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Wprowadzenie

»Nalezal do twoércéw samodzielnych, niewiele ko-
rzystal z graficznych wzoréw i nielatwo poddawat sig
wplywom” — tak Jerzy Gadomski [1988, s. 152] scha-
rakteryzowal Jana Wielkiego, malarza bedacego jedna
z mnajsilniejszych osobowosci artystycznych Krakowa
konica XV w. W kontekscie tradycyjnego, opartego na
pojeciach repetycji 1 wzoréw dyskursu na temat sztu-
ki $redniowiecznej odwolywanie si¢ do twodrczej nie-
zaleznosci bylo nieco ryzykowne, moglo bowiem by¢
postrzegane jako wynik slabosci wywodu badacza,
a nie akcentowania sily twdrczosci artystycznej. Dzi§
chyba bardziej niz w ubieglym stuleciu dopuszcza sig
w dyskusji naukowej nad sztuka wiekéw Srednich ar-
gument kreatywnosci, historycy sztuki wyrazaja tez
Swiadomos§¢, ze tylko niewielki odsetek dziel tamtej
epoki przetrwal do naszych czaséw. Mimo to z trudem
przychodzi si¢ godzi¢ z niemoznoScig wskazania tzw.
analogii, zwlaszcza w czasach cyfrowej humanistyki,
niemal nieograniczonego dost¢pu do materiatu porow-
nawczego. Konfrontacja z nietypowoscia dziela sztuki
nader czg¢sto wiaze si¢ z odkryciami czynionymi w toku
prac konserwatorskich. Do niedawna sadzono np., ze
w Malopolsce u kresu epoki Sredniowiecznej nie po-
wstawaly obrazy na ptétnie 1 dopiero badania konser-
watorskie wizerunku Chrystusa Salwatora w katedrze

Introduction

“He was an independent artist, hardly ever making use
of prints in his compositions, and he was not easily in-
fluenced.” This is how Jerzy Gadomski [1988, p. 152]
characterized Jan Wielki, a painter who counted among
the strongest artistic personalities in Cracow at the end
of the fifteenth century. Within the context of traditional
art-historical discourse of medieval art, based on the no-
tions of models and their repetition, a reference to artis-
tic independence must have been a bit risky, as it could
have been understood as attesting to the scholar’s poor
argument, instead of being a means of emphasizing the
strength of the painter’s artistic individuality. Nowadays,
an argument of creativity is probably more permissible
in scholarly discussion about the art of the Middle Ages
than it used to be in the previous century; furthermore,
art historians express their awareness of the fact that only
asmall percentage of artworks originating from that peri-
od has survived to the present. Nevertheless, it is always
difficult to reconcile oneself to the inability to identify
the so-called analogies, especially in the era of the dig-
ital humanities and an almost unlimited access to com-
parative material. More often than not, a confrontation
with an atypical artwork is related to discoveries made
in the course of a conservation treatment. For instance,
until very recently, it was believed that no paintings on

*dr hab., Uniwersytet Jagielloniski, Instytut Historii Sztuki

*Ph.D. D.Sc., Jagiellonian University, Institute of Art History

Cytowanie / Citation: Horzela D. A Hidden Shape: Questions about the Form, Function, and Use of a Painting by Jan Wielki in Kurozweki. Wiadomosci

Konserwatorskie — Journal of Heritage Conservation 2024, 79:128-149

Otrzymano / Received: 27.03.2024 « Zaakceptowano / Accepted: 21.06.2024

doi: 10.48234/WK79SHAPE

Praca dopuszczona do druku po recenzjach

128

Article accepted for publishing after reviews

Wiadomosci Konserwatorskie ¢ Journal of Heritage Conservation « 79/2024



krakowskiej z lat ok. 1470-1480 zaprzeczyly temu prze-
konaniu, wykazujac — ku zaskoczeniu konserwatordéw
1 historykéw sztuki — ze jest to wiasnie obraz namalowa-
ny tempera na plétnie bez zaprawy, jedyny z tego okresu
zachowany w Polsce [Wawel 1000-2000 2000, s. 75-76;
Schuster-Gawlowska 2006; Lanuszka 2017].

Jednym z dziel, ktére w zwiazku z konserwacja od-
stonily swoje tajemnice, jest znajdujacy si¢ w koScie-
le parafialnym w Kurozwegkach obraz przedstawiajacy
Chrystusa Bolesnego, Matke¢ Boska Bolesng 1 $w. Jana
Ewangelist¢ z fundatorem polecanym przez §w. Jakuba
Starszego. Zostal najpewniej namalowany przez Jana
Wielkiego w Krakowie ok. 1490-1495 r. Dzieto, pocho-
dzace z koSciola Bozego Ciala kanonikéw regularnych
laterafiskich w niegdysiejszym mieScie Kazimierzu
(obecnie dzielnicy Krakowa), bylo wielokrotnie prze-
ksztalcane w zwiazku ze zmianami sposobu i miegjsca
ekspozyciji, co skutecznie zatarfo jego pierwotng formg.
Obserwacje poczynione w trakcie konserwacji przepro-
wadzonej w roku 2020 przez mgr Eweling Gruszczyn-
ska zmuszaja do ponownego rozpatrzenia kwestii pier-
wotnego wygladu i1 sposobu prezentacji tego obrazu.

Stan badan

Jedno z najznakomitszych dziel p6Znogotyckiego ma-
larstwa matopolskiego od dawna jest przedmiotem za-
interesowania historykdw sztuki, a do literatury przed-
miotu wprowadzit je Feliks Kopera juz w 1926 r. Jego
uwagi oparte byly na znajomosci obrazu powaznie
przemalowanego, ale wlasnie dlatego przedstawiony
przezen opis 1 dwie fotografie dokumentujace jego stan
sprzed i po konserwacji wykonanej krétko przed wyda-
niem ksigzki maja obecnie ogromng warto$¢, pozwala-
jac odtworzy¢ dzieje zabytku [Kopera 1926, s. 105-106,
il. 113, tabl. 20]. Pod tym wzgl¢dem znaczaca jest tez
wzmianka w Katalogu zabytkéw sztuki w Polsce z 1957
r., uzupelniono ja bowiem o fotografi¢ dzieta wykona-
na po kolejnej konserwacji, ktdra odslonila pierwotng
warstwe malarska, co dopiero wtedy umozliwito bada-
czom malarstwa dalsze studia [Katalog zabytkdw 1957,
s. 29, il. 78].

Wigkszo$¢ historykéw sztuki [Walicki 1938, s. 188;
Katalog zabytksw 1957, s. 29; Walicki 1961, s. 330; Do-
browolski 1965, s. 100; Eomnicka-Zakowska 1965,
s. 32; Dobrzeniecki 1969, s. 43; Samek 1977, s. 21]
okre§lata obraz jako dzielo anonimowego mistrza
krakowskiego z poczatku XVI w. Przetomem staly si¢
dopiero prace Jerzego Gadomskiego, ktoéry wskazat au-
tora obrazu — Jana Wielkiego, malarza, ktéry krakow-
skie prawo miejskie przyjat w 1466, a zmart w 1497.
Z twbrca tym Gadomski zwiazal grupe dziel, z ktérych
najstarszymi sa Matka Boska z Dxziecigtkiem z Tumu pod
Yeczyca (ok. 1473) i Koronacja Marii w koSciele parafial-
nym w Krosnie (ok. 1473), a kolejnymi: obraz z kaplicy
Kusnierzy w kosciele Mariackim w Krakowie (obecnie
w Muzeum Narodowym w Krakowie, ok. 1470-1480),
tryptyk z Wigclawic (obecnie w kaplicy w Kurii Me-
tropolitalnej w Krakowie, 1477), skrzydla tryptyku
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canvas had been executed in Lesser Poland at the end of
the medieval period, and it was not until the conserva-
tion treatment of the image of the Salvator Mundi from
Cracow Cathedral, dating from around 1470-1480, that
this belief was challenged, the results of the treatment
demonstrating—to the astonishment of both conserva-
tors and art historians—that it was precisely a painting
executed in tempera on unprimed canvas, the only such
example surviving from that period in Poland [Wawel
1000-2000 2000, pp. 75-76; Schuster-Gawlowska 2006
Yanuszka 2017].

