Romuald’s ideas led to the creation of the
Camaldolese monastery layouts which were quite

different from the prevailing Benedictine model.

St. Benedict (480?-543), the abbot of Monte Cassino
and the founder of Western Monasticism, had appro-
ved both kinds of Christian monasticism®. However,
unlike the Camaldolese hermits, the Benedictine
hermits lived entirely alone. St. Benedict’s regula
meant to primarily benefit the cenobite monks who
had chosen to enter communal monasteries. He was
convinced that those monks who entered the eremi-
tic life had already proved themselves and did not
need explicit guidelines or directives®. Therefore,
St. Benedict completely separated the cenobites
from the hermits, allotting to each entirely different
living accommodations. The Benedictine cenobite
monks lived together in monasteries, guided by a
resident abbot. The hermits, on the other hand, led
solitary lives, apart from their brethren, completely

isolated from human contact.

Benedictine monasteries were centred on the clois-
ter and the church. The cloister, usually south of the
church, was an outdoor space, surrounded on the
other three sides by the refectory, kitchens, and cel-
lars. Outside this basic core of church, the cloister,
and supportive buildings, lay the abbot’s quarters,
guest lodgings, housing for the novices, an infirma-
ry, workshops, and farm buildings. The Benedictine
layout was slowly tested and refined, reaching one of
its clearest formulations in the 9th century plan for
the Abbey of St. Gall, Switzerland’.

The Benedictine scheme became the most widely
accepted and imitated model for the monasteries of
European monastic orders. Lacking organizational
axes and completely avoiding symmetry, the layout
could be easily modified, the various parts re-arran-
ged in response to functional needs, orientation, pre-
vailing winds, slope of the land, water supply, and so
on. Since the Benedictine scheme was so adaptable,

various permutations arose. Their casual layouts often



make it virtually impossible to identify the particular
monastic order of a given monastery from its plan
alone. By contrast, the Carthusians, Hieronymites,
and the Camaldolese orders developed their own
distinctive monastery layouts, rejecting the loose and

flexible arrangements of the Benedictine type.

The Camaldolese started building monasteries in
the 11th century. Following the example of their first
settlement at Camaldoli, they initially preferred large
and remote estates, where the communal and eremi-
tic buildings could be widely separated and loosely
dispersed (Fig. 1). But by the time of St. Romuald’s
canonization in 1585 they were also founding mo-
nasteries closer to towns and on smaller estates. Of
necessity the Camaldolese began appreciating com-

pact and highly-rationalized monastic layouts.

The Eremus in Montibus Taurinensibus, Savoy, da-
ted 1602, well illustrates the new attitude (Fig. 2).
The monastery is entirely enclosed within a clearly-

defined rectangular perimeter.

A central organizational axis organizes the bila-
terally symmetrical arrangement. The huts of the
hermits were placed on a grid, making it easy to
distinguish the hermitage from the compacted com-
munal buildings. The prevailing geometric order is
worlds apart from the order’ earliest haphazard lay-
outs. It is highly likely that the enormously influen-
tial Escorial, designed in the 1560s and completed
in 1584 by King Phillip II of Spain, provided the
Camaldolese with important monastery planning
ideas (Fig. 3).

Dedicated to St. Lawrence, whose emblem was a
gridiron, the Escorial complex was, accordingly,
also laid out as an immense quadrangular gridiron.
Significantly, the Escorial featured “the first rigo-
rous axially symmetric layout in Western monastic
architecture™. Its use of a central axis, bilateral sym-
metry, gridiron organization, and totally enclosed
perimeter influenced the layout of the Eremus in
Montibus Taurinensibus, whose severe rationaliza-
tion demonstrated a thoroughly systemized vision

of Camaldolese monasticism.

The Camaldolese came to Poland soon thereafter,
erecting in 1605 the Eremus Montis Argentini on

the Bielany hilltop near Cracow®. Its plan was sent

st Mooitiins < Piamrciornabees  crecln e ol e a¥eu

Fig. 2. Engraving showing aerial view of the Eremus
in Montibus Taurinensibus. Mittarelli and Costadoni.
Annales Camaldulensis... Vol. VIII, 1764.

in from Italy’’. The Eremus Sylv Aurae, was next
established in 1621 at Rytwiany. Twenty years later
the Eremus Montis Regii monastery was founded
at Bielany, not far from Warsaw. And in 1663 the
Camaldolese set up Eremus s.s. Quinque Martyrum
at Bieniszev. In Lithuania, the Eremus Montis Pacis
at Pazaislis and the Eremus Insulae Wigrensis at Lake
Vygriai followed in 1664 and 1667, respectively'!.
Both foundations were directly affiliated with the
Congregation of Monte Corona in Perugia, Italy, the
most actively expansive Camaldolese community at
the time. The Camaldolese monasteries founded in
Poland, Lithuania, and Hungary during the 17th and
18th centuries tended to display a very high degree
of site plan organization'?. To the extent that a given
Camaldolese monastery exhibits clearly defined in-
ternal zones, geometrical order, organizational axes,
and overall formal relationships, it evidently derives

from the Eremus in Montibus Taurinensibus.
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Fig. 3. Aerial view of El Escorial, Spain. Engraving based on Juan de Herrera. Disegnos y Estampas del Escurial. Madrid,
1589.

The architect of Pazaislis was evidently well-versed  in Montibus Taurinensibus and the four monaste-
with monastery layouts designed to accommoda- ries in Poland cited above. Although the site plan
te the Camaldolese monastic agenda. At the very  of Pazaislis has many of their features, it does not
least he must have been familiar with the Eremus  directly copy any one in particular. The architect
studied and refined existing examples, distilling the
essentials to make their underlying rationale abso-

lutely crystal clear (Fig. 4).

Pazaislis became a model of lucidity, its tri-partite lay-
out systematizing the life stages of every Camaldolese.
The schemes preceding Pazaislis did contain the ele-
ments which can generate a tri-partite arrangement,
but Pazaislis stands out from them by fully realizing
their nascent potential. Laid out with measured exact-
ness and geometrical precision, Pazaislis became an

exemplar of Camaldolese monasticism.

It all began with the entrance avenue. Taking up one-
third of the monastery’s entire length, the entrance
allée can refer to the stage of life leading an aspirant
to join the Camaldolese Order. The second part of
the tri-partite scheme stretches from the foresto-

Fig. 4. Model of the PaZaislis monastery complex. Model rium and includes the church. The domain of the
by Stefa Cerskuté. Meskauskas, Stasys. PazZaislis. Vilnius:

entire monastic community, it was mostly used by
Mintis, 1983.



)\

Fig. 5a. General plan of Pazaislis monastery showing regulating lines of equilateral triangles. Author’s drawing. For the
unaltered plan, see: Sinkiinaité, Laima. Baroko pilnatis PaZaislio vienuolyno ansamblyje. In: Darbai ir dienos. T. 26,

2001, p. 8.

the novitiates. The hermitage, located immediately
behind the church, became the third and conclu-
ding part of a Camaldolese monKk’s journey through
life. The tri-partite layout of Pazaislis was a direct
architectural analogue, a constructed exposition of
a monKk’s spiritual quest, a long process leading to

and ending in hermetic solitude (Figs. 5a, 5b).

Lay pilgrims visiting Pazaislis entered the foresto-
rium, the guest lodgings housed in a long low buil-
ding, placed frontally and perpendicular to the ap-
proach allée’®. Passing through the forestorium, they
entered the monastery’s large courtyard, a large open
space dominated by the majestic Church of Holy
Mary’s Visitation standing directly ahead. Two small

Fig. 5b. The geometrical centre of the Pazaislis general plan. Located inside the church, it marks the interface of the secular

and sacred realms. Author’s drawing.
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buildings, the oficina, holding the courtyard’s nor-
thern and southern flanks, handled the monastery’s
daily affairs. For the religious services, one procee-
ded through the courtyard straight to the church.
Immediately adjacent north and south of the church
were intimately-scaled cloisters and arcaded corri-
dors. The northern one led to the laundry, kitchen,
refectory, and quarters for the novices, who were
still training for the solitary hermetic life. The sou-
thern one led to a small hospital, a pharmacy, the
novitiate, and a refectory for guests. These suppor-
ting rooms, part of the fabric physically attached to
the church, represented the communal aspects of

Camaldolese life.

A masonry fence enclosed the hermitage’s quad-
rangular precinct behind the church. When a
monk received permission to live in the hermitage,
he was assigned a hut and a small garden to tend.
The Pazaislis hermitage started out with thirteen
huts, the apostolic number plus one. Filled to ma-
ximum capacity, the restricted precinct could ac-
commodate a maximum of twenty-four hermits,
or twice the apostolic number. The actual number
of hermits, novices, and lay brothers actually living
in Pazaislis remains unknown. The entire commu-
nity may have consisted of just two or three dozen

men.

The layout of Pazaislis conveys the Camaldolese
monastic agenda with exceptional clarity. The mea-
sured sequence of three major elements, all aligned
on a central axis, gave a tangible form to the three-
part narrative of monastic life. Triadic geometry
governed the entire scheme, orchestrating a com-
position of measured and stately grandeur. The
segmented sequence of three equilateral triangles
precisely fixed the ensemble’s length and breadth.
Singular moments within the larger scheme situated
the buildings and also marked important decision
points of the circulation system, such as entrances,
gates, doors, and landings. Geometry encapsulated
the most significant aspects of monastic life, starting
with the entrance gate and ending with the free-stan-
ding bell-tower. Geometry suffused the monastery’s
grounds, enveloping its daily pattern of life within a

larger symbolic armature.

The tri-partite layout of Pazaislis can be usefully in-
terpreted as an allegory, corresponding to the three
life stages of a Camaldolese, that is: departure from
the secular world, passage through the communal
novitiate, and entrance into the hermitage - the
third and final segment of a Camaldolese monK’s
earthly life'®. Each part stood for a particular pha-
se of life; the entire composition represented the
fullness of life. The endmost campanile, a bell-tower
constructed in the 1730s, marked lifes earthly
end. Interpreted in this manner, the life story of a
Camaldolese was analogous to the earth - purgato-

ry - heaven sequence.

THE TWO DEDICATORY PLAQUES

The Church of Holy Mary’s Visitation was formally
dedicated on October 20, 1667, and during those
ceremonies Grand Chancellor Pac laid two silver
plaques into the masonry fabric. Significantly,
not one, but two plates were placed into Pazaislis’
spiritual heart. Their inscriptions provide clear
evidence of Marian veneration and belief in the
Triune God. It is noteworthy that same text was
not duplicated to secure its survival; instead, the
two plaques bore distinctly different inscriptions.
One of them started off by dedicating the Pazaislis
church to the Blessed Virgin Mary; the other one
began by invoking the Trinity. Not generic pieties
or formulaic phrases, their epigraphs asserted the
Grand Chancellor’s faith and his primary motives

for establishing Pazaislis'.

The first silver plaque began: Humani generis re-
demptori Christo Jesu, beatissimae virgini Mariae
Elisabeth visitatum eunti, cujus honori & nomi-
ni ecclesia haec dedicata est, sanctissimis patribus
Benedicto & Romualdo [...] (“To the Redeemer of
mankind Jesus Christ, to the most beatific Virgin
Mary, visiting Elizabeth, in whose honor and name
this church is dedicated, to the most holy fathers
Benedict and Romuald [...]”)!°. Through this dedi-
cation the Grand Chancellor identified his Roman
Catholic faith, affirmed his personal devotion to
Mary, and made tangible King John Casimir’s de-
dication of the realm in 1656 to the Blessed Virgin.

Given the intense sectarian polemics of the age, the



title of the church was nothing less than the patron’s
personal disavowal of the Calvinists and all others

who rejected Marian veneration.

The epigraph on the other silver plaque began: Trino
unique Deo, Augustissimae coelorum reginae Matrem
Praecursoris visitanti, sanctissimis patribus Benedicto
magnae prolis monasticae parenti, & Romualdo pri-
mo ejus institute reformatori, ac vitae eremiticae
restauratori [...] (“To the three in one God, to the
most holy queen of heavens, visiting the precursor
mother, to the most holy fathers — Benedict, foun-
der of the largest monastic order, and Romuald, the
first reformer of his rules, and restorer of the her-
metic life [...]”)Y. This invocation was, likewise, a
clear declaration of the Roman Catholic faith, this
time directly contradicting the very core of Anti-
Trinitarian doctrine. The reference to the Trinity
rejected the radical sect’s defining tenet, their key
belief. The plaque went on, recalling the recent po-
litical and military events, emphasizing the leading
role that King John Casimir had played throughout
the turbulent years of the “Deluge”

MARIAN DEDICATIONS AND CENTRALIZED
CHURCH PLANS

The cult of the Blessed Virgin originated in early

medieval times but gained authoritative approval

only during the 15th century. In 1439 the Council
of Basel proposed the doctrine of the Immaculate
Conception of Mary and in 1476 Pope Sixtus IV
made it official. From the Renaissance onwards the
belief that Mary was the Queen of Heaven and the
Protector of the Universe led to centralized plans
for churches and sanctuaries honouring the Blessed
Virgin'®. Centralized plans can be interpreted in
circular, square, or polygonal geometries, but of all
the possible figures which could refer to Her hea-
venly crown, the circular layout was deemed to be
the best of all'®. During the Counter-Reformation
devotion to Mary increased throughout Europe,
blossoming with particular vigour in Poland and
Lithuania. Since centralized plans for churches
with Marian dedications had become widely ac-
cepted by then, the centralized layout of the church
at Pazaislis seems to fit into these larger and well-
established trends.

