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Abstract: The topic of this paper is the result of the completion of the conser-
vation and restoration project of the Croatian Conservation Institute, which has
been carried out by Zana Matuli¢ Bilag, consultant conservator-restorer from Split
Department for Conservation. In the period from 2014 to 2018, she preserved the
doors themselves, but also 65 of their fragments and segments which are owned
by the Split City Museum. Apart from studying the history and technical prop-
erties of this monumental historical art piece (whose exceptional preservation
stems partly from the fact that they were preserved in the place where carved
and painted), the research also involved a much wider history of wood and carv-
ing monumental heritage on the Croatian (Dalmatian) coast, establishing already
now a significant database of various professional and scientific data.

The whole venture was presented in May 2018, with a separate exhibition at the
Museum of Fine Arts in Split, a scientific colloquium and a series of lectures. On
that occasion, a virtual reconstruction of the original polychrome of three figural
reliefs was presented, based on the mapping of the preserved micro particles of
paint, and in the virtual concept of Mladen Culi¢ who also made a computer 3D
CAD model - visualization of the structures of the gate itself. The knowledge of
the original polychromy of Buvina’s masterpiece has become even clearer in the
meantime. A complete overview of the pigment residues on the doors, the target-
ed sampling and the analytical interpretation process, where Zana Matuli¢ Bila¢
and her associates spent five years, has presented enough elements to propose a
complete reconstruction of the original polychromy - as they could be imagined
by their author, Andrija Buvina, pictor de Spaleto (as mentioned in the contempo-
rary record), back in 1214. All this was at help for Mladen Culi¢ to create a sugges-
tive virtual coloured model of the whole doors, painted with computer-tailored
pigments. In the restoration process in 1908, the gateways were given a new
visual identity of the unified colour and optical effect, but almost all traces of the
original polychromy were irreversibly lost. At this time, virtual model is our only
link with the possible original appearance of the Buvina's Gate, a complete and
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authentically painted sculpture of the 13th century in Split. The first presentation
of the virtual model was held in the same cathedral, within the Science Festival
in April 2019, under the title: De Coloribus Andrece Buvince, with the introducto-
ry presentation of Professor Josko Belamari¢ from the Institute of Art History of
Croatia. Therefore, in the basic lines, the problems of conservation and restora-
tion of the gate will be presented, and the method of reconstructing the original
layout, i.e. the computer visualization of the constructive door elements.
Keywords: Buvina, digital reconstruction, polychrome wood, Romanesque doors,
Split cathedral, medieval polychrome sculpture

Fig.1

Monumental wooden doors of the Split Cathedral (Cathedral of St. Domnius), were made and installed
by Andrija Buvina, pictor de Spaleto' (as mentioned in one of the 13th-century references), on St George’s
Day, 1214, in the frame of the ancient portal of the former Diocletian’s Mausoleum, which in the Early
Middle Ages became a Christian Cathedral (Fig. 1).

In May 2018, five-year-long conservation-restoration project of the Croatian Conservation Institute
and the Ministry of Culture of the Republic of Croatia, in collaboration with Institute of Art History —
Cvito Fiskovi¢ Centre in Split, was presented to the public at the international scientific conference and
multimedia exhibition Wooden Romanesque Doors of the Split Cathedral - Research, Conservation, and
Protection, held at the Museum of Fine Arts in Split.2

1 Arhidakon, Toma, codex from the 14t century Fontfogna library, the so-called Codex Papali, kept today
in the Nemzeti Museum, Budapest f. 2 (copy from the 14™ to 15t century)

2 https://www.galum.hr/izlozbe/izlozba/1594/; http://www.h-r-z.hr/index.php/djelatnosti/stra-
ni-skupovi/2774-drvene-romanicke-vratnice-splitske-katedrale-i
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In the beginning, the project was intended to be simply a review of the current condition and some sur-
face cleaning of the doors, to mark their 8th centennial (this being the first intervention after the major
renovation by Max Dvorak, Frane Buli¢ and Antonin §vimbers|<)’/ in1908).