An image representing the Man of Sorrows ac-
companied by the Virgin Mary and St. John the Evan-
gelist, with a donor presented by St. James the Great,
in the parish church at Kurozweki, is one of the works
that revealed its secret in the course of a conservation
treatment. It was most likely painted by Jan Wielki, in
Cracow, around 1490-1495. The painting, originating
from Corpus Christi church of the Canons Regular of the
Lateran in Kazimierz, once Cracow’s satellite town, and
now one of its districts, underwent numerous alterations
as a result of its changing locations and ways of display,
which effectively obliterated its original form. Observa-
tions made by Ewelina Gruszczyniska, M.A., during the
conservation treatment of the painting she carried out in
2020, have prompted a re-examination of the problems of
the painting’s original appearance and display.

The state of research

One of the most exquisite works of late Gothic paint-
ing in Lesser Poland, the work under discussion has
long been a subject of scholarly interest of art histori-
ans, and it was as early as 1926 that it was first discussed
by Feliks Kopera. His observations were based on a
heavily repainted artwork, but nowadays his descrip-
tion of the painting as well as the two photographs, re-
cording its appearance before and after a conservation
treatment carried out shortly before Kopera’s book was
published, are of enormous value, as they enable to
reconstruct the history of the artwork [Kopera 1926,
pp- 105-106, Fig. 113, P1. 20]. For the same reason, a
short entry in Katalog zabytkéw sztuki w Polsce from 1957
is also of significance, as it was illustrated with a photo-
graph of the painting taken after another conservation
treatment it underwent, which revealed the original
paint layer, thus enabling the scholars of painting an
in-depth study of the artwork [Katalog zabytksw 1957,
p- 29, Fig. 78].

Most of art historians [Walicki 1938, p. 188; Katalog
zabytkow 1957, p. 29; Walicki 1961, p. 330; Dobrowol-
ski 1965, p. 100; Eomnicka-Zakowska 1965, p. 32; Do-
brzeniecki 1969, p. 43; Samek 1977, p. 21] considered
the painting to be a work of an anonymous master dat-
ing from the beginning of the sixteenth century. It was
not until the groundbreaking studies of Jerzy Gadom-
ski that the maker of the painting was identified as Jan
Wielki, a painter who acquired the rights of citizenship
of Cracow in 1466 and died in 1497. Gadomski has
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w Zboréwku (ok. 1480), kwatera ze $w. Jerzym i $w.
Zofia z corkami w Muzeum Uniwersytetu Jagiellon-
skiego w Krakowie (ok. 1480), poliptyk w koScicle §w.
Andrzeja w Olkuszu (1485) oraz Wniebowzigcie Naj-
$wigtszej Marii Panny z koSciofa Bernardynéw w War-
cie (obecnie w katedrze we Wioctawku, ok. 1490).
Najpdzniejszym dzielem w oeuvre Jana Wielkiego jest —
wedlug Gadomskiego — wlasnie obraz w Kurozwekach,
datowany przez niego na lata ok. 1490-1495. Podstawa
atrybugji tej grupy obrazéw jednemu malarzowi byta
analiza poréwnawecza, a zrodlem tezy, ze mistrzem byl
Jan Wielki — przekonanie o jego udziale w tworzeniu
poliptyku olkuskiego wywiedzione z analizy Zrddel
pisanych dotyczacych tej nastawy [Gadomski 1988,
s. 145-152; Gadomski 2005].

W dawnej literaturze przyjmowano, ze obraz
powstal dla kosciola w Kurozwgkach, przy ktérym
w 1487 r. osadzono kanonikéw regularnych lateran-
skich, tworzac tam filie klasztoru w Kazimierzu/Kra-
kowie. Dopicero Agnieszka Wozowicz [2007] zwrécila
uwage na przekaz, ktdérym jest wydane w Krakowie
w 1617 dzieto Krzysztofa Eoniewskiego pt. Zywot, spra-
wy y cudowne boskie wstawienie poboznego kaptana B. Sta-
nistawa Kazimirczyka... Zawiera ono opis obrazu, znaj-
dujacego si¢ woéwczas w kazimierskim kosciele Bozego
Ciala, ktéry to opis ewidentnie odnosi si¢ do omawia-
nego dziefa, z czego wynika, ze do Kurozwek zostato
ono przekazane wtornie.

Istotna kwestia zwiazana z pochodzeniem obra-
zu jest identyfikacja klgczacej postaci ukazanej u dotu
kompozycji, polecanej przez §w. Jakuba Starszego. Au-
torzy Katalogu zabytkéw sztuki w Polsce uwazali, ze jest
to zmarly w opinii $wigto$ci w 1489 r. w kazimierskim
klasztorze kanonik Stanistaw Kazimierczyk [Katalog
zabytkdw 1957, s. 29]. Wozowicz [2007, s. 111-114]
stusznie zauwazyta jednak, ze polecana przez $w. Ja-
kuba posta¢ niewatpliwie nosita imi¢ tego $wigtego,
swego patrona. To Jakuba z Wadowic (zwanego tez
Vadoviusem), prepozyta klasztoru kanonikéw regular-
nych laterafiskich przy kosciele Bozego Ciala w pod-
krakowskim Kazimierzu w latach 1464-1495/1496, wy-
obrazono na tablicy'. Ikonografia obrazu budzita poza
tym raczej marginalne zainteresowanie. Walicki [1938,
s. 188] okreslit temat jako Misericordia Domini, Dobrze-
niecki [1971, s. 43] jako Mgz Bolesti, tak tez przedsta-
wienie zaklasyfikowata Grazyna Jurkowlaniec [2001,
s. 204-205].

Opis stanu obecnego

Przed zrelacjonowaniem dziejéw obrazu konieczne
jest przedstawienie opisu jego stanu obecnego, gdyz
oprocz zroédet archiwalnych, wiele informacji o jego
przesztosci wynika wprost z obserwacji, ktére umozli-
wity ostatnie prace konserwatorskie. Dzielo (ryc. 1, 2)
skfada si¢ z dwoch elementéw: pdznogotyckiej tablicy
drewnianej malowanej dwustronnie tempera 1 ujmu-
jacej ja nowozytnej konstrukcji z desek malowanej na
awersie.

associated a number of artworks with this painter, the
oldest of them being the Virgin and Child from Tum
near Legczyca (c. 1473), and the Coronation of the Virgin
in the parish church at Krosno (c. 1473), followed by
a picture in the Furriers’ Chapel in St. Mary’s Church
in Cracow (c. 1470-1480, currently in the Nation-
al Museum in Cracow), a triptych from Wigclawice
(1477; currently in the chapel of the Cracow Metro-
politan Curia), the wings of the triptych at Zboréwek
(c. 1480), a panel depicting St. George and St. Sophia
with her Three Daughters (c. 1480) at the Jagiellon-
ian University Museum in Cracow, a polyptych in
St. Andrew’s church at Olkusz (1485), and the Assump-
tion of the Virgin from the Observant Franciscan church
at Warta (c. 1490; currently in Wloctawek Cathedral).
According to Gadomski, it is precisely the painting at
Kurozweki, dated by him to the period around 1490-
1495, that counts as the latest work in the output of Jan
Wielki. The attribution of the entire group of pictures
to a single painter was based on comparative analysis,
while the identification of the master with Jan Wielki
followed from a belief that he had participated in the
production of the Olkusz polyptych, which was, in
turn, supported by an examination of written archival
evidence related to the polyptych’s execution [Gadom-
ski 1988, pp. 145-152; Gadomski 2005].

In earlier scholarship it was assumed that the paint-
ing under discussion had been intended for the church
at Kurozweki, where a priory of the Canons Regular
of the Lateran was established in 1487, as a daugh-
ter-house of the canonry at Kazimierz (Cracow). It
was only Agnieszka Wozowicz [2007] who had dis-
covered an important written record, namely a work
by Krzysztof Loniewski, published in Cracow in 1617,
entitled Zywot, sprawy y cudowne boskie wstawienie poboz-
nego kaptana B. Stanistawa Kazimirczyka..., containing a
description of a painting, at that time held in Corpus
Christi church in Kazimierz, evidently identical with
the artwork under discussion, which means that it
must have been removed to Kurozweki at a later date.