However, centralized layouts were completely at
odds with the church-building traditions of the
Camaldolese. By the time Pazaislis was built, the or-
der had been building monastic churches for more
than five centuries. They had decided long ago that
the elongated rectangular plans of the basilica type
best suited its needs. Thus, except for Pazaislis, most

of the Camaldolese monastery churches in Poland,

Fig. 6. Engraving of the Camaldolese monastery of San Michele di Murano, Venice, Italy. Cappella Emiliana is at the far
left. Mittarelli and Costadoni. Annales Camaldulensis..., 1755 (1970 reprint).
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Fig. 7. Engraving of Santa Maria della Salute, Venice, Italy. Author’s collection.

Lithuania, and Hungary were accordingly construc-

ted on the customary basilica pattern®.

As already mentioned, the Camaldolese were soli-
dly established in Poland early in the 17th century.
Given their devotion to Mary and the developments
just mentioned, it would be entirely reasonable to
expect finding centralized churches in these com-
munities. But this was not the case. The 1605 church
of Eremus Montis Argentini, on a wooded hilltop
at Bielany near Cracow, commemorated Mary’s
Assumption into Heaven. Nonetheless, its plan was
of the basilica type. The 1621 church of the Eremus
Sylv Aurae monastery at Rytwiany, named for the
Annunciation of Mary, also had the basilican plan.
The 1663 church of Eremus s.s. Quinque Martyrum
at Bieniszev commemorated the Presentation of
the Blessed Virgin Mary. Even so, its plan was of
the basilica type. Only the 1641 church of Mary’s
Immaculate Conception at the Eremus Montis Regii
at Bielany near Warsaw, departed from the basilica

layout. It was based on an elongated lozenge.

In Lithuania, the Camaldolese church of Eremus
Insulae Wigrensis, founded by King John Casimir

Vasa in 1667 on an island in Lake Vygriai, was

named for the Immaculate Conception of the
Blessed Virgin Mary. Nonetheless, it was a variant of
the long-favoured basilica type. Clearly, the Marian
dedication of a Camaldolese monastery church
did not automatically result in a centralized layout,
much less a hexagonal one. It must also be stressed
that, whatever the dedication of a church may have
been, hexagons and star-hexagrams were rarely used
for the plans of ecclesiastical buildings*'. Since the
Church of Holy Mary’s Visitation at Pazaislis is one
of these rare instances, the wellspring of its design

becomes a particularly intriguing issue.

Halina Kairiukstyté-Jaciniené made the first si-
gnificant attempts to identify the possible sources
which may have inspired the unusual geometry of
the PaZaislis church?. She argued that the hexago-
nal Cappella Emiliana, located on the island of San
Michele di Murano in the Venetian lagoon and the
octagonal church of Santa Maria della Salute, Venice,
were the most likely antecedents (see Figs. 6, 7).
Kairitkstyté-Jaciniené concluded that the architect
of the Pazaislis church simply “reduced” Santa Maria
della Salute’s octagonal plan to a hexagonal one. Let

us briefly glance at these two alleged sources.



The diminutive and charming Cappella Emiliana
was erected in 1543 and remained the Venetos
only polygonal building for the duration of the
Renaissance®. It was an addition to the church of
San Michele, which was built in 1470s, the earliest
Renaissance structure in the area. Both buildings
were closely associated with the Camaldolese com-
munity of San Michele di Murano, the order’s island

monastery (Fig. 6).

In Venice itself, the church of Santa Maria della
Salutewas erected as an ex voto offering to the Blessed
Virgin, the city thanking Her for delivery from the
plague of 1629-1630. Baldassare Longhena, the ar-
chitect of Santa Maria della Salute, once explained
the basic idea behind this magnificent edifice in the
following words: “The dedication of this church to
the Blessed Virgin made me think of designing the
church, with what little talent God has bestowed on
me, in forma rotunda, i.e. in the shape of a crown™.
This general notion resulted in a centralized, oc-
tagonal building, whose domed silhouette, rising
from eight sensuous volutes, remains to this day one

of city’s iconic images (Fig. 7).

By 1638 the construction of Santa Maria della
Salute, the major polygonal building of the Venetian
High Baroque, was well underway®. Christopher
Sigismund Pac was then studying in Padua and on
any visit to Venice he could hardly have missed the
immense building site at the entrance to the Grand
Canal. If he did not notice the landmark structure,
then two decades later Ludovico Fredo, the possi-
ble architect of Pazaislis, surely did?. By 1660 the
construction of Santa Maria della Salute was most-
ly finished, and no Venetian could possibly miss or
ignore the imposing structure. Ludovico Fredo was
then associated with the Camaldolese monastery of
San Michele. However, it is still unclear whether his
role at the monastery was that of a builder, an archi-

tect, or a master mason.

The Cappella Emiliana and Santa Maria della Salute
were significant benchmarks of Venetian architec-
tural creativity, and Pac and Fredo were certainly
acquainted with both buildings. That said, the in-
fluence of these buildings on the design of Pazaislis

remains moot?. The Cappella Emiliana had been

Fig. 8. Plan of San Ivo della Sapienza, Rome, Italy.

The superimposed regulating lines of a circle, hexagon,
and a hexagram established the layout. Giedion, Siegfried.
Space, Time and Architecture. Cambridge, 1959.

charming visitors over many decades, and yet, as is
evident from the Camaldolese churches in Poland,
without any effect whatsoever. Furthermore, the
alleged influence of the octagonal Santa Maria
della Salute becomes less than convincing once
the hexagonal church of San Ivo della Sapienza in
Rome, is brought into the discussion?. Designed by
Francesco Borromini, its plan featured equilateral
triangles, a hexagram, and a hexagon - the same
geometric figures as in the Church of Holy Mary’s
Visitation at Pazaislis (Fig. 8).

Kairitikstyté-Jaciniené rejected the possibility that
San Ivo della Sapienza had any impact on Pazaislis.
She believed that the Roman church was completed
in 1666, too late to exert any influence®. Actually,
San Ivo was roofed in 1648, the floor laid down in
1660 and the church consecrated that very year™®.
Since the construction of Pazaislis started in 1667,
there was ample time in the interval for Roman,
Italian, and Camaldolese architectural circles to
become acquainted with San Ivo. A novel virtuoso
design, it was the latest entry on the long list of the
Eternal City’s architectural wonders. The stunning
interior, based on the six-pointed hexagram star,
was created by overlapping and centring two equi-
lateral triangles, placing the apexes of one triangle
opposite those of the other. Borromini modified the

resulting figure, by capping it pointed apexes with
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Fig. 9. Plan of Pazaislis Church. Regulating lines consisting of equilateral triangles, a hexagon, and a hexagram established
the basic scheme. Author’s drawing based on the 1832 measured plan of Karolis Gregotovicius. Meskauskas, Stasys.

Pazaislis. Vilnius: Mintis, 1983.

alternating convex and concave wall surfaces. The
design was not a value-neutral, formal exercise. Its
geometry was symbolic to the core, underlining the
significance of the hexagram and the equilateral tri-

angle in Christian iconography.

THE EQUILATERAL TRIANGLE IN CHRISTIAN
ICONOGRAPHY

The rich symbolic loads of the equilateral triangle, the
hexagram, and the hexagon legitimated the unusual
geometry of the Pazaislis church (Fig. 9). Of these
figures, the equilateral triangle was the most potent.
Already in classical times it had been associated with
mysteryand held in highest esteem. The Pythagoreans
of ancient Greece, valuing numerical and geometric
relationships, honoured the equilateral triangle, even
swearing their oaths to its sign®'. Calling the figure
tetraktys (from the Greek word for four) they created
the shape by arranging ten points into a pyramid -
one point on top, two below, then three, and four

points in the bottom row (Figs. 10a, 10b).

The points stand for numbers. Descending from top

to bottom, they reflect the sequence of creation from

the monad, or first principle, to the bottom four, re-
ferring to the elements of earth, air, fire, and water. For
the Pythagoreans, the tetraktys represented “a con-
densation of all universal wisdom, all numbers, and
all possible numerical combinations™?2. The tetraktys
also represented musical harmony by identifying
the four ratios of vibrating strings. The first, or fun-
damental, ratio is the vibrating frequency of a given
length of string. The second ratio is established by a
vibrating string half the length of the first, and so on.
The fifth and the fourth were harmonics contained
in-between the first and the second ratios (lengths
of 3:2, the perfect fifth, and 4:3, the perfect fourth).
These observations laid down the very fundamentals
of Western music. The Pythagoreans likewise valued
the equilateral triangle for producing the tetrahedron,
the most elementary figure of the five Platonic solids.
The ancient Romans, according to Plutarch, regarded

the equilateral triangle to be the symbol of justice.

Initially, the earliest Christians had hesitated in
expressing the profound mystery of the Trinity in vi-
sual terms. However, once they decided to respond

to the controversies and to the schismatics who



rejected the doctrine of the Trinity, the Christians
started using graphic means to indicate what they
had always believed. In this manner the equilateral
triangle, its apex pointing upward, became one of
the earliest Trinity emblems. Having three equal
sides and three equal angles, it conveyed the idea of
unity. Although its sides and angles are identical in
every respect, yet each one is distinct. And all com-
bine to form one single figure. The equality of the
sides and angles expressed the equality of Father,
Son, and Holy Ghost in the Trinity. The union of
three elements into one figure suggested the myste-

ry of the divine essence®.

Medieval images often represented the Trinity by
three persons sitting side by side. When the Church
forbade naturalistic representations of the Holy
Spirit in the 10th century, the dove became the pre-
ferred image. On the rare occasions when the equi-
lateral triangle was used as a halo, it usually referred
to God the Father. The geometric representation of
the Trinity gained increasing acceptance, especial-
ly when it was shown in the form of an equilateral
triangle with the “all-seeing eye of God” inside the
figure. This representation ultimately became one
the best-known symbols for the Trinity**.

The mindset of medieval theologians and clergy-
men was steeped in symbolic numerology. The
number three, besides referring to the Trinity,
also alluded to the three elements of man - body,
soul, and spirit; to the three Theological Virtues —
Faith, Hope, and Charity; to the three Evangelical
Counsels — Poverty, Chastity, and Obedience; plus
a host of other associations too numerous to men-

tion®.

HEXAGONS AND HEXAGRAMS IN CHRISTIAN
ICONOGRAPHY

In the Christian tradition the number six, the defi-
ning integer of the hexagon and the hexagram, is par-
ticularly rich with allusions. The Camaldolese novices
and monks at Pazaislis would thus have pondered the
many ways their six-sided church directed medita-
tion to the wellsprings of their faith. For a start, the six
piers and the chapels surrounding the central space

recalled the six Biblical days of Creation. Particularly

Fig. 10a. Tetraktys. Author’s drawing.

Fig. 10b. Tetraktys generating circles, a hexagon, and the
hexagram. The six-pointed star was also known as the Star
of Wisdom in mid-seventeenth century Rome. Author’s
drawing.

memorable - Jesus spent six hours on the cross be-
fore finally expiring. The number six also alluded to
the attributes of the Deity, that is: Power, Majesty,
Wisdom, Love, Mercy, and Justice®. Furthermore,
the Holy Bible states that acts of corporeal mercy li-
kewise totalled six: “For I was hungry and you gave
me something to eat; I was thirsty and you gave me
something to drink; I was a stranger and you invited
me in; I needed clothes and you clothed me; I was
sick and you looked after me; I was in prison and you
came to visit me” (Matthew 25: 35-36).
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Fig. 11. A hexagram constructed from the alchemists’
symbols for the four basic elements of primal matter.
Biederman, Hans. Dictionary of Symbolism. New York,
1992.

St. Augustine was ever mindful that the Holy
Scripture had said of the Creator tuae sed omnia
mensura et numero et pondere disposuisti (“You have
ordered all things in measure, number and weight’,
Wisdom of Solomon 11: 20-21). Accordingly, he
felt duty bound to enlist the number mysticism of
Pythagoras and the Neo-Platonists into the ser-
vice of Christian doctrine. In The City of God, in
the chapter entitled The perfection of the number
six, St. Augustine wrote: “The works of Creation are
described as being completed in six days [...]. The
reason for this is that six is the number of perfection
[...]. For six is the sum of its parts, and in this num-
ber God brought his works to complete perfection
[...]. Hence the theory of number is not to be lightly
regarded [...]"%.