However, a thorough comparison of the current condition and the state before the 1908 renovation, had
arisen a number of new questions, and the search for the answers begun at the International Scholarly
Conference The Doors of Andrija Buvina in Split Cathedral: 1214-2014, organised by KnjiZevni krug, Art His-
tory Institute and Croatian Academy of Sciences and Arts of Split in Milesi palace, 23-24 September 2014.3

Adding to the contributions of the conservator and principal researcher, Zana Matuli¢ Bila& (Croatian
Conservation Institute), scholarly consultant Josko Belamari¢ (Institute of Art History), expert consul-
tant Charles Indekeu (University of Antwerp) and artistic consultant Mladen Culi¢ (Arts academy of the
University of Split), the project has included another twenty academic and scholarly papers from various
disciplines, which have significantly advanced the understanding of the medieval heritage of Dalmatia
within its European context. What was at first a conservation programme then took on the character of an
integrated scientific research programme, expanded to include all works in wood in 13th-century Split.#

The project was completed and presented to the public at the multimedia exhibition in 2018, with the
intent to present all the new insights and information, acquired over the five years of the multidisci-
plinary research.®

Romanesque doors of the Split Cathedral, one of the most important and intriguing pieces of Croa-
tian and European medieval heritage, surprisingly, have not been a subject of the scientific and technical
study until recently. Though the conservation-restoration was carried out in situ, the research was also
focused on the original door elements, which were sawn off and replaced with replicas, during a major
restoration in 1908. Untreated in the mentioned restoration, the original parts were then stored and
forgotten at the depot of the City Museum of Split (before in Archaeological Museum of Split); being
untreated they present a precious material for the contemporary “forensic” analyses.

Buvina’s doors, framed by the monumental portal of the Diocletian’s mausoleum, which has an aper-
ture of 508x303 c¢m, are surrounded with an ornamental stone frame and a lintel that up to the renova-
tion of 1910 was still preserved in its original shape.® The architect of the Split doors of the early 13th cen-
tury had to create a model that complied with the Antique architectural frame of the Diocletian palace,

3 https://www.ipu.hr/content/info/Vratnice-Andrije-Buvine_programska-knjizica_2014.pdf; Vratnice
Andrije Buvine u splitskoj katedrali: 1214.-2014. — Zbornik radova / The Doors of Andrija Buvina in Split
Cathedral - proceedings: 1214-2014, (ur.) Josko Belamari¢, Guido Tigler, Split-Zagreb, 2020

4 Excerpt from: Zana Matuli¢ Bilag, A Historical Continuity: Research into and Conservation of the Medie-
val Doors of Split Cathedral, IIC, 30 Aug 2019 - https://www.iiconservation.org/content/historical-con-
tinuity-research-and-conservation-medieval-doors-split-cathedral

5 Romanesque wooden doors of Split Cathedral - research restoration and protection, exhibition cata-
logue, May 8 - June 8, 2018, Zagreb, Zagreb, 2018: http://www.h-r-z hr/images/stories/godina_bas-
tine/buvina_publikacija.pdf ; Matuli¢ Bila¢, Zana, "The Romanesque Wooden Doors of Split Cathedral
- Research. Conservation and Protection 2014 - 2018 / Drvene romanicke vratnice splitske katedrale
- istraZivanje, restauriranje i zastita 2014. - 2018/, in: Vratnice Andrije Buvine u splitskoj katedrali: 1214-
2014 - Zbornik radova / The Doors of Andrija Buvina in Split Cathedral - proceedings: 1214-2014, (ur.)
Josko Belamari¢, Guido Tigler, Split-Zagreb, 2020, 119-148

6 In1910 lintel was replaced, as were the parts of the doorframe. Niemann explains and draws the state of
the portal before the renovation (Niemann, George, Der Palast Diokletians in Spalato, Vienna, 1910, 66,
84-85, plate XVII). On a photograph of the detail of the portal (by Jozef Wlha), the replaced parts are bet-
ter visible than today (Vienna, Bildarchiv, Austrian National Library, no. of photograph 2922 (glass plate))
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Fig.2

primarily with the very large portal within which he had to set the iconographic idea of the whole, using
the visual style of his time and its determinants.

The monumental wooden doors (526x356x13 cm, about 1,300 kg) are constructed of 380 separate ele-
ments of oak and walnut, once held together with almost 1,400 metal nails and wooden pegs; only a few
of these are extant, while others were replaced with the brass screws during the 1908 renovation. The
whole carved surface (about 19 square metres) is divided into 28 fields with reliefs showing the Life of
Christ, from the Annunciation to the Ascension (Fig. 2).