An important question related to the origin of the
painting concerns the identity of the kneeling figure
depicted at the bottom of the picture, presented by St.
James the Great. The authors of the entry in Katalog
zabytkdw sztuki w Polsce identified this figure as the can-
on Stanistaw Kazimierczyk who died in the canonry in
Kazimierz in an aura of sanctity in 1489 [Katalog zabyt-
kdw 1957, p. 29]. However, Wozowicz [2007, pp. 111-
114] has astutely observed that the figure presented by
St. James the Great would have borne the name of his
patron saint. Consequently, it is Jakub of Wadowice
(also known as Vadovius), a provost of the house of the
Canons Regular of the Lateran at the church of Cor-
pus Christi in Kazimierz near Cracow from 1464 to
1495/1496, that has been depicted on the panel.' Oth-
erwise, the iconography of the painting did not arouse
any special interest of scholars. Walicki [1938, p. 188]
determined the subject matter as “Misericordia Domini,”
Dobrzeniecki [1971, p. 43] as the Man of Sorrows,
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Ryc. 1. Chrystus Bolesny, Matka Boska i $w. Jan Ewangelista,
awers obrazu w kosciele parafialnym w Kurozwekach (stan po
konserwacji w 2020); fot. D. Podosek.

Fig. 1. Man of Sorrows, the Virgin Mary, and St. John the Evan-
gelist, obverse of the painting in the parish church at Kurozweki
(after a conservation treatment conducted in 2020); photo by
D.Podosek.

Tablica péznogotycka ma ksztalt owalu o Scigtych
prosto bokach (wys. 163 cm, szer. 100 cm). Jej kraweg-
dzie s od gbéry 1 dotu obustronnie (awers i rewers) sfa-
zowane, natomiast nie wiadomo, czy fazowane sa takze
niewidoczne obecnie boki. Owalna tablica jest wtdrnie
osadzona w wykonanym z drewna prostokatnym polu,
zamknig¢tym tukiem nadwieszonym, ktdrego lico zo-
stalo zréwnane z licem owalu. W ten sposéb obraz zo-
stal wtérnie powigkszony do wymiaréw 195 x 150 cm
1 ujety waskim poétwatkiem obramowania (ryc. 1, 2).
Gotycka tablica przedstawia stojacego na zlotym tle
(gtadkim, z widocznym fragmentarycznie pierwot-
nym, z wytlaczanym motywem rombu z dekoracja
ornamentalng) (ryc. 3) na zamknigtym wieku sarko-
fagu Chrystusa Bolesnego, wskazujacego rang w boku
1 odzianego w purpurowy ptaszcz. Po bokach zwracaja
si¢ ku niemu Matka Boska i §w. Jan Ewangelista. Poni-
zej na ukwieconej ziemi klgczy niewielka postaé funda-
tora odzianego w chérowy strdj kanonika regularnego
lateranskiego w towarzystwie swego patrona §w. Jakuba
Starszego, ktéry poleca go Zbawcy.

Kompozycja jest po obu stronach ucigta tak, ze nie
mozna zobaczy¢ granic postaci Marii i §w. Jana, niewi-
doczne s3 tez boki sarkofagu. Na nowszych deskach
namalowane zostaly: fragment brunatnoszarej ziemi,
a powyzej szarawobezowy mur, w dolnej cz¢sci wznie-
siony z uwidocznionych cioséw szarego kamienia,
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Ryc. 2. Chrystus Bolesny, Matka Boska i $w. Jan Ewangelista,
rewers obrazu w kosciele parafialinym w Kurozwekach (stan po
konserwacji w 2020); fot. D. Podosek.

Fig. 2. Man of Sorrows, the Virgin Mary, and St. John the Evan-
gelist, reverse of the painting in the parish church at Kurozweki
(after a conservation treatment conducted in 2020); photo by
D. Podosek.

and the same term was used by Grazyna Jurkowlaniec
[2001, pp. 204-205].

Description of the painting’s present state

Before recounting the history of the painting, it is
necessary to present a description of its current state,
since a great deal of evidence related to its past has been
drawn—apart from the archival material—directly
from observations made during its most recent con-
servation treatment. The artwork (Fig. 1, 2) consists of
two elements: a late Gothic wooden panel, painted on
both sides in tempera, and an early modern construc-
tion made of wooden planks, painted on the obverse,
within which the Gothic panel is set.

The late Gothic panel is oval-shaped, with its vertical
sides cut straight (height: 163 cm, width: 100 cm). Its edg-
es, on the top and at the bottom, are beveled on both sides
(on the obverse and on the reverse), while it is not known
whether the same treatment has been applied to the sides,
which are currently concealed. The oval-shaped panel is
set within a secondary wooden, convex-arch-headed con-
struction, whose surface is flush with the surface of the
oval-shaped panel. Thus, the painting has been enlarged
to measure 195 X 150 cm, and the enlarged whole is sur-
rounded by a narrow half round moulding (Fig. 1, 2).
The Gothic panel depicts the Man of Sorrows stand-
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Ryc. 3. Fragment obrazu z widocznymi wtérnymi zmianami w ob-
rebie tta; fot. D. Podosek.

Fig. 3. Detail of the painting showing alterations to the background;
photo by D. Podosek.

odcigtych pasem akantu, ponad ktdérym na zewnatrz
owalnego zamknigcia gotyckiej tablicy domalowano
arkadg o wyraznych ciosach. Resztg kompozycji wy-
pelniono jednolicie szarawobezowsa farba. Na takim tle,
w gbrnej partii kompozycji, na jej osi ukazano otwarte
niebo z golgbica Ducha Swiqtego okolong chmurami,
a po bokach dwa, przedstawione w silnym skrécie per-
spektywicznym, anioly grajace na instrumentach (po
lewej stronie na flecie, po prawej — na nieokreslonym
instrumencie podobnym do fletu).

Odwrocie gotyckiej tablicy jest wtdrnie zabez-
pieczone parkietazem, co tylko czg$ciowo pozwala
dostrzec kompozycje namalowana na rewersie. Na
cienkiej zaprawie widnieje zielona wi¢ ro§linna, o wy-
ginajacych si¢ dynamicznie bujnych, pierzastych, zawi-
janych kfaczach, uzupelniona miejscami strzgpiastymi
odro$lami o czerwonej barwie (ryc. 2, 4, 5). Motyw,
ukazany na calej powierzchni tablicy, namalowano po-
bieznie, ,z wolnej r¢ki”, jednak na uprzednio potozo-
nym gruncie, ponadto miejscami motyw nachodzi na
stazowane brzegi obrazu.

Dzieje

Dzieje obrazu mozliwe do odtworzenia na podstawie
zapisdw archiwalnych zostaly gruntownie zbadane
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ing on the cover of a closed tomb, wearing a purple
cope, and pointing to a wound in his side (Fig. 3). He
is shown against a smooth gold background (with frag-
ments of original lozenge-shaped tooling and orna-
mental decoration visible). The figures of the Virgin
Mary and St. John the Evangelist, standing to Christ’s
either side, are turned towards him. Beneath, a small
figure of the donor wearing the choir dress of a Can-
on Regular of the Lateran, kneels on a flower-strewn
meadow, accompanied by St. James the Great, his pa-
tron saint, who presents him to the Saviour.

The painting has been trimmed on either side so
that the external borders of the figures of the Virgin
and St. John disappeared; the sides of the tomb can-
not be seen, either. The painting on the newer planks
forming the frame of the picture represents a portion
of brownish-grey soil at the bottom, followed above
by a greyish-brown wall, with clearly distinguished
blocks of grey ashlar masonry in its lower part, in the
upper part cut off by a frieze of curled fleshy acanthus
leaves and a length of string course, culminating in
a round-headed arch, with clearly articulated vous-
soirs, above the oval-shaped top of the Gothic panel.
The rest of the surface of this newer frame has been
uniformly painted in greyish-brown hues. Against
this background, the top part of the arch depicts the
heavens with the Dove of the Holy Spirit surrounded
by clouds, and two musical angels shown in strong
foreshortening, to its either side (the one on the left
playing the flute, and the one on the right, an uniden-
tified flute-like instrument).

The reverse of the Gothic panel has been secured
with cradling, which prevents the pattern painted on
the panel’s back from being seen in its entirety. There is
a thin vegetal scroll painted on a thin ground, dynam-
ically curving and bending, with lush, flufty, scrolling
shoots, partly supplemented with fluffy sprouts colour-
ed red (Fig. 2, 4, 5). This decorative motif, covering
the entire surface of the panel’s back, has been painted
roughly, frechand, yet on a previously primed surface;
turthermore, in places, the painted motif intrudes over
the bevelled edges of the panel.