In Christian iconography the hexagon appears re-
latively infrequently, and its corresponding sym-
bolic load is also relatively light. Hexagonal halos
could identify the personifications of the virtues.
Thus, the allegorical figures representing the theo-
logical virtues — Faith, Hope, and Charity, and the
cardinal virtues — Justice, Prudence, Fortitude, and
Temperance would often be identified by their hexa-
gonal halos, that is, if they were shown wearing any

halos at all*®. The usual symbol for the Holy Eucharist

was a chalice with a rising host. The bases of chali-
ces, if not round, were customarily hexagonal, and
the shafts of altar crosses and altar candlesticks were
oftentimes hexagonally shaped. At Pazaislis, the ta-

bernacle above the main altar was hexagonal.

The iconography of the hexagram, a six-pointed star,
is much richer than that of the hexagon. This figure
can be formed by centring and superimposing two
equilateral triangles, the apex of one pointing exact-
ly upward, the other one pointing downward. The
six-pointed star was symbolically powerful for the
alchemists of the Middle Ages. Believing that nature
consisted of four basic elements: fire, air, earth, and
water, they represented each element with a speci-
fic visual sign. Representing this idea in geometric
terms, they assigned a particular orientation of
the equilateral triangle to each of these elements®.
Thus, an equilateral triangle with the apex pointing
upward represented fire; if the apex of the triangle
pointed downward, the image stood for water. The
emblem for air was an upright triangle crossed by
one horizontal bar. A downward pointing triangle
crossed by a horizontal bar referred to earth. Fig. 11
illustrates how they arranged triangles into a hexa-

gram, a figure used to symbolize nature’s totality.

In the Middle Ages the hexagram and the pentagram,
a five-pointed star, were associated with alchemy and
magic. Since Jews were often thought to be magicians,
the hexagram and pentagram figures began to be as-
sociated with them?. The belief was partially based
on a passage in the Old Testament which stated that
King Solomon relied on the six-pointed star to call up
angels and exorcise demons. With the passage of time
the hexagram came to be imprecisely and variously
referred to as the sigillum Salomonis — “Solomon’s
seal,” or as scutum Davidis — “David’s shield” It was
also called the “Star of Solomon” and, alternatively,
the “Star of David” In the 16th and 17th centuries
the Jewish communities of Prague and Vienna be-
gan using the six-pointed star as a specifically Jewish
symbol. By the early 19th century the Star of David
began to appear on Jewish ceremonial objects, first
in Central, then in Western, and finally in Eastern
Europe. With the advent of Zionism at the end of the
19th century the six-pointed star became Judaism’s

universally recognized symbol.
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Fig. 12. Geometric armature of the chi-rho monogram. Author’s drawing.

Christians developed their own mystical and sym-
bolic allusions for the equilateral triangle, the
hexagon and the hexagram, the latter two figures
often being generated from equilateral triangles.
Eventually these figures became accepted staples
of Christian iconography, which had little, if any-
thing, in common with their Jewish, Greek, Roman,
or medieval antecedents. In the Christian tradition
the six-pointed hexagram acquired considerable
symbolic import, starting with the indication that
Jesus was a descendant of David. The hexagram
was also considered a symbol of creation, expres-
sing the idea that the Triune God had created hea-
ven and earth, the second and third persons of the
Trinity concurring with the God the Father in the

act of Creation*!.

THE CHI-RHO MONOGRAM

The chi-rho monogram combines the first two let-
ters of Christ (X and P) when the name is written
in the Greek alphabet. The earliest Christians used
the sign on their lamps, sarcophagi, and Eucharistic
vessels. The status of Christians in the Roman

Empire improved after 312 AD, once Constantine

had defeated Maxentius in the Battle of Milvian
Bridge. Consolidating his power, Constantine adop-
ted the chi-rho monogram as symbol of good omen,
and the figure even began appearing on the coins
he issued. The monogram had actually long existed
before then as an abbreviation of the Greek word
chrestos, meaning auspicious. It is thus unlikely that
Constantine would have used the chi-rho with an
exclusively religious intent. For the Christians, on
the other hand, the chi-rho served as diagrammatic
shorthand for the crucified Christ. The monogram
also symbolized the universal victory of Christianity
or, alternatively, the victory of the Saviour over the

domination of sin*.

The hexagon and the hexagram accommodate the
chi-rho figure with equal ease (Fig. 12). For example,
its six outermost points may be linked together to
form the closed, virtual figure of a hexagon. And,
as the chi-rho itself is a linear six-pointed star, it fits
well inside a hexagram. The chi-rho may also be seen
as two superimposed equilateral triangles, the apex
of one pointing upward, and the apex of the other
pointing downward. In this manner the chi-rho

forms a full-fledged star-hexagram.
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Fig. 13. Diagram showing the planetary orbit spacing
ratios as nested Platonic forms. Kepler, Johannes.
Mysterium cosmographicum..., 1596.

In mid-17th century Rome the hexagram was
known as the “Star of Wisdom™?. This particu-
lar allusion, rather than the Biblical reference to
Solomon’s shield, would have been appropriate and
operative for Borromini when designing San Ivo
della Sapienza (see Fig. 8). The church served the
Archiginnasio of Rome, an academy which eventual-
ly attained university rank. The Camaldolese would
have appreciated the status and prestige of San Ivo,
located in the very heart of Christendom. Just when
the church of San Ivo was nearing completion in
the late 1650s they would have become aware that
Grand Chancellor Pac had hopes of establishing a

monastery at Pazaislis.

THE GEOMETRIC COSMOLOGY
OF JOHANNES KEPLER

The symbolic geometry of Pazaislis is further en-
hanced by its relationship to the cosmological theo-
ries of the time, most notably the ideas of Johannes
Kepler, who believed that his astronomical dis-
coveries had confirmed Biblical truths. The early
17th century has been called “the age of Kepler and
Galileo,” even though residues of medieval thought
patterns still coloured their thinking. Johannes
Kepler (1571-1630) dabbled in alchemy and prac-
ticed astrology while making his remarkable dis-
coveries. During 1601-1609 he was employed
in Prague by Emperor Rudolf II as the Imperial
Mathematician. Also serving as the court’s official
Astrologer, he would supplement his income by cas-
ting horoscopes for his patrons and friends. When a
bright new star appeared in the constellation of the
Serpent in 1604, coinciding with the rare conjunc-
tion (once in eight hundred years) of Jupiter, Saturn,
and Mars, it is not surprising that Kepler responded
in 1606 with De stella nova, which discussed the as-

trological significance of the unusual event.

Steeped in mysticism, Kepler attributed causal
properties to numbers and geometric forms*. The
last of the geometric cosmologists, he was con-
vinced that the universe was a gigantic architec-
tural construction, governed entirely by geometry
and mathematical proportions®. Like Kepler, most
enlightened minds of the time considered the tea-
chings of the Paracelsians, the Rosicrucians, astro-
logers, alchemists, cabalists, and hermeticists as en-
tirely valid*. His proposition about the geometrical
basis of the solar system was just the last of a long
series of comparable hypotheses first put forward in

ancient Babylonia.

It is now generally acknowledged that Kepler’s most
lasting contribution to modern science was the for-
mulation of the three Laws of Planetary Motion,
which described the velocities and elliptical orbits
of the planets observable to the naked eye. These
landmarks in the history of science and astrono-
my appeared in Astronomia nova, published in
1609. The Laws were precise, verifiable statements

which resolved visual observations into consistent
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Fig. 14. Model representing the solar system in terms of notional Platonic forms. Kepler, Johannes. Mysterium

cosmographicum..., 1596.

mathematical terms. Eventually, they divorced as-
tronomy from theology, forever marrying astrono-

my to physics*.

The importance of the Laws of Planetary Motion
was not immediately recognized. Perhaps it was
because the crucial proofs were buried deep inside
an enormous volume; or perhaps because Kepler’s
use of Latin was not particularly lucid*. Also, the
elliptical orbits are nearly circular, thus not suffi-
ciently different to quickly discomfit planetary
theories describing circular orbits®. In any case,
Kepler’s contemporaries, even Galileo, were inca-

pable of recognizing the profound significance of

his achievement. In fact, it was not fully appreciated
for another century, not until Isaac Newton’s Law of
Universal Gravitation became widely known and

proved Kepler’s findings.

It is ironic that Kepler himself never realized the
importance of the Laws that he had formulated®.
Instead, he was more proud of his explanation for
the number of planets and their spacing in the solar
system. Although these latter ideas are completely
false, they eventually led to the Laws of Planetary
Motion and to the birth of modern cosmology. In the
Mysterium cosmographicum, published in 1596, the

twenty-five year old Kepler addressed and answered
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the questions: Why were there only six planets, not
twenty or a hundred? What governed the distances

between them?°!

Believing that the distances between the planets
could not be arbitrary, Kepler sought the underlying
geometric principles that governed their number
and distribution. He eventually concluded that there
could only be six planets - the only ones known at
the time — because there were five intervals bet-
ween them. It was a felicitous correspondence to the
five Platonic solids - the tetrahedron, square, oc-
tahedron, icosahedron, and dodecahedron. Kepler
was convinced that this particular group of regular
polyhedrons provided the key to unlock the solar
system’s divine blueprint (Fig. 13).

Also known as the five perfect geometric figures,
they comprise a unique group of three-dimensio-
nal forms. They are the only ones whose respec-
tive facets, edges, and vertexes are identical. Also,
a sphere can perfectly surround or circumscribe
each of these figures, so that all the vertexes touch
the sphere. Likewise, each of these forms perfect-
ly inscribes a sphere, which would touch the cen-
tre of every figure’s facets. These properties dis-
tinguish the regular polyhedrons from all other
three-dimensional geometric forms. Euclid de-
monstrated ages ago that they are the only figures

with such characteristics®.

The geometrical basis of the solar system came
to Kepler as an epiphany while teaching at Graz.
Conducting a lesson, he drew an equilateral trian-
gle on the blackboard. Then he showed the class
how the figure defined two circles — a smaller one
inside the triangle and a larger one outside. The
larger outer circle, just touching the apexes, cir-
cumscribed the triangle. The smaller inner circle
fit exactly within the triangle. As Kepler looked
at the two circles on the blackboard, it suddenly
struck him that their ratios resembled the orbits of

Saturn and Jupiter®.

He surmised that this might also hold true for the
spacing ratios of the other planets. If so, the task
would be to nest them in proper sequential order,
to find the proper location for each figure. Since 120
different nesting combinations are possible, Kepler

re-assessed and checked his initial insight**. He fi-

nally postulated that:

- a notional cube separates the orbits of Saturn

and Jupiter;

- anotional tetrahedron separates those of Jupiter

and Mars;

- a notional dodecahedron separates Mars and
Earth;

- a notional icosahedron separates Earth and

Venus;

- a notional octahedron separates the orbits of

Venus and Mercury.

He summarized these relationships in a widely-pu-

blished engraving (Fig. 14).

When the ratios of these figures were compared to
the available observational data, there was a high
degree of correlation. Kepler was convinced that
there was now undeniable, empirical support for his
geometrical hypothesis — the belief that the notional
geometry of the solar system consisted of the five

perfect three-dimensional geometric forms™.

These ratios agreed with the postulates of Euclid as
well as with Plato’s thoughts expressed in Timaeus,
which Kepler regarded as a particularly inspired
work. To Kepler’s way of thinking, it was “beyond
all possible doubt, a commentary on the book of
Genesis, otherwise the first book of Moses, trans-
forming it into Pythagorean philosophy as will be
easily apparent to an attentive reader who compares
it with Moses’ own words”*® The most advanced
astronomical scholarship of the late 16th and ear-
ly 17th centuries had seemingly confirmed the in-
sights of the ancient Greeks, also supporting the
cosmological representations found in the Holy
Bible. Kepler was certain that his discoveries had
provided independent and secular confirmation of
Biblical truths.

Given the premises underlying Kepler’s mode of
thinking, and, given their internal consistency, these
conjectures were eminently plausible. After all, the
equilateral triangle, symbol of the Trinity, was the
basic building block for four out of the five Platonic
three-dimensional figures:



- four equilateral triangles compose the tetrahe-

dron;

- one tetrahedron establishes the diagonals of a

cube;

- eight equilateral triangles construct the octahe-

dron;

- twenty equilateral triangles create the icosahe-

dron.

The dodecahedron is the only figure of the Platonic
solids that cannot be constructed from equilateral
triangles. Instead, it is constructed from twelve pen-

tagons.

The armature of the solar system which Kepler had
conceived was, for the most part, reducible to the
equilateral triangle. Triadic geometry, whose sym-
bolism had long been mostly alchemical and theo-
logical, had now, with the help of his astronomical
observations, acquired a virtual presence in the hea-

vens.