Although preparations for the renovation of the cathedral started in 1852, in the end it was carried
out no sooner than between 1880 and 1885. Just before the beginnings of the works, for the first time in
their history the doors were taken down and placed against the walls of the Temple of Jupiter, or St John’s
Baptistery, on wooden beams reinforced with stone blocks, where for the next 28 years they awaited the
ending of the works in the cathedral, and their own renovation to fit the new presentation of the interior,
the portal, the entry steps and the bell tower.” From the appearance of the doors and the details that can
be read off from the extant photos, it is certain that, in their original form, they would have represented
an invaluable treasure and a real treat of chemically pure materials; historically established stratigra-
phies, in their original form. However, in the renovation that ensued, they were lost forever, physically
and chemically contaminated with a whole range of materials.

7 During the whole of this period, there were long discussions about the way to renovate them, and the
choice of the first restorer. The chronology has been reconstructed by Stanko Piplovi¢ from documents
from the Buli¢ Archive of the Split conservation department (S. Piplovi¢, “Historijat obnove Buvininih
vratnica na splitskoj katedrali 1908, Kulturna bastina/40, (Split), 2014, 297-314).
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Fig.3

In the process of complete renovation in 1908, which lasted five months, with a whole series of far-go-
ing procedures, Antonin Svimbersky did indeed restore to the doors a decent strength, functionality and
appearance, but he changed them, irreversibly and diametrically, from their as-found properties, inter-
preting them in a new manner by the creation of a new physical, chemical and visual identity. Most of
the procedures Svimbersky carried out, are today extremely dubious and in large part unacceptable. Al-
though the doors are today unified in form and colour down to the detailed level, the extant elements and
drawings, as well as the files discovered, prove to us that their appearance today, with all the impression
of integrity and coevalness, conceals a different picture. After the mapping of the preserved segments,
the analyses conducted, and research into the files in line with these new understandings, it was conclud-
ed that the doors had been structurally restored once, even before 1908.

The renovation of the doors in 1908 has changed the physicochemical properties of the material, took
from us the certainty of their original elements, washed out almost all of the remnants of the original
polychromy, almost all of the metal material of the joints, most of the traces of the wood tools, and a large
part of the original treatment of form.

The reason lies in the choice of the method for conserving the wood; all of the segments of the door, af-
ter the disassembly and cleaning, were soaked in a water bath with substances such as vinegar and spices
(to kill insects), after which they were slowly seethed in hot turpentine, then rubbed and polished with a
wax/resin mixture, and the polychrome was scraped off with a toothed chisel.® Although these materials
did not get deep into the structure of the wood (only 2-3 rings), they have made detailed exploration of
the style and technique of the carver’s work impossible, as noted long since.®

That is the reason why such importance was given to the discovery of as many as 65 original segments
of the doors, found in the depots of the Archaeological and Split City Museum (Fig 3).

In the 1908 operation they were sawn off and replaced with new carvings, but this has made possible
the detailed technical research into the polychromy and authentic properties of the original wooden ma-
terial today, preserved traces of the original carpentry and carving tools (23 types of tools were distin-
guished), the techniques of wood working and painting, as well as a number of historical modifications
to the doors. In the renovation procedure, Antonin Svimbersky completely disassembled the door into
its components, including the oaken grid, from which he took out the nails, then enlarged the holes and

8 Cori¢, Franko - Juri¢, Zlatko, ,Obnova Buvininih vratnica 1908. godine”, Portal/1, (Zagreb), 2010, 75-88,
78. Examining the toolmarks was ascertained that Svimbersky made a toothed chisel, with which he
systematically scraped off the firmest layers of the polychrome, naturally also damaging traces of the
working of the wood.

9 Karaman, Ljubo, Buvinove vratnice i drveni kor splitske katedrale, in: Work of Croatian Academy of
Sciences and Arts, vol. 275, (Zagreb), 1942, 6.
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Fig. 4

reconstructed them with wood plugs; when the planks were put together again, he used 130 long brass
screws. The doors were impregnated and lavishly painted.

There are some mentions of the polychromy of the doors, in authors who have dealt with this subject™,
but this research has engaged primarily with the detection of the microscopic remains of paint on the doors,
and particles of pigment on the segments of the door that were sawn off.