History

The history of the painting, as far as it was possible
to be reconstructed with the aid of archival evidence,
was thoroughly examined by Agnieszka Wozowicz,
who has demonstrated that the panel was painted for
the parish church of Kazimierz, dedicated to Corpus
Christi, and administered by the Canons Regular of
the Lateran, and it was from there, as late as the sev-
enteenth century, that it was removed to Kurozweki.
Conclusive evidence in this regard is provided by
a passage in Krzysztof Loniewski’s work, entitled
Zywot, sprawy y cudowne boskie wstawienie pobozne-
go kaplana B. Stanistawa Kazimirczyka. .., published in
Cracow in 1617. The author writes about canons
who—similar to the blessed Stanistaw Kazimierczyk—
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Ryc. 4 a—c. Fragmenty dekoracji roslinnej na rewersie; fot. D. Podosek.
Fig. 4a—c. Details of the vegetal decoration on the reverse of the panel; photo by D. Podosek.

przez Agnieszke Wozowicz, ktéra dowiodla, ze obraz
namalowano dla koSciota farnego Kazimierza Boze-
go Ciala zarzadzanego przez kanonikdéw regularnych
lateranskich, skad dopiero w XVII w. zostal przekaza-
ny do Kurozwegk. Rozstrzygajacy t¢ kwestig jest frag-
ment wydanego w 1617 r. w Krakowie dzieta Krzysz-
tofa Foniewskiego pt. Zywot, sprawy y cudowne boskie
wstawienie poboznego kaptana B. Stanistawa Kazimirczyka
Autor wspomina w nim kanonikéw, ktérzy tak samo
jak Stanistaw Kazimierczyk sa godni czci ze wzgledu
na S$wiatobliwe zycie. Ostatnim z wymienionych jest
Jakub Olesnicki, ktéry mial byé krewnym kardynala
Zbigniewa Oles$nickiego, znany autorowi z wizerunku
znajdujacego si¢ w kazimierskiej farze:

Naostatek zostawiam inkszym / y onego takiez pewnie po-
boznosci kaptana Jakuba Olesnickiego brata rodzonego /
wielkiego i czulego Zbigniewa Krakowskiego Biskupa her-
bu Dembno/ z ktérego on wzor wzial swey §wiatobliwosci
/ ktérego y po ottarzach z Chrystusem Panem jakoby od
niego widzianym / y z Naj$wigtsza Panna / y z janem
Swietym malowali Oycowie. Co mozesz widzie¢ na ot-
tarzu Omnium Sanctorum przy Scianie potudniowiej
w Wielkim Chérze u drzwi [...]. Acz tylo ten ktdryby
nie czytal pasterskich, goracych i Swigtobliwych dzielnych
spraw Zbigniewa iego rodzonego przez lat 32 na biskup-
stwie / tenby sam tak y o tym poboznym kanoniku zakon-
nym potrzebowat pisma [Eoniewski 1617, s. 64].

Zacytowany tekst niewatpliwie dotyczy omawianego
obrazu, zawiera jednak — jak wywiodla Wozowicz — bled-
na identyfikacj¢ osoby fundatora. W istocie pokazany na
nim Jakub to nie brat kardynata Ole$nickiego (nieznany
poza tym z jakichkolwiek Zrdédet), lecz Jakub z Wadowic
(Vadovius), prepozyt klasztoru w latach 1464—1495/1496,
czyli w okresie, gdy — jak wynika z analizy stylu — powstal
obraz [Wozowicz 2007, s. 108-114].

Ottarz Wszystkich Swietych, na ktérym na poczat-
ku XVII w. znajdowat si¢ obraz, stoi przy Scianie polu-
dniowej nawy kosciota Bozego Ciala i nalezy do grupy
oltarzy wzniesionych dopiero za prepozytury Andrze-
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Ryc. 5. Przerys dekoracji roslinnej na rewersie; rys. E. Gruszczynska.

Fig. 5. Tracing of the vegetal decoration on the reverse of the pan-
el; drawing by E. Gruszczynska.

were worthy of veneration because of the saintly life
they had led. The last-mentioned canon he deals with
is Jakub Olesnicki, reportedly a relative of Cardinal
Zbigniew Ole$nicki, known to the author from his im-
age held in Corpus Christi church:

Finally, I leave it to others [to describe the life of] Jakub
Olesnicki, a priest of possibly equal piety, an own brother
of the great and tender Zbigniew, the Bishop of Cracow,
of Debno coat of arms, on whom he had modelled his
pious life, and who can be seen painted in altarpieces
[commissioned] by the Fathers, accompanied by Christ
the Lord, who reportedly appeared to him, and the Virgin
Mary, and St. John. Which can be seen in the altar of
Omnium Sanctorum [All Saints] at the south wall of the
chancel, next to the door [...]. Yet, only those who did not
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ja (1495-1505) [Latak 1999, s. 118; Wozowicz 2007,
s. 114]. Z tego powodu Wozowicz [2007, s. 114] pod-
kresla, ze obraz powstaly z fundacji Jakuba, poprzedni-
ka Andrzeja na tym urz¢dzie, nie mogt by¢ pierwotnie
przeznaczony do tego miejsca. Do kwestii pierwotnego
przeznaczenia obrazu powrdcg dalej, gdyz wymaga ona
uwzglednienia tacznie danych historycznych i1 wnio-
skow z analizy dzieta.

Z koSciola Bozego Ciata obraz zostal przekazany do
Kurozwek ok. 1615-1617 r., gdy przeksztalceniu ulegt
oftarz Wszystkich Swigtych, lub w 1637, gdy prepozy-
turg kurozwecka objat Krzysztof Eoniewski [Wozowicz
2007, s. 115]. Nie wiadomo, gdzie i jak wyekspono-
wano dzieto po przekazaniu do Kurozwek®. Na po-
czatku XVIII stulecia obraz, okreSlany jako ,ten, przy
ktérym liczni taski doznaja” [Wozowicz 2007, s. 108],
zaaranzowano na nowo, montujac posrodku drewnia-
nej tablicy o ksztalcie prostokata zamknigtego tukiem
nadwieszonym. W ten sposéb dostosowano go do pola
srodkowego wzniesionej w 1696 nastawy oltarza w ka-
plicy Pigciu Ran Chrystusa®. W 2020 r. w toku kon-
serwacji dokonano odkrywek w dolnej czgSci XVIII-
-wiecznego pola. Na ich podstawie nie byla mozliwa
pelna rekonstrukcja 6wcezesnej aranzacji malarskiej,
mozna jednak stwierdzié, ze dolng cz¢$¢ kompozycji
pokrywata dekoracja ornamentalna o formach mig-
sistego, p6znobarokowego akantu.

Nie znamy zrdédet pisanych, ktére pozwolilyby
okreslié, kiedy dokonano kolejnej zmiany aranzacji ob-
razu. Z pewnoscia nastapito to w XIX w., mozna przy-
puszczaé, ze po 1828, gdy koscidl, opuszczony przez
kanonikéw, zaczal petnié funkcj¢ parafialng. Zakres
owczesnego przeksztalcenia jest znany dzigki czarno-
-bialej fotografii opublikowanej przez Feliksa Kopere
[1926, il. 113] (ryc. 6¢). Obraz zostal w calosci przema-
lowany, tlo 1 postaci $w. Jakuba z fundatorem zamalo-
wano ciemng barwgy. Trzy gléwne postaci gruntownie
przemalowano.