Catholics could therefore link Kepler’s geometric
cosmology to their own beliefs. The equilateral
triangle had long been a symbol of the Trinity, a
core tenet of Roman Catholic theology. The Anti-
Trinitarians disagreed. Rejecting the notion of a
Triune God, they dismissed the equilateral triangle’s
sacred geometry and all of its other religious asso-
ciations. Thus, the star-hexagram geometry defining
the layout of the Pazaislis church directly alluded to
the Roman Catholic faith (see Fig. 9).

Since the underlying triadic geometry also mirrored
cosmic order, the design became all the more com-
pelling. Besides the sacred associations, it also re-
ferred to the very geometric constructs with which
the leading European astronomers of the early 17th

century had conceptualized the cosmos.

CHRISTOPHER SIGISMUND PAC AND
ASTRONOMICAL SCHOLARSHIP

The persons responsible for and approving the
design of Pazaislis - the Camaldolese, Grand
Chancellor Pac, and the monastery’s unidentified
architect — all had ample opportunity to encounter

the notion of geometrical cosmology. An old idea in

Western thought, it had dominated the mind set of
countless generations. The astronomical discoveries
of the early 17th century had confirmed the custo-
mary beliefs and provided seemingly empirical links
to Catholic theology. The Camaldolese congregation
at the San Michele monastery in the Venetian lagoon
was a centre of scholarship, but the extent to which
particular members of that community may have
accepted the ideas of Brache, Galileo, or Kepler, re-

mains to be determined.

More can be said about Christopher Sigismund Pac.
He matured in the milieu in which it was fashionable
to have some familiarity with the latest astronomical
discoveries. Pac would have certainly encountered
the notion of symbolic geometry through his edu-
cation, travels, relatives, and social circle. Having
obtained the best available academic education at
Padua, Perugia, Graz, and Leiden, he rounded out
his studies by visiting France, Spain, and England
before returning to Lithuania in 1644%. His father
had also studied at Padua. It is noteworthy that
Christopher Sigismund Pac’s grand-uncle - John
Pac (1580?2-1610), later the Voivode of Minsk, had
been a student of Galileo Galilei at Padua. Galileo
was fully aware of Kepler’s discoveries about the so-
lar system, to the point of conveying the ideas he
had borrowed from Kepler as if they were his own.
Late in life Galileo summarized these notions in the
famous quote: “Philosophy is written in this grand
book, the universe, which stands continually open to
our gaze. [...] Itis written in the language of mathe-
matics, and its characters are triangles, circles, and
other geometric figures without which it is humanly
impossible to understand a single word of it; without

these, one wanders about in a dark labyrinth”

Besides the already mentioned academic centres,
Grand Chancellor Pac also had ready access to
advanced astronomical thought in Koenigsberg,
Cracow, Danzig, and, much closer to Pazaislis, in
Vilnius. A brief glance at Lithuania’s capital should
suffice to suggest the intellectual climate which, pre-
sumably, likewise prevailed in the other major cities
of the Baltic region®. In the late 1620s the Jesuit
Academy in Vilnius taught Galileo and Copernicus,
even though their works were listed in the Index li-

brorum prohibitorum®. Galileo once wrote to King
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Fig. 15. Geometric armature of the PaZaislis church. Author’s drawing.

Sigismund III Vasa to see if it would be possible to
publish his works in Vilnius. He also sent a set of
his lenses there to be installed into a telescope, but
their ultimate fate is uncertain. It is known that in
1632 Oswald Krueger (1598-1655), a professor of
mathematics at Vilnius, was using a Galilean teles-
cope in his classes to observe Mercury, Venus, and
the satellites of Jupiter®!.

Some of Oswald Krueger’s students soon made im-
portant contributions in their own right. In 1633 Jonas
Mykolas Rudamina-Dusetiskis published Illustriora
theoremata et problemata mathematica. And in 1639
Albertus Dyblinski Centuria astronomica was printed
in Vilnius. This treatise, the first astronomical work
printed in the city, supported Copernicus by pro-
viding more evidence that Mercury and Venus did
indeed revolve around the sun®. Shortly thereafter,
Krueger published Theoremata de oculo in 1641, fol-
lowing up with Theorecentriae three years later, and
Iris sive de coloribus apparentibus in 1647. By the
middle of the 17th century Vilnius printers were pu-
blishing more important works in mathematics, as-

tronomy, and optics.

Grand Chancellor Pac had ready access to the

advanced astronomical thought of the era through

multiple conduits both at home and abroad. It was
then widely accepted that geometry conveyed theo-
logy and that geometry governed cosmology. These
basic notions infused the layout of the church at
Pazaislis. It could never be mistaken for either a
Calvinist or an Anti-Trinitarian house of worship.
Instead, the Church of Holy Mary’s Visitation be-
came a permanent testimonial, tangible evidence
in bricks and mortar, stating the patron’s religious
affiliation, his firm allegiance to Roman Catholic

orthodoxy.

Astronomical issues also concerned the Camal-
dolese. While all the monastic orders had to obser-
ve the Canonical Hours, that is, to recite prayers at
set hours of the day, the Camaldolese did so with
particular diligence. At Pazaislis clocks and sundials
were always in view. Each of the two bell-towers
fronting the church contained two immense me-
chanical clocks, making four clocks in all. A large
sundial was also mortared into the southern wall of
the church, its motto reading: Sis memor occasus,
sole cadente, tui. (“Remember at sunset, that your
sun will also set”). The Camaldolese monks alleged-
ly greet each other with the phrase Memento mori

(“Remember, you must die”). Also, each hut in the



hermitage evidently had a sundial painted on their
south-facing wall. It is clear that the Camaldolese
were obsessed with observing and marking the
passage of time. Regrettably, constraints of space
prevent further discussion here of their time-mea-

suring traditions and practices.

The architectural overseers of the Camaldolese Order,
for their part, were obliged to be well-informed about
the intellectual currents of the time, especially since
the latest astronomical discoveries had influenced
the forms of churches created by Bernini, Borromini,
and Guarini®. Their most prominent ecclesiastical
commissions, erected with the Vatican’s knowledge
and consent, alluded to geometric cosmology. If the
Camaldolese Order ever had any reservations about
the hexagonal church at Pazaislis, or the star-hexa-
gram generating its layout, the geometry of the latest
churches in Rome must have assuaged their doubts
(Fig. 15). Additional support for the unusual format
of the Pazaislis church was provided by the geome-
tric references to the lily — symbol of the Blessed
Virgin, as well as the armorials of the Pac family and
the Camaldolese Order.

HERALDIC REFERENCES

The main entrance to Pazaislis is an arched Great
Gate, the tympanum in its pediment containing an
epigram and a heraldic cartouche. Both provided
pilgrims with material for thought. The cartouche
in the tympanum displaying the heraldic double-
lily armorial of Grand Chancellor Pac will be dis-
cussed shortly; now for the inscription. Much de-
teriorated over time, it was reconstituted only in
the 1970%%. Identified as Isaiah 35: 1-2, the Latin
Vulgate version of the text reads: [...] deserta et in-
via et exultabit solitudo et florebit quasi lilium ger-
minabit et exultabit [...] (“The wilderness and the
solitary place shall be glad for them; it shall blos-
som as the lily and rejoice [...]”) This gentle pro-
logue suggests encounters with Marian subjects to
come, which are fulfilled by the frescoes inside the

monastery’s church®.

In Christian iconography the lily alludes to pure, vir-
ginal love, especially that of the Blessed Virgin. For
this reason, Gabriel, the Angel of the Annunciation,
is commonly portrayed holding or presenting a
lily flower to Mary. The lily flower also became

Fig. 16. Geometric armature of the Pac armorial. Author’s drawing.

173

VIdVA



174

VARTA

Fig. 17. Interior of dome, San Ivo, Rome. Detail of stucco decoration on vault ribs showing six-pointed stars, a reference to
Pope Urban VIII, and eight-pointed stars, a reference to Pope Alexander VII. Author’s photo.

the attribute of many saints, including Anthony of
Padua, Dominic, Philip Neri, Catherine of Siena,
Philomena, and Casimir, Lithuania’s patron saint.
In the 14th century the allusions of the three petal
fleur-de-lis were further enriched as the emblem be-
came identified with the Holy Trinity*. Considered
symbolically, the lily’s trefoil leaflets induce a rich
and broad array of religious, devotional, and regal

associations.

The royal references go back to the 6th century when
an angel allegedly presented a lily to Clovis I, King
of the Franks. In the 11th century, King Louis VII
established the precedent of displaying a lily on his
coat of arms, and ever since the fleur-de-lis has been
associated with French royalty. The device consists
of an upright three-petal lily flower, a horizontal
band, and three petal tails extending below. Viewed
realistically, the lily flower’s shape resembles a re-
gal sceptre. Adding this resemblance to the use of
fleur-de-lis by French kings, lilies came to be seen
as royal flowers. Clara Izabelle Eugenie Genevieve
de Mailly Lascaris, the wife of Grand Chancellor
Pac, was, on her father’s side, related to the Bourbon
line of French royalty. The fleur-de-lis could thus be

rightfully associated with her and her illustrious for-

bearers.

The Pac heraldic emblem consists of three lily petals
facing upwards and three petals downwards. The
stems of the double-lily are bound at mid-section
by a ribbon. The resemblance between the Bourbon
and the Pac armorial was as serendipitous as it was
striking (Fig. 16).

Although the lower petal treatment of the fleur-de-
lis differed from the Pac coat of arms, the upper pe-
tals were identical. The similarities between the two
heraldic devices outweigh the difference. Most im-
portant, the emblems of both families evoke a wide
range of multivalent allusions, some of which have

already been addressed above.

The Pac armorial appears throughout Pazaislis,
initially at the entrance Great Gate, then most vi-
sibly in the large cartouche on the front fagade of
the Church of Holy Mary’s Visitation. Prominently
situated, the heraldic emblem is directly above the
entrance to the monastery’s church. Inside, the Pac
armorial was represented in numerous stucco de-

corations and the sacristy’s wood carvings. Most



remarkably, the plan of the church can also be lin-
ked with the geometry of the Pac family emblem
(see Figs. 15, 16).

This was no coincidence. Such usage had ample
precedent, the church of San Ivo della Sapienza in
Rome providing a relevant example. Its construc-
tion started in 1643, during the pontificate Pope
Urban VIII Barberini. Several sources, including
the architect Borromini’s own drawing, suggest
that the church’s hexagram geometry referred to
the papal patron’s armorial which featured bees.
“The plan was originally intended to symbolize
the bee of the Barberini family, the head, body and
four wings corresponding to the six bays of the
church [...]”%. After some delays, San Ivo was con-
secrated in 1660, under Pope Alexander VII Chigi.
His armorial featured an eight-pointed star hove-
ring above six crowned mountains. Significantly,
Borromini decorated the internal ribs of San Ivo’s
dome by alternating six and eight-pointed stars.
The hexagram referred to Pope Urban VIII, who
had initiated the project, while the eight-pointed
star alluded to Pope Alexander VII, who approved
the church’s completion (Fig. 17).

Lastly, we turn to the armorial of the Camaldolese
Order®®. Their heraldic device consists of a golden
chalice on a blue field. White doves with red legs
and beaks flank the chalice and sip its wine. A star
with a tail of fire rises above the chalice (Fig. 18).
The two doves refer to the hermetic and commu-
nal aspects of Camaldolese monasticism. Both the
contemplative hermits and the active monks draw
spiritual sustenance from the mystery of Christ,
who is represented by the chalice filled with wine,
symbolizing His redemptive Blood. The star with a
tail of fire, or comet, rising above the chalice alludes
to the guiding light of faith.

At Pazaislis, the Camaldolese armorial first appears
in decorative work on the low ceiling of the foresto-
rium. The comet’s head is shown as having six rays.
The bottommost ray, smaller than the others, is set
off to one side, intentionally deflected from its cus-
tomary vertical position, even though it would have
been a lot easier to simply hide the sixth ray beneath

the comet’ tail. Fig. 19 shows how visual clarity and

Fig. 18. Armorial of the Camaldolese Congregation of San
Michele di Murano, Venice. Zamagni, Giulio. Il valore del
simbolo... Cesena: Il Ponte Vecchio, 2003.

the hexagram’s customary radial symmetry were

disregarded.

Evidently, the Camaldolese insisted on the absolute
necessity of depicting the comet’s head with exactly
six rays — no more, no less, even if one of the rays
had to be offset. The result may have been an irre-
gular hexagram, but it was a six-pointed star figure

nonetheless.