First phase of the search for the pigment particles on the relief surface was carried out in situ. There
is practically no flat surface on the doors, and examination with microscopes, even small digital micro-
scopes, in the VIS, UV and IR spectra was without success since there is a thick layer of secondary materi-
als from 1908 over the particles. Finally, with an 8x magnifying glass and a high powered beam of a caving
lamp, between the layers of stain, wax and filler, under an exactly determined enlargement and angle of
light, the particles shined out in clear colours and the identification of the palette of the painter began, to-
gether with the way in which individual colours and tones were built, how were the surfaces demarcated,
hands and faces shaded, golden surfaces gilded and polished. Selected samples were also analysed with
XRF in situ, but because of the high quantity of lead and heavy metals in the secondary layers the results
were irrelevant. Still, in some places they did help in the detection of the certain pigments, which were
then sampled and later analysed in the lab (Fig. 4 and Fig. 5).

Since the remnants of paint particles are sporadic, it is not possible to identify the complete palette of
the painter and to virtually reconstruct the original polychrome of the whole doors in their current con-
dition. However, at about the middle of the left leaf, three fields are well documented, and, in part, three
more. The conclusion about the polychrome of the doors is as follows: the figural reliefs were richly painted

10 The first historical mentions (but not the colour) is given by Eitelberger von Edelberg, Rudolf (Die Mit-
telalterlichen Kunstdenkmale Dalmatiens, Wien, 1884.), while Jackson writes: The whole of the carving
was once gilt, and the ground picked out with red, as may be seen from traces remaining in the upper part
of the doors where the lintel has sheltered them from the weather. (Jackson, Thomas Graham, Dalmatia,
the Quarnero and Istria, 2, Oxford 1887, 48.) On the watercolour of Petar Zecevi¢ (1849), there are no
traces of paints. In several microsections secondary layers of pigments were found: orange, red, blue
and gold. The visible of the basic colours, visible to the naked eye, is described by Karaman, Ljubo, Buvi-
nove vratnice i drveni kor splitske katedrale, in: Work of Croatian Academy of Sciences and Arts, vol. 275,
(Zagreb), 1942, 6: “This is the same harmony of colours with which the Greek masters painted... and
with which the Croatian carvers sometimes enlivened their interlacing carving... the carving of wooden
frames of Gothic polyptychs” Judging from these traces, up to the renovation of 1908 on every panel
there were at least 10 or so square centimetres of polychrome, preserved mainly in the upper panels,
and more on the right side. On the left gate there are far tinier fragments and particles. Since they did
not hinder the perception of the pure wood, they were saved from being scraped off!
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with a set of pigments, used to colour robes, drapes, animals, objects, furniture, plants and architecture, in
uniform colours, without shading. Recorded here were white (lead white), blue (azurite), light and dark red
(vermilion, red ochre, crimson lake), grey (lead white, organic black and additions), dark green (orpiment,
indigo and azurite) black (organic) yellow (orpiment, iron ochre) and gold. The flesh colours are composed
of several tones in a number of uniform shades, depending on the kind and role of the person. The faces and
hands were shaded by the gradation of redness. These eyes were painted, the irises too. The background in
all of the scenes was azurite blue, which was found in tiny fragments on three fields. All the other segments
of the doors were painted in the interplay of red and gold: straight frames, the circles around the spherical
handles and the spheres themselves were red, as well as the background of the reliefs of all the ribs, and on
the slanting frames, these two colours intertwine through different ornaments and combinations. All the
high reliefs of the ribs were gilded, and some of the human figures in them are painted with flesh colours.
Very thin, unpolished gold leafs were applied to a brownish-red ground.

The identification of the pigments was carried out in association with Cristina Thieme (Technische Uni-
versitidt Miinchen), who is experienced with the technology of medieval paintings on the Adriatic coast,™

11 Thieme, Cristina, Das Tafelbild aus der Kathedrale von Trogir, Kunsttechnologische Studein zur Tafel-
malerai Dalmatiens des 13. Jahrhunderts, Reichert Verlag Wiesbaden, 2007.
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while the stratigraphy of the micro layers as well as the basic materials and pigments was identified in the
science laboratory of the Croatian Conservation Institute.

It was not possible to ascertain traces of protective coatings, or of the binders, because of the contam-
ination of the layers and the permanent chemical changes they had undergone. The doors were, in con-
clusion, richly painted in their entirety in accordance with the iconography of the reliefs and the meaning
of the figures, framed with a two-colour frame of relief bands that were gilded and created a marked
reflection of the light and thus remained in the foreground, just like the golden decorative frames of the
coffers. From a distance, they spoke out just in the same way that the pages of medieval books spoke out:
large, open and easily readable, visible and clear from each point around the cathedral and in front of it.