Nastepna restauracja dzieta odbyla si¢ w zwiazku
z remontem generalnym koSciota prowadzonym w la-
tach 1919-1929, z pewnoscia przed 1926, gdyz w tym
wlasnie roku ukazata si¢ publikacja Kopery, a w niej
reprodukgja dzieta po dokonanej konserwacji [Kopera
1926, tabl. 20] (ryc. 6d). Badacz okreslit blgdnie efekty
prac jako odsloni¢cie pierwotnej warstwy malarskiej.
W rzeczywistosci zlikwidowano wprawdzie ciemne,
XIX-wieczne tlo, wydobywajac spod niego postaci $w.
Jakuba Starszego 1 adoranta, ale przy tym dokonano
kolejnych przeksztalcer: zmieniono cz¢éciowo grunty
1 przemalowano calo§¢ raz jeszcze. Wykonano srebrne
tlo w XV-wiecznej partii obrazu, a wokét glow trzech
gléwnych postaci — zlote nimby z ryta obwddka. Gor-
ng cz¢S¢ starej kompozycji uksztattowano w lekko za-
ostrzony luk, rysujac ciemng granicg partii starej i now-
szej. Kompozycje figuralng zaaranzowano w catkiem
nowy sposdb. Postaci stangly na tle arkady w murze
z malowanymi aniolami i gol¢bica Ducha Swictego
— ta czg8¢ aranzacji przetrwala do dziS. Nie dotrwala
za$ jej dolna partia. Niewatpliwie podczas dwezesnych

read the ardent and saintly pastoral writings by Zbigniew,
his own [brother], a bishop of thirty-two years, would
have needed an account of [the life of] this pious canon
and priest [Eoniewski 1617, p. 64].

The quoted passage undoubtedly refers to the
painting under discussion, but—as Wozowicz has
demonstrated—it is marred by an incorrect identity
of the donor. In fact, the Jakub depicted in it was not
the brother of Cardinal Oles$nicki (a person otherwise
not recorded in any known documentary materials),
but Jakub of Wadowice (Vadovius), a provost of the
Cracow canonry from 1464 to 1495/1496, that is, in the
period in which—as follows from the stylistic analy-
sis—the painting under discussion originated [Wozow-
icz 2007, pp. 108-114].

The altar of All Saints, on which the painting was
mounted at the beginning of the seventeenth century,
stands in the south aisle, at the wall, and is one of the
altars that had not been erected until the provostship
of Andrzej (1495-1505) [Eatak 1999, p. 118; Wozow-
icz 2007, p. 114]. Therefore Wozowicz [2007, p. 114]
has noted that a painting, commissioned by Jakub,
Andrzej’s predecessor as the provost, could not have
been initially intended for that altar. The problem of
the painting’s original destination will be dealt with in
what follows, since it requires a simultaneous consid-
eration of historical evidence and the results of an ex-
amination of the painting itself.

The panel must have been removed from Corpus
Christi church to Kurozweki around 1615-1617, when
the altar of All Saints underwent remodeling, or in
1637, when Krzysztof Loniewski became the provost at
Kurozweki [Wozowicz 2007, p. 115]. It is not known,
however, where and how the artwork was displayed
after it was removed to its new location.? At the begin-
ning of the eighteenth century, the painting, described
as “one at which numerous graces have been obtained”
[Wozowicz 2007, p. 108], received a new display: it was
mounted within a rectangular panel with a convex-arch
head. In this form it was fitted into the central part of
an altar, built in 1696, in the Chapel of the Five Wounds
of Christ.> Samples taken from the bottom part of the
cighteenth-century addition in the course of the con-
servation treatment in 2020, revealed that it was cov-
ered with painted ornamental decoration in the form
of fleshy, late-Baroque acanthus leaves, but the samples
were not sufticient to fully reconstruct the painted dec-
oration of the framing panel from this period.

No written evidence is known that might help to
establish a date when another alteration to the paint-
ing’s display took place. It surely occurred in the nine-
teenth century, possibly after 1828, when the church,
abandoned by the Canons Regular, became a parish.
The extent of the remodelling carried out at that time
is known thanks to a black-and-white photograph pub-
lished by Feliks Kopera [1926, Fig. 113] (Fig. 6¢).The
panel was entirely repainted: the background as well
as the figures of St. James and the donor were covered
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brak dokumentacji wizualnej
visual evidence missing

Ryc. 6. Przemiany aranzacji obrazu: a) ok. 1490-1495, b) XVIII w., ¢) XIX w., d) ok. 1919-1926, e) przed 1957, f) 2020.
Fig. 6. Transformations of the painting’s arrangement: a) c. 1490-1495, b) 18th c., c) 19th c., d) c. 1919-1926, e) before 1957, f) 2020.

prac odkryto nie tylko postaci adoranta 1 §w. Jakuba
Starszego, lecz takze sarkofag. Trudno dociec, z jakie-
go powodu ten element zamalowano ponownie, by¢
moze celem bylo po prostu ujednolicenie kompozy-
¢ji. W kazdym razie pod stopami trzech gléwnych po-
staci wymalowano kamienna podloge, a adoranta ze
$wigtym patronem (jego atrybut — laske — odczytano
wtedy jako Swiecg) ulokowano w prostokatnej ptycinie
ujctej perspektywicznie. Wszystkie szaty przemalowa-
no kolejny raz, zmieniajac — jak wynika z opisu Kopery
[1926, s. 106] — kolorystyke (suknia Marii, tak samo
jak jej plaszcz, po przemalowaniu byta niebieska). Nie
bylo to ostatnie radykalne przeksztalcenie, jakiemu
poddano dzieto.

Przed 1957 r. obraz byt raz jeszcze konserwowany
(w 1957 jego fotografi¢ juz w nowej aranzacji opubli-
kowano w Katalogu zabytkow) (ryc. 6e). W tym czasie
wykonano parkietaz na rewersie XV-wiecznej tabli-
¢y 1 ujawniono oryginalng warstwe¢ malarska awersu.
Odstonigcie sarkofagu, na ktdérym stoja gléwne posta-
ci, 1 taki, gdzie klgczy adorant i stoi §w. Jakub Starszy,
wymusilo ponowna zmiang aranzacji XVIII-wiecznej
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under a layer of dark paint. The three main figures
were extensively repainted.

The next conservation treatment of the painting
was occasioned by a comprehensive refurbishment of
the church, conducted between 1919 and 1926, and
it surely occurred before 1926, when Kopera’s book
with a photograph of the painting after conservation
appeared [Kopera 1926, Pl. 20] (Fig. 6d). The schol-
ar incorrectly described the result of the treatment as
the uncovering of the original paint layer. In fact, al-
though the dark, nineteenth-century background was
removed, and the figures of St. James the Great and of
the donor were revealed, other alterations have been
made: the priming was partly replaced and the entire
panel was repainted yet again. The background of the
fifteenth-century panel was silvered, and the haloes
around the heads of the three principal figures were
gilt and tooled. The upper part of the old panel was
shaped into a slightly pointed round-headed arch, with
a drawn dark line separating the old panel from the
new addition. The figurative part was arranged com-
pletely anew: the figures now appeared to stand under
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tablicy. Zdecydowano wtedy o pozostawieniu goérnej
czgéci kompozycji z lat 20. XX w. i o zmianie cz¢Sci
dolnej — zamalowano ptyty podlogowe i plycing na
kolor szarobezowy (zachowano to w 2020 r.). Od-
stonigcie pierwotnej partii malarskiej tablicy z XV w.
wymagalo dostosowania do nich tych partii szat Marii
1 $w. Jana, ktére co najmniej od XIX stulecia byly do-
malowane na nowych deskach. Granicg migdzy tablica-
mi z XV 1 XVIII w. wyraznie zaznaczono. Dodatkowo
srebrne tlo z lat 20. XX w. ujednolicono kolorystycznie
z nimbami. W toku konserwacji w 2020 r. podjgto ko-
lejne decyzje dotyczace wygladu obrazu, ktére zmie-
rzaly przede wszystkim do jednoznacznego, wizualne-
go odgraniczenia czg¢éci XV-wiecznego malowidla od
elementéw pdzniejszych, przy jednoczesnym respek-
towaniu kultowego charakteru dzieta, umieszczonego

w XVIII-wiecznym oltarzu (ryc. 1, 6f).