Fig. 19. Armorial of the Camaldolese Congregation. Stucco
ceiling medallion in the forestorium at PaZaislis. Author’s
photo.
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IN CONCLUSION

Grand Chancellor Pac fulfilled at his long-held in-
tention of bringing the Camaldolese into Lithuania
by establishing a monastery in 1667 for the reclusive
monastic order at Pazaislis. The new foundation’s
general plan was an improved version of arrange-
ments derived from existing schemes. Governed by
a tight geometric armature, the layout of Pazaislis
gave physical form to St. Romuald’s monastic vision,

expressing his ideals more clearly than ever before.

The monastery’s Church of Holy Mary’s Visitation’s
dedication plaques enunciated important points of
Roman-Catholic doctrine - belief in Christ, in the
Trinity, the veneration of saints, and Mary’s speci-
al status. The fresco cycles inside the church used
pictorial means to convey these core beliefs. The
hexagonal church, for its part, alluded to Catholic
theology through the medium of symbolic geome-
try. Created to support Roman-Catholic spiritual
needs and doctrinal tenets, the art and architecture
of Pazaislis contradicted Lutheran, Calvinist, and

Anti-Trinitarian revisionism.

The equilateral triangle and the hexagram, which es-
tablished the church’s hexagonal format, are satura-
ted with multiple symbolic references and allusions.
In the realm of sacred geometry, these geometric
forms were emblematic of Catholic doctrine, with
links to the chi-rho monogram, the lily, the Trinity,
and Mary’s heavenly crown. In the field of geome-
tric cosmology, the equilateral triangle referred to
Pythagorean tenets and underpinned Kepler’s as-
trophysical theories. And in the area of heraldry, the
armorials of the Camaldolese Order and of Grand
Chancellor Pac made respective use of the hexa-

gram and the hexagon.

Geometry suffuses Pazaislis, enveloping and orches-
trating the monastery’s programmatic components
and the unusual plan of its hexagonal church. As the
geometric framework was symbolic to the core, the
resulting design was saturated with sacred, cosmolo-
gical, and heraldic significance. The comprehensive
rationale governing Pazaislis raised Camaldolese
monastic design to a new, much more sophisticated

level.
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2003, pp. 40-41, 98.
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PAZAISLIO KAMALDULIU VIENUOLYNO SIMBOLINE GEOMETRIJA

Reik$miniai Zodziai: Pazaislis, kamalduliai, simboliné geometrija, barokas, Pacai, Kepleris, kontrre-

formacija, vienuolynas, heksagrama, heksagonas, Své. Trejybé, lygiakrastis trikampis, centrinio plano

bazny¢ia, kosminé geometrija, Kaunas.

Santrauka

Mazdaug prie$ takstantj mety $v. Romualdas (952-1027) jstojo j benediktiny vienuolijg ir tapo vienu uoliausiy
$io ordino nariy. Siekdamas sugrazinti vienuolyste j pradinj tyruma, jis daugelj mety keliavo po Italijg ir refor-
mavo daug vienuolyny bei atsiskyréliy eremy. Aistringiausi jo mokiniai keliavo kartu su juo j Arezzo vietove, kur
$v. Romualdas noréjo jkurti naujg eremga. Kaip tik ten, apie 1012 m. jis sutiko grafa vardu Maldolus, kuris dovanojo
jam kalnuose Zemiy, o slényje - pastatus. Kalnuose §v. Romualdas jkaré eremg, véliau pavadintg Campus Maldoli,
arba Camaldoli, o slénio pastatuose — Fonte Buono vienuolyna, kuris ilgainiui tapo motininiais kamalduliy ordi-
no namais. Sv. Romualdo idéjos apie aktyvaus ir kontempliatyvaus vienuolisko gyvenimo biidy derinj buvo su-
sistemintos po jo mirties, taciau, grieztai kalbant, kamalduliy ordinas oficialiai atsirado tik 1072 m., kai popieZius
Aleksandras II isleido bule Nulli fidelium.

Pavyzdinga kongregacija, jsikiirusi Kamaldolio vienuolyne ir ereme, buvo daugelio ordino atSaky ir kongregacijy
pirmtakeé. Viena i§ $iy bendruomeniy, jsikarusi prie Rua kalno, esancio $alia Paduvos ir Torreglia miesty, padéjo
Zemaiciy vyskupui Mikalojui Pacui (1570-1624) iglaikyti sveikata. Rua filialas buvo jkurtas 1537 m. Colli Euganei
kalny apylinkéje. Sios vulkaninés zonos karstos versmés ir purvo vonios buvo gerai Zinomos nuo romény laiky kaip
gydancios ligonius, kenc¢ian¢ius nuo reumato ar kity ligy. Atmindamas ta gerasirdiska ording, Kristupas Zigmantas

Pacas véliau nusprendé jkurti kamalduliy vienuolyng Pazaislyje.

Po Romualdo kanonizacijos 1595 m. kamalduliy ordinas iSgyveno nepaprasto plétimosi laikotarpj. Vyry ir motery



vienuolynai karési Italijoje, Pranctzijoje, Austrijoje, Vengrijoje, Slovakijoje, Lenkijoje. 1664 m. K. Z. Pacas Pazaislyje
jsteigé pirmajj Lietuvoje kamalduliy vienuolyng Eremus Montis Pacis. 1667 m. karalius Jonas Kazimieras Vaza jkaré
antrajj, Eremus Insulae Wygrensis, Vygriy ezero saloje. Abu priklausé Montis Coronae kongregacijai Perudzoje. Iki
to laiko, kol buvo pastatytas Pazaislis, kamalduliai vienuolynus statési jau $esis amzius. PradZioje ordinas teiké pir-
menybe dideléms ir nuo$alioms vietovéms, dél to pastatai buvo placiai i$sidrieke. Véliau vienuolynai buvo statomi
nedidelése valdose, esanciose ar¢iau miesty, kaip Pazaislis, ir reikalavo kompaktisko i§déstymo. Pazaislio asinis pla-
navimas, abipusé simetrija, siauras perimetras, tinklinis i§sidéstymas, vidiniai kiemai primena El Escorial, sukurta
1560-aisiais. Ypatingas Pazaislio vienuolyno planas aiskiai yra kiles i§ Eremus in Montibus Taurinensibus, jkurto
1602 m. netoli Turino. Sis vienuolynas priklausé labai energingai ir i$plitusiai Montis Coronae kongregacijai.

Své. Marijos Mergelés Apsilankymo baZnycia Pazaislyje buvo padventinta 1674 m. Jos nejprastas Sesiakampis pla-
nas visi$kai skyrési nuo kity kamalduliy bazny¢iy - pirmenybe jie paprastai teikdavo staciakampés bazilikos tipui.
Kad geriau suprastume jos kitoniskuma, turime pazvelgti anapus akivaizdziy dalyky, istyrinéti, kodeél, kur ir kaip
architekto vaizduotéje gimé $eSiakampé baznycios geometrija, ieskoti loginio pagrindo, kuris pagristy $ig nejprasta
forma. Siame darbe teigiama, kad sidabrinés pasventinimo lentelés, liudijancios bazny¢ios paaukojima Sv¢. Mergelei
Marijai ir Sv¢. Trejybei, pateikia argumenty, pateisinanéiy $io pastato nejprasta geometrij.

Sesiakampij baznycios plang galima sukurti vieng ant kito sudéjus ir sukant du lygiakra3¢ius trikampius taip, kad
susiformuoty $esiakampis. Tokios SeSiakampés Zvaigzdés vidus sudaro heksagona. Kadangi lygiakrastis trikampis
siejamas su lelija, o $i, savo ruoZtu, yra simboliné nuoroda tiek j Sv¢. Mergele Marija, tiek j Své. Trejybe, Sesiakampé
Pazaislio baznycios geometrija buvo visigkai tinkama.

Religiniais statiniais jau seniai siekiama teologija perteikti per geometrija. Pradzioje, pirmieji krik§¢ionys bazny-
¢iy planams naudojo tau, graiky bei lotyny kryziy. Renesanso apskrito plano baznycios daznai perteiké nuoro-
da i Sv¢. Mergelés dieviskaja kariing. Simboliné geometrija isliko svarbi per visg kontrreformacijos laikotarpj, tad
Pazaislio planas nebuvo neutralus, bet teologiskai pagristas. Patvirtindamas Romos kataliky dogmas, jis buvo visis-

kai nepriimtinas liuteronams, kalvinistams ir antitrinitoriams.

Pazaislio jkarimas jau reiSké, kad ignoruojamas Martino Liuterio vienuolystés ir $ventyjy kulto pasmerkimas.
Centrinis $e$iakampis vienuolyno bazny¢ios planas priestaravo ypatingos Sv¢. Mergelés Marijos padéties nepri-
pazinimui, skelbiamam kalvinisty ir liuterony. Kalvinizmas draudé visas Marijos garbinimo formas, net giesmes
ir maldas, kuriose minimas jos vardas. Heksagonas, ir ypa¢ heksagrama, zyméjo chi rho monograma, sutrumpinta
Kristaus vardg. Tai tiesiogiai prie$taravo antitrinitoriy doktrinai, kuri nepripazino Kristaus dieviskumo ir tikéjimo
Sv¢. Trejybe. Si sekta taip pat nepritaré vergovei, naudojimuisi pinigais, privaciai nuosavybei ir valstybinei tarnybai.
Ir kadangi antitrinitoriai atsisaké tarnybos kariuomenéje, kai i $alj isiverzé kazokai, $vedai ir maskvieciai, 1658 m.
Seimas i$varé visg radikaliaja pacifisty sekta i§ Abiejy Tauty Respublikos.

Kriks¢ionys nuo seno tikéjo, jog baznycios yra Zemiski dievisko kosmoso analogai. Taigi bazny¢iy planams galéjo bati
teisétai taikoma geometrija, kuri daré aliuzijg i dangy. Renesanso metu apskritimas vaizdavo dangaus kiny forma ir
buvo tikima, kad jis atspindéjo geometrine visatos saranga. Apie 1600 m. jtakingiausi tikstantmecio astronomai —
Tichas Brahé, Galil¢jas Galiléjus ir Jonas Kepleris - atrado, kad elipsinés, Platono ir triadinés geometrijos iSaiskina
planety judéjima, atstumus tarp jy ir jy orbity forma. Geometriné kosmologija émé reprezentuoti pazangiausig tuo-
metj astrofizinj mastyma. Architektai esamg geometriniy formy repertuara papildé trikampiais ir elipsémis, $ias ne-
senai jteisintas figiras panaudojo kai kuriems jsimintiniausiems kataliky kontrreformacijos pastatams kurti. 1630 m.
Francesco Borrominis naudojo elipses ir lygiakrascius trikampius Romos Sv. Karolio prie keturiy fontany (San Carlo
alle Quattro Fontane) bazny¢iai kurti. 1640-aisiais Romoje jis pradéjo La Sapienza universiteto Sv. Ivo (San Ivo della
Sapienza) baznycia, vaizduojancia heksagramg ir heksagong. 1650-aisiais Gian Lorenzo Berninis sumané panaudoti
ovalo forma Sv. Andriaus al Kvirinale (Sant’ Andrea al Quirinale) baznycioje ir sukiré jspiidingg elipsés formos aikste
priesais Sv. Petro bazilikg Vatikane. O 1650 m. Guarino Guarinis pritaiké sudétingas geometrijas Sv. Lorenco (San

Lorenzo) bazny¢ioje ir Sv. Drobulés koplycios (Capella della SS. Sindone) skliautams Turine.
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Jonas Kepleris atrado, kad i$sidéstymas tarp planety atitinka Platono penkiy tobuly geometriniy kiiny koncentrinj
sudéstyma. Tai buvo reik§mingas atradimas. Keturios i$ $iy figairy sudarytos i$ lygiakra$ciy trikampiy. Geometriné
figiira, kuri nuo seno simbolizavo Sv¢. Trejybe, aiskiai formavo ir dangy. Taigi galima daryti i§vada, kad kosmo-
loginé geometrija i§ tikryjy atspindéjo Romos kataliky tikéjimo sakraling geometrija. G. Galiléjus visiSkai priémeé
J. Keplerio idéjas ir atradimus ir moké jy Paduvoje lyg savo paties mokslo. Astronomai Vilniuje buvo susipazine su
teorijomis, kurias skleidé J. Kepleris ir G. Galiléjus. Taigi, papildydamas su juo susijusj sakralinj simbolizma, lygia-

krastis trikampis taip pat daré aliuzija j kosmologinius dalykus.

Lygiakrastis trikampis ir heksagrama ne tik jkanijo Romos kataliky esminius principus ir patrauké tuometinio em-
piriskai pagrjsto kosmologinio mokslo démesj, bet ir rezonavo su jvairiais filosofiniais $altiniais. Senovés Graikijos
pitagorininkai vertino lygiakrastj trikampj, nes jis sudaré tetraktys. Viduramziy alchemikai lygiakrastj trikampij laiké
keturiy pagrindiniy elementy simboliu. XVII a. viduryje Romoje heksagrama buvo zinoma ne kaip Zydy simbolis,
o kaip ,,ISminties Zvaigzdeé“. Krik$¢ionims Se$iakampé zvaigzdé simbolizavo pasaulio sukirima ir jkanijo mintj, kad
Triasmenis Dievas sukaré dangy ir Zeme.