In Split, the 13th century was a golden age of historical prosperity. Yet, that era of its artistic heritage
includes only nine surviving monuments in wood, which is a very small number in comparison to the
postulated original corpus, and so new data are even more precious.

After the research into the construction of the doors (3D CAD model of the construction) and the remain-
ing particles of paint, the original appearance of the doors could indeed be conjured up today, but only with
virtual media. The discovery and analysis of tiny particles of the original polychrome under the deposits of
secondary layers, the oldest one carved and painted wood in Dalmatia, have made possible an understand-
ing of the pattern of the original painting, and also its virtual reconstruction (Mladen Culi¢, University of
Split), putting before us a marvellously suggestive approximation of its complete original appearance.

Well founded and proven colour palette was derived from the gathered data, and in 2018 first virtual
reconstruction of the original coloured appearance was visualised in every detail with digital brushes in
the interpretation of Mladen Culi¢ (tools: Wacom Grapphire classic 4, Adobe Photoshop CS6). The hypo-
thetical reconstruction of the whole of the painting of the door was then completed in 2019, with the use
of the previously established palette composed according to the overall scientific knowledge, redesigned
with a digital media.'?

Partial reconstruction of the carving was also executed before the colouring itself, as the lower row of
reliefs and some of the relief bands are heavily damaged to the point of illegibility, but could be digitally

Fig. 6

12 Materials that Mladen Culi¢ brought together are available at: https://www.mladenculic.com/3d-dig-
ital-reconstructions
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reconstructed by the use of the clone brush, not by digital 3D modelling, but by cloning, “quoting” Buvina
himself, using different parts of the surrounding fields to rebuild the missing faces, legs, robes or other
missing elements. (Fig. 6)

In a similar manner, outer laths were recreated and the central one repositioned to the left leaf as it was
its original position.

Virtual colouring can give satisfying results only if the underlying photography is of a high quality and
high resolution. Though photos of the doors before 1908 restoration have certain quality as they capture
the sharper form and more detailed texture of the reliefs before the treatment, and later ones are lacking
that sharpness and they have too smooth and too shiny appearance, it was important to have certain
uniformity of the whole, and more recent photo material was available in higher resolution and with
uniformly lit, so mostly 7. Baci¢’s works were used to create one ultra large composite template that was
detailed enough to be coloured and possible to build, and look natural at the same time. It is almost im-
possible to make a quality shot of the doors, with a uniform light, because of their dimensions and fixed
positioning in the cathedral so the colouring template had to be constructed from 28 different photos,
24 from Zivko Baéi¢, 1 from Jozef Wiha (before 1908) and 3 from Robert Matié (also recent photos) and
it’s pixel size is 14000%20000 pixels and almost 3 GB size. Best photos were chosen, though far from the
ideal situation, and it was still a challenge to blend them all together because of the different shooting
angles, also they had to be warped, distorted, resized and repositioned to somehow fit and to make a
whole of the doors together.

Next step was to brighten the dark brown wood colour of the relief; so the whole image was “over-
painted”, as if it was a real wooden panel, sized and primed, coated with the pale white gesso, to create
brighter and neutral colour base which also makes it possible to colour it later with transparent layers,
giving it “thin coloured glaze over the chalk” appearance. This was achieved by adding the new layer of
white colour and blending this layer carefully with soft light and overlay blending effects, caring not to
dim the contrast and the play of light and shadow of the carving photo, thus not dimming the plasticity of
the carving, or its surface texture.

226



Fig. 8

Then, similarly, all the surfaces that had to appear gilded were coloured by overlapping them with the
golden yellow colour in the separate upper layer. The underlying photo-template’s highlights and shad-
ows were then manipulated by the burn and dodge tools, darkening the existing shadows or brightening
the highlights, to mimic all the shiny golden effects and contrasts.

It is important to emphasize that because of this basic intention, which was - not to lose Buvina’s re-
lief or its texture, entire colouring process was subdued to its preservation and colouring was never as
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intensive, thick and opaque as it was most certainly done in the original polychrome. It is very easy to
over-colour a photo, to annul its beauty, and to make a virtual reconstruction look inconsistent and exag-
gerated. What was more important than showing the original colours in their full splendour, was to give
an impression of the synergy of the colour and form, to bring a new light on these dark, monochrome
Romanesque doors, but at the same time, to preserve, and not to harm the beauty they still have.