Problem pierwotnego ksztaltu, funkcji
i przeznaczenia

Podstawows kwestia wymagajaca dyskusji w $wietle
niedawnej konserwacji jest pierwotna forma, funkcja
1 miejsce ekspozycji obrazu w przestrzeni koSciota Bo-
zego Ciala na Kazimierzu. W literaturze przedmiotu
zaprezentowano (bez glebszej dyskusji) trzy poglady
na temat pierwotnego wygladu obrazu. Dobrzeniec-
ki [1969, s. 43] uwazal, ze obraz byl okragly, Walicki
[1938, s. 330] sadzil, ze byl on owalny. Obie opcje wy-
kluczal Gadomski, uznajac najpierw, ze mozliwy jest
tylko ksztalt prostokata [Gadomski 1988, s. 150, przyp.
225], a potem, ze prawdopodobne jest tez, iz tablica byta
u gbry zamknigta pétkoliscie (na podobienistwo szafy O1-
tarza Mariackiego) lub tukiem w o$li grzbiet [ Gadomski
2005, s. 54, przyp. 105]. Po autorytatywnym stwierdze-
niu Gadomskiego sprawa wydawala si¢ zamknigta, az do
momentu, gdy w toku konserwacji na rewersie obrazu
ujawniono dekoracj¢ ornamentalna, namalowana na
cienkiej warstwie zaprawy kredowej, a miejscami (ewi-
dentnie przypadkowo) pokrywajaca sfazowane krawg-
dzie tablicy: gbrna i dolna (ryc. 2, 4a—). Wynika z tego,
ze dekoracja ta malowana byla na tablicy zamknigtej od
gbry 1 dotu w ksztalt tuku. Tym samym to od datowania
dekoracji rewersu zalezy wskazanie czasu, w ktérym ta-
blicy nadano ten nietypowy ksztalt.

O ile krawedzie gbrna i dolna sa — jak wyzej stwier-
dzono—widoczne, o tyle kraw¢dzie boczne schowane sg
za parkietazem, ktdrego podczas ostatniej konserwacji
nie zdecydowano si¢ demontowaé. Obserwacje poczy-
nione w takich warunkach nie pozwalaja jednoznacz-
nie odpowiedzieé na pytanie, czy obraz byt owalny, czy
tez do owalu zblizony (obie wersje s3 prawdopodobne)
(ryc. 6a). Zapewne gotycka tablica byla niegdy$ nieco
szersza niz obecnie. W XIX w., gdy obraz gruntownie
przeksztalcono, tak ze zamalowano nawet adoranta
i $w. Jakuba Starszego, namalowano boczne cz¢sci szat
Marii i $w. Jana. Mozna przypuszczaé, ze elementy te
istniaty ok. 1700 r., a ich namalowanie na nowych de-
skach moglo wynika¢ z chgci zachowania kompozycji
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an arch in a wall, decorated with angels and the Dove
of the Holy Spirit—a portion that has survived to the
present day. What has not survived is the decoration
of the lower part of the panel. Undoubtedly, during
the conservation treatment conducted at that time, not
only the figures of St. James and the donor, but also an
image of the tomb was uncovered. It is difficult to de-
termine why the last-mentioned element was painted
over again; perhaps, the intention was simply to unify
the composition. In any event, a stone floor was paint-
ed under the feet of the three main figures, and the
donor, along with his patron saint (whose attribute—a
pilgrim’s staff—had been interpreted as a candle) were
depicted within a sunken rectangular recess showed
in perspective. All of the garments were repainted yet
again, and their colours—as follows from Kopera’s
[1926, p. 106] description—were changed (after the
repainting, the dress of the Virgin, as well as her cloak,
were blue). And it was not the last significant transfor-
mation to which the panel was subjected.

Before 1957 the painting underwent yet anoth-
er conservation treatment (in 1957 its photograph,
already in a new arrangement, was published in
Katalog zabytkdw) (Fig. 6¢). It was also at that time
that the cradling was attached to the reverse of the
fifteenth-century panel, and the original paint layer on
the reverse was revealed. The uncovering of the tomb,
on which the main figures stand, and of the meadow,
on which the kneeling donor and St. James the Great
have been depicted, prompted another change to the
eighteenth-century framing panel. Its upper part was
retained in the form dating from the 1920s, while the
bottom portion was modified: the floor tiles and the
rectangular recess were overpainted in greyish-brown
tones (an arrangement that was left unchanged during
the 2020 treatment). After uncovering the original paint
layer on the fifteenth-century panel, it was necessary
that the colours of the portions of the garments of the
Virgin and St. John—that were added on the framing
panel no later than in the nineteenth century—matched
the original ones. A border line between the fifteenth-
and eighteenth-century panels was clearly delineated.
Additionally, the color of the silver background, added
in the 1920s, was made uniform with the colour of the
haloes. In the course of the 2020 conservation treat-
ment further decisions about the painting’s appearance
had to be taken. They were intended, above all, to make
the distinction between the fifteenth-century panel and
the later additions clear-cut and visually distinct, at the
same time respecting the devotional function performed
by the painting mounted within an eighteenth-century
altarpiece structure (Fig. 1, 6f).

The Problem of the Original Shape of the Panel,
its Function and Destination

The main question that has to be discussed in light of
the recent conservation treatment is the painting’s orig-
inal form, function, and the location in which it was
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gtéwnej grupy w ujgciu znanym sprzed przeksztalcenia
formatu i ksztaltu oraz nowego montazu. Jesli to rozu-
mowanie jest prawidlowe, to z ksztaltu gbrnej 1 dolnej
krawedzi wynika, ze w momencie malowania rewersu
obraz miat ksztalt owalu lub byt do owalu zblizony.

Biorac pod uwagg dzieje obrazu, malowany orna-
ment na rewersie gotyckiej tablicy mégl hipotetycznie
powstaé: w tym samym czasie co malowidlo na awer-
sie; w 1. potowie XVII w. — gdy obraz przeniesiono do
Kurozwek; na poczatku XVIII w. — w zwigzku z monta-
zemw oltarzu w kaplicy Pigciu Ran Chrystusa. Ostatnia
mozliwos¢ trzeba wykluczyé, gdyz malowanie dekora-
cji na rewersic w zwiazku z powigkszeniem formatu
obrazu i montazem w polu gléwnym pdznobarokowe;j
nastawy nie miatoby sensu. Ponadto dekoracja rewersu
jest diametralnie odmienna w formie od cechujacego
si¢ modelunkiem $wiattocieniowym ornamentu zasto-
sowanego w XVIII stuleciu na awersie, ktéry ujawnity
odkrywki w roku 2020.

Nie jest tez prawdopodobne, by pierzasta wi¢ na
rewersie obrazu w Kurozwckach zostala namalowa-
na w zwiazku z przekazaniem obrazu do Kurozwgk.
W 1. polowie XVII w. matopolskie warsztaty postugi-
waly si¢ ornamentem malzowinowym, matzowinowo-
-chrzastkowym, wzglednie okuciowym lub rollwer-
kowym. Jesli w tym czasie szukaé zastosowania form
akantowych, to jedynie w tych dzietach, ktére repre-
zentuja pdéZnorenesansowy groteske, ta jednak stoso-
wana byta w ukladach symetrycznych. Szczegdlnie in-
struktywne w tym zakresie jest poréwnanie ro$linnych
motywéw na odwrociu obrazu w Kurozwegkach ze
zdecydowanie odmienna ornamentyks arkady ottarza
Wiszystkich Swietych w kosciele Bozego Ciata, wyko-
nanej ok. 1615-1617 r.