Prisimenant heraldikos svarbg tais laikais, jsidémétina, kad heksagrama pasirodo kamalduliy ordino emblemoje ir
vaizduoja dviguba lelija Pacy giminés herbe. San Michele kamalduliy kongregacijos Venecijoje emblema vaizduoja
kometa su Sesiakampe liepsnojancia galva. Geometrija, kuri sudaro Pacy giminés herbo - dvigubos lelijos pagrin-
da, gali bti pavaizduota trikampiais, heksagonu ir heksagrama. Sios figiiros yra identiskos toms, i$ kuriy sukurtas
Pazaislio baznycios planas.

I ankstg erdve jterpta geometriné sgranga nulémé Pazaislio i$sidéstymg ir Sv¢. Mergelés Marijos Apsilankymo baz-
nycios plang. Geometrinés figtiros yra daugiavalentés — toms pacioms formoms yra suteikiamos simbolinés reik§més
keletoje sri¢iy. Tokiu budu kosmologinés, filosofinés ir heraldinés aliuzijos papildo vienuolyno sakralinés geometri-
jos pirmines prasmes. Simbolinés geometrijos uzuominy sodrumu Pazaislis i$siskiria i$ kity, zvelgiant pavirSutinis-

kai — panasiy, bet i§ esmés ne tokiy sudétingy kamalduliy vienuolyny.
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MONOGRAFIJA APIE KAUNO
ARKIVYSKUPIJOS ,,SIRD]“

RECENZIJA

Arkivyskupo Sigito Tamkevi¢iaus zodziais, Kauno
Sv. Apastaly Petro ir Pauliaus arkikatedra bazilika
yra tarsi arkivyskupijos $irdis. Ji tokia ir buvo ilgus
$imtmecius. Arkikatedra atliko ypa¢ svarby vaidme-
nj puoselédama lietuvybés ir valstybingumo idé-
jas, todél aisku, jog kalbant apie §j kultaros paveldo
paminkla, neuztenka mastyti vien apie jo menines
vertybes (kurios taip pat ilgai nebuvo tinkamai i$-
nagrinétos ir jvertintos). Laimos Sinkiinaités, Rimos
Valinciatés-Varnés, Vaidos Kamuntavitienés ir
Nijolés Luksionytés-Tolvaisienés parengta kolektyvi-
né monografija Kauno Sv. Apastaly Petro ir Pauliaus
arkikatedra bazilika, kuria i$leido Kauno arkivyskupi-
jos muziejus, ne tik uzpildé seng masy paveldotyros
spraga, bet padéjo pristatyti arkikatedrg kaip komp-
leksinj, daugiabriaunj politinés ir dvasinés istorijos
reiskinj. Iki $iol arkikatedros palikimas buvo tyriné-
jamas akcentuojant pavienius praeities laikotarpius
ir tik atskiromis dalimis. Nepelnytai mazai démesio
buvo skiriama arkikatedros XIX-XX a. palikimui.
Todél itin svarbu, jog naujojoje knygoje Kauno arki-
katedra iskyla prie$ musy akis kaip vientisas kultaros
objektas, kurio naujesnieji segmentai, atsidare senyjy
kontekste ir istorijos akistatoje, jgyja gilesne prasme

ir atsiskleidzia tikrgja savo verte.

Pazymeétina, jog rengiant knyga buvo siekiama pa-
naudoti anks¢iau netyrinétus archyvus, patikrinti
ir patikslinti seniau skelbta informacija, ekspertuoti
visus islikusius meno karinius ir knyga pagristi ati-
dzia medziagos analize. Saltiniy tyrimai padéjo mo-

nografijoje i$painioti daug ilgainiui susiklosc¢iusiy

Laima Sinkanaité, Rima Valin¢iate-Varne, Vaida
Kamuntavi¢iené, Nijolé Luksionyté-Tolvaisiené.
Kauno Sv. Apastaly Petro ir Pauliaus arkikatedra
bazilika: monografija. Kaunas: Kauno arkivyskupi-

jos muziejus, 2008. — 172 p.: iliustr.

arkikatedros istorijos ir meninio paveldo neaiskumy,

uztikrino daugumos knygos teiginiy patikimuma.

Autoreés pasirinko tradicing knygos struktarg, rémé-

si jprastine paveldotyros schema: V. Kamuntaviciené
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aptaré Kauno arkikatedros bazilikos istorija,
N. Luksionyté-Tolvaisiené i$samiai apibudino archi-
tekttirg, L. Sinkiinaité iStyré interjero daile, varpus
ir memorialinius Zenklus, R. Valinéiuté-Varné - li-
turginius indus ir paramentus. Tadiau $iy jprastiniy
skirsniy viduje pateikiama itin daug dar nepublikuo-
tos informacijos, kuri ateityje bus naudinga ne vien
$ios baznycios pazinimui, bet ir apskritai lituanistiniy
mobksly sklaidai. Antai skyriuje apie Kauno arkikated-
ros istorija gausu Ziniy, susijusiy su jos réméjy, staty-
jos poskyriai — Kauno parapijos klebonai ir jy pagal-
bininkai XV-XVIII a., Sielovada ir $vietéjiska bei kari-
tatyviné veikla Lietuvos DidZiosios Kunigaikstystés lai-
kais. Minimi lietuviski pamokslai, uzfiksuoti XVIII a.
baznycios vizitacijy aktuose (1738, 1743, 1782 m.),
aptariama Kauno parapija kaip viso regiono $vietimo
centras, analizuojami Kauno lenky ir lietuviy santy-
kiai politinés istorijos fone. Panasiai, t. y. $io krasto
socialinés ir dvasios istorijos Ziniomis, praturtinti ir
kiti knygos skyriai, skirti architekttiros ir dailés anali-
zei. Juose skaitytojas ras ne tik i§samig ir profesionalig
objekty meninio vaizdo ekspertize, baznyc¢ios jrangos
simboliniy programy jvertinima, bet ir retesnés, ma-
zai Zinomos arba visai uzmirs$tos informacijos apie
liturgijos ir baznytinio gyvenimo ritualus, rasytas ir
nerasytas taisykles bei normas. Taigi, knyga atliks ne
tik akademinyj, bet $vie¢iamajj vaidmenj.

Knyga apie $ig baznycig svarbi ir kulttros antro-
pologijos poziariu, nes i§ archyvy surinktos Zinios,

kartais net uzuominos mums priartina kasdiene

Aleksandra ALEKSANDRAVICIUTE
Vilnius Academy of Arts, Vilnius

senosios Kauno visuomenés bitj, kurios dvasinius
pamatus tvirtino pamaldumo tradicijos. Tai akivaiz-
du tekstuose apie bazny¢ios interjero dekoravimo
etapus, o ypac altorius ir jy tapyba. Paremtas archy-
vinémis ziniomis, kiekvienas karinys, nuo paveiks-
lo iki presbiterijos tvorelés, igijo savity bruozy. Uz
kiekvieno sakraliojo objekto juntame gyvy asme-
nybiy kontdrus. Zinome, kokie ir i§ kur buvo kile
zmonés, dvasininkai ir parapijieciai, ir su kokiomis
intencijomis aukojo, naujino, pildé baznycios ukj.
Démesj patraukia tiek svarbts, tiek ir antraeiliai
faktai, kurie istorikui rapi ne tik kaip meno istorijos,
bet ir kaip kasdienio Lietuvos bendruomenés gyve-

nimo ir pamaldumo sklaidos liudijimai.

Dél atskiry monografijoje iskelty teiginiy ir atribucijy
menotyrininkai ateityje dar galés diskutuoti arba to-
liau plétos iskeltas mintis, bet dauguma pateikty idéjy
ir interpretacijy yra nuosekliai argumentuotos ir ne-
kelia abejoniy. Ne maziau naudos suteiks ir knygos
priedai, ypa¢ Dvasininky sgrasas ir rodyklés. Kauno
arkikatedra ir joje tarnavusios asmenybés daugybe
rys$iy susijusios su kitomis Lietuvos parapijomis, is-
toriniais jvykiais, todél §i monografija reik§mingai

papildys pastaryjy mety lituanistinius tyrimus.

Svarbi knygos dalis - iliustracijos. Pirmg kartg pa-
skelbta gausybé naujos ikonografinés medziagos. Ji
pravarti kaunie¢iams, gali bati vadovas turiningos
piligrimystés po savaja miesto arkikatedra metu.
Monografija reikalinga ir mokslininkams, uzpildo

rimtas Lietuvos meno istorijos spragas.

MONOGRAPH ABOUT THE “HEART”

OF THE ARCHDIOCESE OF KAUNAS

Book Review

Review of the monograph by Laima Sinkiinaité, Rima Valinéiité- Varné, Vaida Kamuntavi¢iené and Nijolé Luksionyté-

Tolvaisiené Kauno Sv. Apastaly Petro ir Pauliaus arkikatedra bazilika (Archcathedral Basilica of St. Apostles Peter

and Paul in Kaunas). Kaunas: Kauno arkivyskupijos muziejus (Kaunas Archdiocesan Museum), 2008 (172 pages).
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JVAIRIAPUSIS KAUNO
SVENTOVES TYRIMAS

RECENZIJA

Kauno Sv. Apastaly Petro ir Pauliaus arkikatedra
bazilika, kurios istorija apima beveik 600 mety lai-
kotarpj, yra vertingas sakralinio meno paminklas.
Arkikatedros bazilikos iSorés architektaroje ryskiai
skleidziasi gotikos, renesanso ir neogotikos darna.
Nevienalaikis §ventovés interjeras, susiformaves per
350 mety, gali buti jvardytas kaip daugiasluoksnis:
greta pagrindinio baroko sluoksnio minétina goti-
ka, neogotika, neorenesansas, neobarokas, XX-ojo

amziaus menas.

Sis labai svarbus Kauno miesto architektiiros ir kul-
taros paminklas tik pastaruoju metu sulauké siste-
mingo nuodugnaus kompleksinio tyrimo. Knyga,
kurig parasé dvi profesorés ir dvi daktarés, Sio reiks-
mingo pastato istorija, susiklos¢iusius ypatumus
pristato paciais jvairiausiais aspektais. Monografija
sudaro jvadas ir Ses$i skyriai; gausus knygos prie-
dai: dvasininky sgrasas, santrumpos, bibliografija,
145 iliustracijy sarasas, asmenvardziy ir vietovar-

dziy rodyklé.

Prof. dr. Laimos Sinkiinaités glaustame jvade pa-
teikta Arkikatedros bazilikos tyrimy apzvalga.
Daugiausia démesio skirta moksliniams tyrinéji-
mams, ta¢iau minimi ir zinomus faktus pakartojan-
tys enciklopediniy leidiniy bei zinyny straipsneliai.
Siame kontekste sunku suprasti, kodél pamirstas ir
jvade net nepaminétas keturiolikos puslapiy apim-
ties Vytauto Levandausko tekstas, kuriame pirma
kartg sovietmeciu bandyta $ventovés architektarg ir

daile pristatyti kaip ,darny formuy, linijy ir spalvy

saskambj“!. [vado nepuosia ir klaidingi dokumenty
saugykly jstaigy pavadinimai: Vilniaus valstybinis
istorijos archyvas (turi buti: Lietuvos valstybés isto-
rijos archyvas) arba Vilniaus universiteto Rankras¢iy
skyrius vietoj Vilniaus universiteto  bibliotekos

Rankrasciy skyriaus (p. 9).

Didziausios apimties skyriuje Istorija doc. dr. Vaida

Kamuntavi¢iené iSsamiai i$nagrinéjo Kauno
Sv. Petro ir Pauliaus parapijos raidos bruozus, daug
démesio skyré klebonams, parapinei mokyklai api-
buadinti, i$ry$kino svarbiausius sielovados aspektus,
brolijy reikime ir karitatyvine parapijos veiklg. Sj
skyriy ,,lydi“ 546 nuorodos j archyvinius $altinius,

daugiausia neskelbtus dokumentus.

Skyrius Architektira (prof. dr. Nijolé Luksionyté-
Tolvaisiené) parasytas daugiausiai remiantis skelb-
tais Algés Jankevi¢ienés ir kity autoriy tyrimais.
Jame esama ir jdomiy autorés samprotavimy, sutei-
kian¢iy galimybe suvokti tiek Sios $ventovés fizinio
»kano" ypatybes, tiek architektarine kalba skleidZia-
my pasakojimy turinj. Iki $iol publikacijose vyravo
formalus sausas $io objekto architektaros pristaty-
mas. Tai lémé sovietmecio tyréjams keliami apribo-
jimai atvirai sieti menines formas su jy reiSkiamo-
mis idéjomis.