Colouring continued with the next layer that was used to create another dominant colour, which is red
background of the gilded surfaces and red frames surrounding the relief fields. Then in the fourth layer,
azurite backgrounds of all the 28 fields were added, complementing the whole with the third dominant
colour, thus creating the strong base of red, yellow (gold) and blue. Then, the flesh tones were added to dif-
ferentiate the faces, hands and legs from the robes. Since all the layers are separate, it is easy to manipulate
them individually to harmonize the colours. The colouring continued in separate layers, colouring the robes
of different colours, and other represented objects and surroundings, finally adding hair colours and face
details in the final layers. More than 30 layers were used to finely manipulate and match colours. (Fig. 7)

Since the upper part of the doors is better preserved, the colouring was much easier and results were
better; but as we go lower, the quality of the relief deteriorates, and with it the quality of the photos and
the digital reconstruction of the polychrome too. (Fig. 8)

ILLUSTRATIONS

1: Romanesque doors of the Split cathedral, Andrija Buvina 1214; before and after the 1908 restoration, Jozef Wlha
1907 / Zivko Bati¢ 2008

PomaHHuKa BpaTa cnnuTcke KaTedpane, AHapHja byBrHa 1214; npe W nocne pectaypaliuje 1908. Jozed Bnxa 1907 /
YXwusko baunh 2008

2: Structural assemblage of the doors according mapping of the structural segments M. Culi¢, 2018
ICOHCTpYKTHBHHM CKIlOM BpaTa MpemMa Marnupatsy CTpyKTypHHX cermeHaTa M. Yynuh, 2018

3: Bevelled frame labelled 52L, Split Municipal Museum, G. Tomljenovi¢, 2018, Image courtesy by Croatian
Conservation Institute

YKoLeHH oKBHp ¢ 03HakoM 52J1, Mysej rpaga Cnnuta, . Tommerosuh, 2018, Cnvka mbybasHowwhy Xpsatckor
pecTtaypaTopcKor 3aBofa

4: Pigments visible in cross-sections, sampling Zana Matuli¢ Bila¢, cross sections and analyses Marijana Jelinci¢
(Croatian Conservation Institute) and Cristina Thieme (Technische Universitat Miinchen), Images courtesy by
Croatian Conservation Institute

MUrMeHTH BUOJbHBH Y NpecjeLima, y3umatbe y3opaka Xarna Matynuh bunay, npecjeuu 1 aHanuse MapwjaHa
Jenunuuh (XpBatcku pectaypatopcku 3aBog) 1 Lipuctrta Tume (TexHrukn YHHUBEP3HUTET MUHXEH), ClikKe
my6asHoLhy XpBaTckor pectaypaTopckor 3aBoaa

5: FTIR, Arts Academy of Split; XRF analysis, Image courtesy by Croatian Conservation Institute 2017

OTHP, YmjeTHHuka akanemuja y Cnnuty; XRF aHanusa, Cnuka je nobujeHa mbybasHoluhy Xpsatckor pectaypatopckor
3aBofa 2017

6: Virtual reconstruction of the relief, M. Culi¢ 2019 (photo Zivko Baci¢)

BupTyenHa pekoHcTpyKuHja perveda, M. Hynuh 2019 (poto Xusko baunh)

7: Process of coloring and the final result according to the proved basic pattern on 3 reliefs (Zana Matuli¢ Bilag), M.
Culi¢ 2019

MpoLiec 6ojetba M KOHAYHK pe3ynTaT Npema fokasaHOM OCHOBHOM Y30pKy Ha 3 pesbeda (XKaHa Matynuh bunau),
M. Yynuh 2019

8: Before and after the digital colouring, 10 relief fields according to a proved results on 3 reliefs and interpretation
based on Mladen Culi¢ proposition 2019

Mpe v nocne gurutanHor 6ojeta, 10 pesbedHHX Mosba Npema fokasaHWM pesynTaTima Ha 3 pebeda 1
MHTeprpeTaLujH Ha ocHoBY npeasiora Mnagexa Yynuha 2019
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OPBEHA PUMCKA BPATA CINJIUTCKE KATELOPANE - BUPTYE/THE PEKOHCTPYKLIHJE