Pod wzglgdem formy pierzasta wi¢ na obrazie
w Kurozwekach odpowiada ornamentom obecnym
w réznych typach dziet sztuki przez caly wick XV.
Plaskim ornamentem tego rodzaju postugiwano si¢
zwlaszcza w tlach miniatur, witrazy, obrazéw tablico-
wych czy w dekoracjach $cian i sklepiei, generalnie
tam, gdzie sprawdzaly si¢ formy traktowane plasko.
Systematyka tego rodzaju dekoracji jest prowadzona
w badaniach nad malarstwem witrazowym 1 w wi-
trazach tatwo wskazaé liczne podobne rozwigzania
z kofica XV w. Jak wspomniano, ten rodzaj dekoracji
stosowano tez w malarstwie Sciennym XV i poczatkéw
XVI stulecia, przykladowo w prezbiterium kosciola
parafialnego w §laskich Zigbicach [Domastowski et al.
1984, s. 439, il. 123]. Szczegblnie interesujace w kon-
tekScie obrazu w Kurozwegkach s przyklady uzycia
takiej wici na rewersach obrazéw. Wykonane w Ulm
ok. 1465-1470 r. retabulum ottarza gléwnego kosciola
Cysterck w Lichtenstern (obecnie w Landesmuseum
Wiirttemberg, Stuttgart) to poliptyk o dwdch parach
skrzydel, z ktorych zewngtrzne sa nieruchome i de-
korowane wicig roslinng o czerwonych i zielonych
klaczach, malowanych na cienkiej warstwie grun-
tu (ryc. 7, 8)*. Dekoracja obrazu w Kurozwgkach jest
zblizona do szwabskiej zaré6wno pod wzglgdem formy,
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displayed within Corpus Christi church in Kazimierz.
Three different opinions about the painting’s original
appearance have been presented so far (although with-
out any substantial argumentation) in the scholarship.
Dobrzeniecki [1969, p. 43] believed that initially the
panel was round, while Walicki [1938, p. 330] thought
it was oval-shaped. Both possibilities were excluded by
Gadomski, who decided that only a rectangular shape
would have been conceivable [Gadomski 1988, p. 150,
n. 225], adding later that the panel may have been
round-headed (similar to the shape of the central shrine
in Veit Stoss’s St. Mary’s Altarpiece), or ogee-headed
[Gadomski 2005, p. 54, n. 105]. After Gadomski’s au-
thoritative statement, the discussion seemed to have
been closed once and for all, until the discovery—made
in the course of the most recent treatment on the re-
verse of the panel—of a vegetal ornamental decoration
painted on a thin layer of gesso ground, in places—evi-
dently by accident—covering also the beveled edges of
the panel at the top and the bottom (Fig. 2, 4a—c). It
follows from the above that the decoration was painted
on a panel whose top and bottom edges were rounded.
Thus, it is the dating of the decoration on the reverse
that determines the period in which the panel was giv-
en this unusual shape.

Although, as stated above, the top and bottom edg-
es of the panel are visible, the side edges are concealed
behind the cradling which was not dismantled during
the most recent treatment. Observations made under
such circumstances do not allow to draw unequivo-
cal conclusions about whether the painting was ov-
al-shaped, or closely resembling an oval (both possi-
bilities are valid) (Fig. 62). The Gothic panel probably
used to be slightly wider than it is now. In the nine-
teenth century, the panel underwent very significant
alterations, with the figures of the donor and St. James
the Great having been painted over, and parts of the
garments of the Virgin and St. John added. It may be
assumed that these elements had been in place around
1700, and their addition on the new planks may have
resulted from an intention to retain the appearance
of the main group in the form known from before
the trimming of the panel, which changed it shape,
and its new mounting. If this reasoning is correct, it
follows from the shape of the top and bottom edges of
the painting that at the time when the decoration of
the reverse was painted, the panel was oval-shaped, or
closely resembled an oval.

Taking into consideration the history of the picture,
the painted ornament on the reverse of the Gothic
panel may have hypothetically originated either con-
temporary with the painting on the obverse, or in the
first half of the seventeenth century, when the painting
was removed to Kurozweki, or at the beginning of the
eighteenth century, in connection with its installation
in an altarpiece structure in the Chapel of the Five
Wounds of Christ. The last-mentioned possibility has
to be excluded, since the execution of a painted deco-
ration on the reverse of a picture in connection with



Ryc. 7. Retabulum oftarza gtéwnego kosciota Cysterek w Lichten-
stern, Landesmuseum Wirttemberg, Stuttgart; fot. Landesmuse-
um Wirttemberg.

Fig. 7. High altarpiece from the church of the Cistercian nuns at
Lichtenstern, Landesmuseum Wiirttemberg, Stuttgart; photo by
Landesmuseum Wiirttemberg.

waskiej gamy barwnej, jak i sposobu wykonania cechu-
jacego si¢ pobieznoscia traktowania formy, wynikajaca
z malo reprezentacyjnego umiejscowienia dekoragji.
Ze wzgledu na szkicowy sposéb malowania warto
wspomnie¢ dekoracjg rewerséw skrzydet retabulum
Sw. Marty (1517) w jednej z bocznych kaplic potudnio-
wych w koSciele $w. Wawrzynca w Norymberdze (ryc.
9). Poliptyk pochodzi z kosciola tej Swigtej w Norym-
berdze, a do ko$ciota §w. Wawrzynica przeniesiono go
dopiero w 1826/1829 r. z oltarza gtéwnego [Funk 1938;
Bammessel 2009]. Cho¢ pod wzgledem stylu wi¢ nosi
inne, juz wczesnonowozytne cechy, pobiezny sposdb
jej opracowania jest podobny jak na matopolskim obra-
zie, wskazujac na istnienie w tym wzgledzie powszech-
nie przyjetych rozwiazan praktycznych.

Najbardziej prawdopodobne jest, ze malowane od-
wrocie obrazu w Kurozwekach powstalo w tym samym
czasie co scena gléwna. Na to wskazuje tez analiza pig-
mentéw 1 spoiw. Ornament na rewersie tablicy namalo-
wano na cienkiej warstwie zaprawy kredowej. Wi¢ nama-
lowana zostala zielenig miedziowa i czerwienig zelazowa
o spoiwie temperowym. Te same pigmenty wystepuja
w warstwie malarskiej na licu®. Wprawdzie w malarstwie
Jana Wielkiego nie mozna poza tym wskazaé partii deko-
rowanych wicig ro$linna, sa jednak w jego oeuvre partie,
w ktorych pojawiaja si¢ swobodnie, ptasko nanoszone
mickkie linie czy esy (np. dekoracja nimbu Chrystusa na
kwaterze poliptyku olkuskiego z Niesieniem Krzyza lub
dekoracja szaty $w. Apolonii na tryptyku z Wigclawic).
Wydaje sig, ze wybdr motywu dekoracyjnego dla obrazu
przeznaczonego do fary Kazimierza moégt wynika¢ z do-
stosowania si¢ do istniejacych juz elementéw dekoracji
kosciota. Zblizonym motywem pierzastej wici pokryto
sklepienie apsydy koSciola Bozego Ciala prawdopodob-
nie juz na poczatku XV w. (ryc. 10)°. Pierwsza jej war-
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its enlargement and installation in the central panel of
a late Baroque altarpiece structure would have been
pointless. Furthermore, the forms of the decoration on
the reverse diametrically difter from the ornament em-
ployed in the eighteenth century on the obverse of the
added frame, which exhibits tonal modelling, as was
revealed by samples uncovered during the 2020 con-
servation treatment.

It is also very unlikely that the flufty vegetal scroll on
the reverse of the painting at Kurozweki had been execut-
ed on the occasion of the panel’s removal to its new loca-
tion. In the first half of the seventeenth century, painting
workshops in Lesser Poland would have rather employed
auricular and cartilaginous ornament, or strapwork, roll-
work, or scroll-work. The only acanthus-leaf forms that
can be found in that period appear in artworks decorat-
ed with late-Renaissance grotesque ornament, but these
were used only in symmetrical arrangement. A compar-
ison of the vegetal motifs on the reverse of the painting
at Kurozweki and the diametrically different ornamenta-
tion of the arch of the altar of All Saints in Corpus Christi
church in Cracow, executed around 1615-1617, is par-
ticularly instructive in this regard.

As far as its form is concerned, the flufty scroll on
the reverse of the painting at Kurozweki resembles or-
naments appearing in various types of artworks dur-
ing the entire fifteenth century. A flat ornament of this
kind was encountered mainly in the backgrounds of
miniatures, stained-glass images, panel paintings and
in decorations of walls and vaulted ceilings, that is,
wherever flat forms worked well. Systematic research
on this kind of decorations has been conducted in the
study of stained glass, and it is in the domain of stained
glass that one can identify numerous similar examples
dating from the end of the fifteenth century. As already
mentioned, this kind of decoration also appeared in
wall paintings of the fifteenth and early sixteenth cen-
turies, for instance in the chancel of the parish church
at Zigbice in Silesia [Domaslowski et al. 1984, p. 439,
Fig. 123]. Particularly interesting in the context of the
painting at Kurozweki are examples of such vegetal
scrolls decorating reverses of paintings. The high altar-
piece from the church of the Cistercian nuns at Lich-
tenstern (currently in the Landesmuseum Wiirttem-
berg, Stuttgart), executed at Ulm around 1465-1470,
has the form of a polyptych with two pairs of wings,
of which the outer one is fixed and has been decorated
with vegetal scrolls with red and green shoots, painted
on a thin ground layer (Fig. 7, 8).* The decoration of
the painting at Kurozweki resembles the Swabian one
both with regard to the form, limited colour range and
the manner of execution which is rather rough, be-
cause of the decoration’s inconspicuous location. With
regard to their sketchy execution, it is worthy to note
the reverses of the wings of the altarpiece of St. Martha
(1517) in one of the south side chapels of the church
of St. Lawrence in Nuremberg (Fig. 9). The polyptych
comes from the saint’s eponymous church in Nurem-
berg, and it was not until 1826/1829 that it was taken
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Ryc. 8. Retabulum ottarza gtéwnego kosciota Cysterek w Lichten-
stern (fragment), Landesmuseum Wirttemberg, Stuttgart; fot. Lan-
desmuseum Wirttemberg.