Autoré mano, kad jsptudingos dydziu ir sudétinga
»sluoksniuota® istorija pasizymincios baznycios
monumentaly ir rastokg pastato iSorés pobudj ir
savitumus lemia gotikos stilius (p. 67). I$siskiria

vienas masyvus bokstas. Sekant autorés mintj,
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susidaro jspudis, kad paprastai Lietuvos gotikinés
bazny¢ios yra dvibokstés (,,Tokie masyvis, asimet-
riskai jkomponuoti bokstai Lietuvos baznyc¢ioms
nebudingi; akivaizdu, jog pradiné pastato kom-
pozicija turéjo buti dvibokste®, p. 68). Argi? I§ tik-
ryjy, gal tik vienintelé gotikiné Sv. Onos bazny¢ia

Vilniuje turi du bokstus.

Skirtingai nei kitos didziosios gotikinés bazny¢ios,
kurios dazniausiai turédavo zemesnes presbiterijas,
arkikatedros presbiterijos aukstis, autorés pastebéji-
mu, toks pat kaip ir navy. N. Luksionyté-Tolvaisiené
teigia, kad ,,unikalas Lietuvos gotikos kontekste yra
tinkliniai ir kri$toliniai presbiterijos, zakristijos ir
emporos skliautai“ (p. 68). Tokia apibendrinamo-
ji formuluoté kiek klaidina, nes pati autoré anks-
¢iau nurodé: presbiterijoje — tinkliniai, zakristijoje
ir emporoje — kristoliniai skliautai (p. 64). Tekste
paminéta dar viena démesj patraukianti ypatybé -
pastato asimetrija. Autoré interjere diferencijuoja
ir stiliy reprezentantus: autentiska gotikos forma ir
skliauty formas i$saugojo tik presbiterija ir zakris-
tija su empora, tuo tarpu navy dalyje vyrauja ba-

rokas.

Architektaros istoriké aptaria architektirinius po-
ky¢ius, kai kuriuos vertina kriti$kai (pavyzdziui,
pristatydama vélesniyjy laiky formy raiska, pazy-
mi, kad, deja, ne visuomet naujosios formos deré-
jo prie autentisky senyjy), kartu pabrézia ir labiau
pavykusius naujadarus: ,vientisiausia ir menis-
kiausia i$ istorizmo laikotarpio - koply¢ia, skirta
Sv¢. Sakramentui, kuri i§ vidaus atrodo kaip sava-

rankigkas statinys® (p. 69).

N. Luksionyté-Tolvaisiené, iSnagrinéjusi pastato
architektariniy formy makrostruktarines savybes,
daro i8vada, kad architektariniais interjero vaizdi-
niais aktualizuojama laivo, kaip saugios kelionés
priemonés, metafora. Kitas kodas (abu jprasmin-
ti tame paciame morfologiniame pastato ,kane®)
skleidziasi architektiriniy formy ir erdvinés saran-
gos slinktimi altoriaus link - Iganymo kelio idéjos
pabrézimas. Taciau tokios konotacijos autorés gal-
bat yra perdém pakylétai pabréziamos, nes i$ tikry-

jy tai badinga kone visoms baznycioms.

Interjero dailei skirtame skyriuje (prof. dr. L. Sin-

kanaité) i$nagrinéta istoriniy priezas¢iy nulemta

interjero kaita, atskleista altoriy dailés ikonologi-
ja, i$skirti seniausi ir vertingiausi sakralinés dailés
kariniai. Skyriaus autoré atskleidzia vidaus jrangos
ikonografinéje programoje plétoty trijy pagrindiniy
tarpusavyje susijusiy temy (Jézaus Kristaus, jstei-
gusio Bazny¢ia, Sv¢. Mergelés Marijos ir Sventyjy)
motyvy raiska (p. 73). Pavyzdziui, argumentuotai
aptarinédama $ventyjy parinkimg, kurj lémé tiek
Tridento Susirinkimo padiktuoti motyvai (populia-
ras ankstyvieji kriksc¢ionybés $ventieji), tiek asme-
niskos fundatoriy intencijos, autoré detaliai atsklei-
dzia ir vietiniy fundatoriy motyvus, nulémusius

$ventyjy parinkima.

Autoré mano, kad interjere jkanyto dailés diskurso
poveikio laukas neapsiribojo nagrinéjama baznycia
(»vaizdziai ir giliai atskleista Tridento Susirinkimo
estetika galéjo buti pavyzdys ir kitoms miesto $ven-
tovéms®); kaip reik$émingg ypatybe autoré pabrézia
tai, kad ,,parapijos baznyc¢ios meno kiriniai labai

jvairiapusi$kai atspindéjo savo epocha®

Ypac daug démesio monografijoje skirta altoriy, ku-
rie iki $iol buvo mazai nagrinéti, analizei. Aktualds
autorés svarstymai apie interjero kaitg ir perima-
muma: ,XVIII a. gale naujasis sakraliniy jrenginiy
ansamblis nepakeité nuo XVII a. pab. tradiciskai su-
siformavusios altoriy iSdéstymo baznycios erdvéje
tvarkos. Be to, visus vélyvojo baroko ir ankstyvojo
klasicizmo elementus interjere pavyko apjungti i

darnig visuma“ (p. 80).

Vertindama interjero pertvarkymus, dailétyrininké
remiasi ne tik estetiniais, bet ir etiniais kriterijais:
»Elgesys su senaisiais dailés kariniais XIX a. pab.
liudijo apie pagarbos stoka“ (p. 83). Deja, tai buvo
badinga ir véliau: interjero dekoras ir jranga di-
dziausius nuostolius patyré 1968-1970 m. atliktos

»restauracijos metu.

Skyriuje nuodugniai aptarti altoriai, juose esantys
paveikslai, idéjinei ir meninei visumos sgrangai
svarbus dekoratyvinés drozybos elementai ir an-
gely skulptiros (Své. Mergelés Marijos Emimo j
dangy altorius), pateiktos ikonologinés interpreta-
cijos, paaiskinti siuzetai, meninés raiSkos ypatumai.
Pavyzdziui, anot L. Sinkiinaités, Kauno arkika-
tedros paveiksle Sopulingoji Dievo Motina (XVI-
XVII a. sandura) autorius pateiké individualig



Pietos - vienos pagrindiniy mariologiniy temy -
interpretacija: ,,sudvasintas apsvietimas demateria-

lizuoja veikéjus - lieka tik Kancia ir Auka® (p. 97).

I$samiai pristatomi ir sieny tapybos paveikslai, ir
ornamentinés kompozicijos. Beveik visa bazilikos
interjero skliauty ir sieny puosyba, atlikta XIX a.
pabaigoje, iki $io leidinio nebuvo i$samiau nei ap-
tarta, nei analizuota. L. Sinkanaité patikslino jo-
kiais dokumentais nepagristus bendro pobudzio
teiginius apie dailininky autoryste. Autoré svarsto,
jog koply¢iy figarines kompozicijas galéjo nutapy-
ti Janas Ceslovas Moniuska, o ne Janas Cajeviéius,
kaip buvo manoma iki $iol. Tokio pobudzio patiks-

linimy, jZvalgy darbe yra ir daugiau.

Své. Trejybés altoriuje (jrengtas XVIII a.) buvusiam
vieninteliam i§likusiam paveikslui, jvertindama ana-
logijas, remdamasi tipologinés analizés duomenis,
ikonologinj konteksta, pavadinima Triumfuojancioji

Baznycia suteiké pati tyrinétoja (p. 107).

Sio neabejotinai vertingo skyriaus autorei visgi no-
rétysi papriekaistauti dél nepakankamo XIX a. dai-
lés atskleidimo. Recenzentas jzvelgty netgi tam tikra
disonansg su Architektiiros skyriumi, kur, atvirks-
¢iai, apie XIX a. pertvarkymus Katedros steigimo
proga, XX a. restauravimo darbus parasyta daugiau,
negu apie visus ankstesniuosius laikotarpius. Be
abejo, tyrinétojas negali jdéti daugiau informaci-
jos, negu gali jos rasti. Taciau, kai i$ a$tuoniy Jano
Cajeviciaus sieny tapybos darby, skirty Sv. Apastaly
Petro ir Pauliaus gyvenimui pavaizduoti, analizuo-
jami tiktai du, jau galima kalbéti apie akivaizdy
monografijos neiSbaigtuma. Juk tos astuonios sieny
tapybos kompozicijos jau sovietiniais metais buvo
jrasytos i Kultaros paminkly sgrasa, o ir dabar te-
béra Kultiros vertybiy registre. Recenzentas mano,
jog monografijoje aptariant altoriy paveikslus, turé-
jo bati skirta kur kas daugiau démesio dailininkui
Mykolui Elvyrui Andrioliui. Juk jis nutapé ketu-
riolika dideliy altoriaus paveiksly, i$ kuriy desimt
yra Arkikatedroje. Autoré placiau paanalizavo tik

Isminciy pagarbinimo paveikslg.

Dar keletas dalyky, kurie trukdo geriau jsigilinti j
skyriaus medziagg: uzrasai po paveikslais prasideda
ne nuo jo turinio, o nuo autoriaus; nenurodyti dailés

kariniy matmenys.

Skyrius apie liturginius indus ir paramentus (auto-
ré dr. Rima Valinciaté-Varné) atskleidzia baznycios
liturginiy indy ir drabuziy rinkinio kaita. Kolekcija
nagrinéjama orientuojantis i bazny¢ios funkcijy ir
statuso pokycius. Pateikiamas apibendrinamasis
rinkinio jvertinimas, atskleidziantis tiek pragmati-
ne, tiek reprezentacing puse: XIX a. liturginiy, ypac
sidabriniy indy, kiekis, didesnis nei butinoji $io rin-
kinio sudétis, rodé Kauno parapijos baznyc¢ia esant
vieng turtingiausiy Zemaiciy vyskupijoje (p. 112).
Autoré jvertina atskiry liturginiy reikmeny relik-
tine reik§me: ,ypatinga verte i$siskiria sidabriniy
zvakidziy pora, skirta Literaty brolijos globojamam
Své. Mergelés Marijos Emimo j dangy altoriui®
Aptariamos reikmeny meninés ypatybés, ornamen-
tika, ikonografija. Arkikatedroje saugomi reikmenys
ir 1§ kity bazny¢iy, o tai liudija apie ypatingg rinki-

nio kultarine verte.

Skyriuje Varpai (prof. dr. L. Sinkiinaité) i$samiai ap-
tarti keturi Arkikatedros baznyc¢ios varpai. Anksciau
placiau buvo zinomas tik didysis (Gyvuosius Sau-
kiu). Senyjy miesto parapijos baznycios varpy liki-
mas nezinomas. Recenzentui neaisku, kodél Siame
skyriuje patalpinta tiktai varpo Sv. Petras ir Paulius
iliustracija (p. 127), o varpas Sv. Juozapas iliustruo-

jamas Istorijos skyriuje (p. 29).

Kitas reik$mingas kultaros istorijos sluoksnis, su-
sijes su baznyc¢ios dvasininky pagerbimu, i$nag-
rinétas skyriuje Memorialiniai Zenklai (autoré
prof. dr. L. Sinkiinaité). Autoré pristato tiek inter-
jere, tiek eksterjere jrengtas memorialines lentas,
antkapines ir architekttirines epitafijas, antkapines
plokstes. Arkikatedros bazilikos Sv¢. Sakramento
koplycioje 2000 m. buvo palaidotas kardinolas
Vincentas Sladkevi¢ius. L. Sinkanaité aptaria me-
morialinius zenklus, nebijodama pareiksti kritiniy
pastaby apie kariniy estetine menine kokybe - pa-
vyzdziui, ji kritiSkai vertina 1989 m. jrengta arki-
vyskupo Juozo Skvirecko architektarine epitafijg
(p. 130).

Monografija esteti$kai sumaketuota, dauguma ilius-
tracijy kokybiskos. Nors Kauno arkikatedra sunkiai
apzvelgiama ilgamecio urbanistinio apstatymo ap-
suptyje, taciau jos vaizdy esama praéjusio amziaus

dailininky ir fotografy darbuose. XX a. pradzioje
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arkikatedros vaizdus publikavo lenky Zurnalai
Praca, Ziarno, tarpukariu ja piesé dailininkai Sofija
Riomeriené, Gerardas Bagdonavicius ir kiti. Sie dar-
beliai labai nepraturtinty Arkikatedros tyrimy, ta-
¢iau, jdéti  monografijg, praplésty jos kultarologinj

ir estetinj konteksta.