Pesnme: KomnnetaH npernes octataka nurmMeHata Ha BpaTMMa, LIM/baHOT y3MMakba y30paka v npolieca aHa-
NIUTHYKe WHTeprpeTaLuje, Ha YeMy cy XKaHa Matynuh brunay v beHu capafHHLIM NPOBeH NeT roauHa, odes-
depHo je je JOBO/LHO enemeHaTta 3a MOTMYHY BHUPTYeNHY PEKOHCTPYKLIMjy U3BOPHOT MOMIMXpOMa — Kakas je
AaBHe 1214. rolMHe MOrao Jia 3aMHCIH keroB ayTop Anapuja bysuHa, pictor de Spaleto (Kako ce nomuie y
caBpemeHOM 3anucy). Cee oBo nomorno je MnapeHy Yynuhy fa cTBopH cyrectMBaH BUpTyanHH 0dojeHn Mo-
Len Lenux BpaTa, 000jeH NMMrMeHTHMa Koju Cy npunarofeHu padyHapy. Y npolecy pectaypalivje 1908. roou-
He, BpaTa Cy JoOHNa HOBH BM3YeSIHHU MOEHTHUTET yHHbHLMpaHe Soje 1 onTHYKor edekTa, anu Cy roToBo CBH
TparoB1 NpBOOMTHOT MONMXPOMa OHUNIK HEMOBPATHO M3ryd/beHH. Y OBOM TPEHYTKY BUPTYanH1 MOAEeN jefrHa
je Be3a ¢ Moryh1m HM3BOPHWM H3rnefoM ByBHHHUHKX BpaTa, LENIOBHUTE M ayTEHTHUYHE CKY/NType OC/IHKaHe y
13. Beky y Cnauty. Yectuue nurmerTa fokasaHe cy camo 3a 6 nosa pemeda. 3a Macakp HeBUHUX, TpA3HUK
Basegerva [oclioga Hawela Hcyca u Mcycoso kpuwtierve y peuu JopgaH, npoHaheHa je nyHa naneta, a 3a Ceagdy
y Karu, Xpuciioso uckyuwerve v bnatosecttiu camo fenumuyHo. OBo Tpeda y3eTH y 003up TOkOM nocmatpama
PEKOHCTPYKLHj€ jep, HaKo je CTBOpeHa MO aHanorMju U eCTeTCKOj JIOTHLM, M HaKo CY HEKE YecTHLe MUrMeHTa
[oKasaHe W 3a ocTaTak BpaTa (TparoBM 3nata, LMHOOep LipBeHe, HEeKH OKep MUIMEHTH U Heke a3ypHTHe nosa-
IMHe) ocTaTak BpaTa je Mnak joLl yBeK CamMo YMETHHUKH MPEeor U CUIypHO HHje NpaBH U3rne[, OpUrHHanHor
nonuxpoma. BaxkHo je HarmacuTh na je 350or oBe OCHOBHe Hamepe — Aa ce He M3rydu byBHMHHH pemed nnu
tberoBa TeKCTypa — YMTaB noctynak dojerba H1o noppeheH erosom ouysatby, a doja HHKaaa HHje drno Tako
MHTEH3WBHa, rycTa M HEMpO3HpHa, Kao LUTO je TO HKNIO CaCBUM CHIYPHO Y OPUIHHaHOj NONMXPOMHjH. Bpno je
nako npesHLLie 000jUTH dhoTorpadHijy, MOHHULITHTH HeHY NENOTY M YHHHHUTH [la BUPTYesIHa PeKOHCTPYKLIHja 13-
rnepa HepocnenHo U npetepaHo. OHO LUTO je BaXHHje o[l NpHKa31Batba OPUrMHaNHKX doja y hHXOBOM NyHOM
cjajy, brno je fa ce cTBOpH yTHcak cHHeprHje boje 1 hopMe, ia ce Ha OBa MpayHa, MOHOXPOMHa poMaHH4Ka
BpaTa yHece HOBO CBET/IO, a/lk [ Ce UCTOBpeMeHO cadyBa be3 olwTehera nenota Kojy joLl yBek nocesyjy.
KrbyuHe peuu: BUpTyenHa peKoHCTPYKLHja, BUPTYenHa NoNuxXpomHja, byBHHa, AUrHTanHa pekoHCTpyKLH]a,
MONMXPOMHO ApBO, POMaHHuKa BpaTa, CnnuTcKka KaTeapana, cpefhoBeKOBHa NOMXPOMHA CKynnTypa
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