Monografija yra pirmas sistemingas Kauno
Sv. Apastaly Petro ir Pauliaus arkikatedros bazili-
kos tyrimy pristatymas, knyga rasé keturios autorés,
todél nei$vengta medziagos déstymo netolygumo
(atskiros vietos arba perdém detalios, arba perdém
lakoniskos). Leidziant pakartotinai, galima buty kai
ka patobulinti. Recenzento nuomone, vertéty po
kiekvieno skyriaus pateikti iSdéstytos medziagos

apibendrinimg, kultdrologinj aptarimg, o tyrimus

Vytautas PETRUSONIS

Vilnius Gediminas Technical University, Vilnius

uzbaigti visy skyriy moksline sinteze. Turéty buti
papildyta iliustraciné medziaga — pateikiami pastato
bréziniai, aptarty dailés kiriniy i$déstymo schemos,
teminé-dalykiné rodyklé (kuri buty labai naudinga

architektams).

Monografija yra ities reikémingas indélis j Lietuvos
religinio gyvenimo, religiniy bendruomeniy istori-

jos, architektaros ir dailés tyrimus.

Nuorodos

' Levandauskas, Vytautas; Levandauskiené, Regina;

Simanavi¢ius, Zibartas. Kauno rotusés aiksté. Vilnius:
Mintis, 1981, p. 36-49.

A MANY-SIDED STUDY OF THE KAUNAS SHRINE

Book Review

Review of the monograph by Laima Sinkiinaité, Rima Valinéitité-Varné, Vaida Kamuntavi¢iené and Nijolé Luksionyté-

Tolvaisiené Kauno Sv. Apastaly Petro ir Pauliaus arkikatedra bazilika (Archcathedral Basilica of St. Apostles Peter

and Paul in Kaunas). Kaunas: Kauno arkivyskupijos muziejus (Kaunas Archdiocesan Museum), 2008 (172 pages).

Gauta 2009 11 02
Parengta spaudai 2009 11 04



SANTRUMPOS / ABBREVIATIONS

KAKA

KPCA

- Kauno arkivyskupijos kurijos archyvas / The Archives of the Curia of the Archdiocese of

Kaunas

- Kultaros paveldo centro archyvas / The Archives of the Centre for the Lithuanian Cultural
Heritage

KPC AM - Kultiros paveldo centro Architektiiros muziejus / Centre for the Lithuanian Cultural Heritage,

Museum of Architecture

KPC DS - Kultaros paveldo centro Duomeny skyriaus Kilnojamyjy objekty poskyris / Centre for the

LDM

LNB RS

LNM
LVIA

MAB RS

NCDM
SAM
VUB RS

Lithuanian Cultural Heritage, Data Department, Division of Movable Objects
- Lietuvos dailés muziejus / Lithuanian Art Museum

- Lietuvos nacionalinés M. Mazvydo bibliotekos Rety knygy ir rankras¢iy skyrius / M. Mazvydas
National Library of Lithuania, Rare Book and Manuscript Department

- Lietuvos nacionalinis muziejus / National Museum of Lithuania
- Lietuvos valstybés istorijos archyvas / Lithuanian State Historical Archives

- Moksly akademijos bibliotekos Rety spaudiniy ir Rankrasciy skyriai / Library of Lithuanian
Academy of Sciences, Rare Books and Manuscripts Department

- Nacionalinis M. K. Ciurlionio dailés muziejus / M. K. Curlionis National Art Museum
- Siauliy Ausros muziejus / Siauliai Ausra Museum

- Vilniaus universiteto bibliotekos Rankras¢iy skyrius / Vilnius University Library, Manuscript

Department
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VAIDA KAMUNTAVICIENE

Humanitariniy moksly daktaré, Vytauto Didziojo universiteto Istorijos katedros docenté, C. Milogo
slavistikos centro vyresnioji mokslo darbuotoja, Kaunas

Ph. D. in Humanities, an assistant professor at the Department of History, a researcher at the Center of
Czeslaw Milosz, Vytautas Magnus University, Kaunas

Adresas / Address: K. Donelaicio str. 52, LT-44244 Kaunas, Lithuania

El. pastas / E-mail: v.kamuntaviciene@hmf.vdu.lt

REGIMANTA STANKEVICIENE

Kultaros, filosofijos ir meno instituto jaunesnioji mokslo darbuotoja, Vilnius
A researcher at the Culture, Philosophy and Arts Research Institute, Vilnius
Adresas / Address: Saltoniskiy str. 58, LT-08105 Vilnius, Lithuania

El. pastas / E-mail: regimantal@yahoo.com

LAIMA SINKOUNAITE

Humanitariniy moksly daktaré (Hp), Vytauto DidZziojo universiteto Meny fakulteto profesoré, Kaunas
Ph. D. in Humanities (Hp), a professor at the Faculty of Arts, Vytautas Magnus University, Kaunas
Adresas / Address: Laisvés av. 53-511, LT-44309 Kaunas, Lithuania

El pastas / E-mail: L.sinkunaite@mf.vdu.lt

AUSRA VASILIAUSKIENE

Vytauto DidZiojo universiteto Meny fakulteto doktoranté, Kaunas

A Ph. D. candidate at the Faculty of Arts, Vytautas Magnus University, Kaunas
Adresas / Address: Plento str. 14-5, LT-45397 Kaunas, Lithuania

El pastas / E-mail: a.vasiliauskiene@mf.vdu.lt

GIRENAS POVILIONIS

Humanitariniy moksly daktaras, Kultdros, filosofijos ir meno instituto mokslo darbuotojas, Vargony
paveldo centro direktorius, Vilnius

Ph. D. in Humanities, a researcher at the Culture, Philosophy and Arts Research Institute, a director of the
Centre for the Organ Heritage, Vilnius

Adresas / Address: Mindaugo str. 12/14-43, LT-03225 Vilnius, Lithuania

El pastas / E-mail: girenasp@yahoo.com



NIJOLE LUKSIONYTE

Humanitariniy moksly daktaré (Hp), Vytauto DidZiojo universiteto Meny fakulteto profesoré, Kaunas
Ph. D. in Humanities (Hp), a professor at the Faculty of Arts, Vytautas Magnus University, Kaunas
Adresas / Address: Laisvés av. 53-511, LT-44309 Kaunas, Lithuania

El pastas / E-mail: n.luksionyte@mf.vdu.lt

SKIRMANTE SMILINGYTE-ZEIMIENE

Humanitariniy moksly daktaré, Kultaros, filosofijos ir meno instituto mokslo darbuotoja, Vilnius
Ph. D. in Humanities, a researcher at the Culture, Philosophy and Arts Research Institute, Vilnius
Adresas / Address: Saltoniskiy str. 58, LT-08105 Vilnius, Lithuania

El pastas / E-mail: s.zeimiene@gmail.com

NERINGA MARKAUSKAITE

Humanitariniy moksly daktaré, Lietuvos nacionalinio muziejaus menotyrininké, Vilnius
Ph. D. in Humanities, an art critic at the National Museum of Lithuania, Vilnius

Adresas / Address: Arsenalo str. 1, LT-01100 Vilnius, Lithuania

El pastas / E-mail: neringa.markauskaite@mail.It

ALFONSAS MOTUZAS

Humanitariniy moksly menotyros (03 H) daktaras ir habilituotas etnologijos moksly (07 H) daktaras,
Vytauto Didziojo universiteto Kataliky teologijos fakulteto profesorius, Lietuvos Kataliky Baznycios isto-
rijos centro vyresnysis mokslo darbuotojas, Kaunas

Ph. D. in Humanities, a professor at the Faculty of Catholic Theology, a researcher at the Center of the
History of Lithuanian Catholic Church, Vytautas Magnus University, Kaunas

Adresas / Address: Gimnazijos str. 7, LT-44260 Kaunas, Lithuania

El pastas / E-mail: a.motuzas@ktf.vdu.lt

GABIJA SURDOKAITE

Humanitariniy moksly daktaré, Kultiros, filosofijos ir meno instituto jaunesnioji mokslo darbuotoja, Vilnius
Ph. D. in Humanities, a researcher at the Culture, Philosophy and Arts Research Institute, Vilnius

Adresas / Address: Saltoniskiy str. 58, LT-08105 Vilnius, Lithuania

El pastas / E-mail: gabisu@yahoo.com
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VITALIJA TRUSKAUSKAITE

Vytauto DidZiojo universiteto Meny fakulteto lektoré, Kaunas

A lecturer at the Faculty of Arts, Vytautas Magnus University, Kaunas
Adresas / Address: Laisvés av. 53-514, LT-44309 Kaunas, Lithuania
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NIJOLE TALUNTYTE

Humanitariniy moksly daktare, Vytauto DidZiojo universiteto Meny fakulteto docenté, Kaunas

Ph. D. in Humanities, an assistant professor at the Faculty of Arts, Vytautas Magnus University, Kaunas
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El pastas / E-mail: n.taluntyte@mf.vdu.lt

KESTUTIS PAULIUS ZYGAS

Humanitariniy moksly daktaras, Arizonos valstijos universiteto Herbergerio dizaino ir meny instituto
profesorius, JAV

Ph. D. in Humanities, an associate professor at the Herberger Institute for Design and the Arts, Arizona
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El pastas / E-mail: alea@post.5ci.lt

VYTAUTAS PETRUSONIS
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Architektaros pagrindy ir teorijos katedros docentas, Vilnius

Ph. D. in Humanities, an assistant professor at the Department of Architectural Fundamentals and Theory,
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Recenzuojamy
moksliniy straipsniy leidinio

1k
Meno istorija ir kritika
Art History & Criticism

Redakcinés kolegijos adresas:
Meny fakultetas

Vytauto DidZiojo universitetas
Laisvés al. 53-515

LT-44309 Kaunas
mik@mf.vdu.lt

Leidinyje Meno istorija ir kritika publikuojami meno istorijos, kritikos ir kultiiros paveldo moksliniai tyri-

mai ir apzvalgos.

ZURNALAS YRA JTRAUKTAS [ MLA INTERNATIONAL BIBLIOGRAPHY DUOMENVU BAZE, STRAIPSNIAI VISU TEKSTU
YRA TEIKIAMI VYTAUTO DIDZIOJO UNIVERSITETO IR eLABa DUOMENU BAZES ELEKTRONINESE SVETAINESE.

STRAIPSNIU ATMINTINE

- Publikuoti teikiamuose straipsniuose turi biti jvardyta moksliné problema, atskleistas jos aktualumas
ir iStirtumas, apibréztas tyrimy objektas, suformuluoti tikslai ir uzdaviniai, i§déstyti tyrimy rezultatai,
pateiktos i$vados, nurodyti $altiniai ir literatira. Santraukoje glaustai pateikiama problematika ir iSvados
viena i$ uzsienio kalby (angly, vokieciy arba pranciizy). UZsienio kalba rasyto straipsnio santrauka patei-

kiama lietuviy arba angly kalba.

— Straipsnio tekstas pateikiamas tokia tvarka: autoriaus vardas, pavardé; straipsnio pavadinimas; jvadas;
tyrimy rezultatai; i§vados; nuorodos ir/arba literataros sarasas; straipsnio santrauka; iliustracijy sarasas.
Teksto pabaigoje nurodoma: institucijos, kuriai priklauso autorius, pavadinimas; autoriaus vardas ir pa-

vardé, pedagoginis laipsnis ir mokslinis vardas; elektroninio pasto adresas.

- Straipsnio apimtis - ne didesné nei 1 autorinis lankas (40 000 spaudos Zenkly, jskaitant tarpus); santrau-
kos apimtis — nuo 0, 5 iki 1 puslapio (1 000-2 000 spaudos zenkly). Tekstas turi buti parengtas Microsoft
Word (6.0/95, 97, 2000 ar 2002) arba Microsoft Office 2003 rasyklémis ir surinktas Times New Roman 12
dydzio $riftu, 1,5 eilés tarpu. Tekstas maketuojamas A4 formato popieriaus lape su tokiomis parastémis:

vir§uje — 2 cm, apacioje - 1, 5 cm, kairéje — 3 cm, deSinéje - 1, 5 cm.

~ Zurnalo redakcinei kolegijai pateikiamas vienas straipsnio ir visy jo priedy egzempliorius, parengtas
kompiuteriu ir i$spausdintas ant vienos A4 formato popieriaus lapo pusés lazeriniu spausdintuvu ir elek-
troniné laikmena (kompaktinis diskas arba diskelis) su straipsnio ir priedy jrasu. Publikavimui skirtos
iliustracijos turi buti geros kokybés ir atliktos ant popieriaus. Kiekvienoje i$ jy nurodoma autoriaus pa-

vardé, kiirinio pavadinimas ir iliustracijos numeris.

- Autorius turi pristatyti redakcinei kolegijai vieng straipsnio recenzijg, pasirasyta mokslininko, atitinka-

mos srities specialisto.
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of the summary should be approximately 0,5 - 1 page (1000-2000 characters). Text should be processed
with Microsoft Word (6.0/95, 97, 2000 or 2002) or Microsoft Office 2003 and typeset in 12 point Times
New Roman with line spacing 1,5. The paste-up should fit paper size A4 with following margins: top - 2
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responding field of study.
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