Fig. 8. High altarpiece from the church of the Cistercian nuns at
Lichtenstern (detail), Landesmuseum Wiirttemberg, Stuttgart; photo
by Landesmuseum Wiirttemberg.

stwa, zapewne z okresu budowy sklepienia, ma formg
skromnego fryzu arkadkowego umieszczonego wzdtuz
zeber sklepiennych. Na nieco pdzniejszej warstwie po-
bialy, w obrgbie pigciu wysklepek zamknigcia prezbi-
terium odnaleziono w toku badan konserwatorskich
pozostatoSci malowidet przedstawiajacych strzgpiasta
wi¢ ro$linna. Na osi zamknigcia prezbiterium wic jest
bi¢kitna, a na pozostatych czterech wysklepkach prze-
miennie zielona i czerwona. Kolorystyka i ornamentyka
dekoracji malarskiej odpowiadaty ttom scen figuralnych
witrazy powstatych do okien zamknigcia prezbiterium
ok. 1414 r. (ryc. 11) i w latach 1420-1430".
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Ryc. 9. Retabulum $w. Marty w kosciele $w. Wawrzyhca w Norym-
berdze (widok rewersu skrzydta); fot. D. Podosek.

Fig. 9. Altarpiece of St. Martha the church of St. Lawrence in
Nuremberg (reverse of a lateral wing); photo by D. Podosek.

out from the high altar and removed to the church of
St. Lawrence [Funk 1938; Bammessel 2009]. Although
stylistically this scrolling ornament belongs already to
the early modern period, its rough execution is remi-
niscent of the decoration on the painting under discus-
sion, suggesting that there must have been universally
employed practical methods of execution of this kind
of decorations.

What is most likely is that the painted decoration on
the reverse of the panel at Kurozweki had been execut-
ed at the same time as the main image on its obverse.
This is additionally indicated by an examination of the
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Ryc. 10. Dekoracja sklepienia prezbiterium kosciota Bozego Ciata w Krakowie, rekonstrukcja na podstawie reliktéw z poczatku XV w.;

fot. D. Podosek.

Fig. 10. Decoration of the vaulted ceiling in the chancel of Corpus Christi church in Cracow, reconstruction based on relics from the be-

ginning of the fifteenth century; photo by D. Podosek.

Ryc. 11. Motyw architektoniczny na tle wici roslinnej, witraz w oknie
IV prezbiterium kosciota Bozego Ciata w Krakowie (pierwotnie
w oknie wschodnim prezbiterium), ok. 1414; fot. D. Podosek.

Fig. 11. Architectural motif against a background filled with vegetal
scroll, detail of a stained-glass panel in window slV in the chancel
of Corpus Christi church in Cracow (originally in the chancel’s east
window), c. 1414, photo by D. Podosek.

140

pigments and binders. The ornament on the reverse of
the panel was painted on a thin layer of chalk ground.
The vegetal scroll has been executed using verdigris
and iron oxide red (Venetian red) in egg tempera bind-
er. The same pigments appear in the paint layer on the
obverse.’ Although no paintings decorated with veg-
etal scrolls can be found in the output of Jan Wielki,
there appear areas covered with soft, flowing curves
and flourishes (e.g. in the decoration of Christ’s halo
in a panel representing the Carrying of the Cross in the
Olkusz polyptych, or on the garment of St. Apolonia
in the triptych of Wigclawice). It seems that the choice
of an ornamental motif for a painting destined for the
parish church of Kazimierz may have resulted from
an intention to integrate it into the existing decoration
of the church. A comparable motif of a fluffy vegetal
scroll was used as a decoration on the vaulted ceiling
of the chancel apse in Corpus Christi church proba-
bly as early as the beginning of the fifteenth century
(Fig. 10).¢ The earliest layer of the ceiling decoration,
dating possibly from the period of its construction, is in
the form of a modest arcading running along the ribs.
Remnants of painted decoration representing a jagged
vegetal scroll were discovered during a conservation
treatment on a slightly later layer of whitewash, in the
five cells of the vaulting that terminate the apse ceiling.
In the cell on the axis of the apse termination the scroll
is blue, and in the remaining four cells of the vault it is
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Konsekwencj¢ datowania ornamentu na ten sam
okres, w ktoérym zostal namalowany obraz giéwny,
stanowi uznanie, ze tukowaty ksztalt dolnej 1 gérnej
krawedzi gotyckiej tablicy, na ktoéry w niektérych miej-
scach warstwa malarska jest nalozona, jest pierwotny.

W sztuce pdznego Sredniowiecza dominowaly ob-
razy tablicowe o ksztalcie prostokata, ale do naszych
czasbw dotrwaly tez nieliczne przyktady pétnocnoeu-
ropejskich XV-wiecznych tond i kompozycji wpisanych
w owal. Obrazy koliste znane byly we Francji na po-
czatku XV w. Wezesnym przyktadem tonda sa tam dwa
obrazy Jeana Malouela, znane jako Mata i Duza Okragla
Pietd (oba w zbiorach paryskiego Luwru), datowane
odpowiednio na 1410 i ok. 1400 [Johan Maelwael 2017,
s. 125127, nr 22, s. 113115, nr 17]. Pierwszy z nich
to mierzacy ledwie 22,8 cm (wraz z integralna rama)
obraz dekorowany na rewersie wizerunkiem korony
cierniowej 1 gwozdzi. Wigksza z tablic wraz z integral-
na rama ma 64,5 cm $rednicy, a jej odwrocie jest deko-
rowane malowanym herbem ksigcia Burgundii Filipa
émiaiego i ztota bordiura. Uwaza sig, ze obraz stuzyt
jako przeno$ne retabulum, a zwykle przechowywany
byl w specjalnym futerale. Cho¢ kuszace ze wzgledu
na ikonografi¢ omawianego obrazu byloby powiazanie
tematyki pasyjnej i ksztattu, trzeba zaznaczyé, ze for-
mg¢ tonda wybierano na poczatku XV w. takze dla ob-
razéw maryjnych (np. Madonna z piszqcym Chrystusem,
22,3 cm $rednicy, Baltimore, The Walters Art Museum,
lub Koronacja Marii, 20,5 cm $rednicy, Berlin, Staatliche
Museen) [The Road to van Eyck 2012, s. 136-137, nr 11,
s. 140-141, nr 13]. Nie zostalo jak dotad przekonu-
jaco wyjasnione, czy sztuka francuska i niderlandzka
wplyngly na ksztalt, jaki nadano epitafium Barttomieja
Boreschowa, lekarza i kanonika fromborskiego (1426,
katedra we Fromborku). Na obrazie o imponujacych
rozmiarach (150 cm $rednicy) zmarlego przedstawiono
jako adoranta przed Marig z Dzieciatkiem. Jif{ Fajt su-
gerowal, ze ksztatt ma w tym wypadku znaczenie sym-
boliczne i1 odnosi si¢ do doskonatosci raju, a ponadto
wiazal go z antyczna tradycja imagines clipeatae. Pod
uwagg braé jednak trzeba, jak sadze, takze to, ze ksztalt
taki nadawano tzw. Totenschildom, a wigc podobnym pod
wzgledem rozmiaréw obrazowi Boreschowa tablicom
epitafijnym z przedstawieniem herbéw zmartego i od-
powiednia sentencja, jakie wieszano na Scianach i fila-
rach koScioléw w krajach niemieckojg¢zycznych. Wia-
domo, ze epitafium Boreschowa zostalo zawieszone
na filarze w poblizu grobu zmarlego kanonika [Oblak
1957, s. 72].

Ksztalt owalny lub do owalu zblizony wydaje si¢
znacznie mniej popularny. Braciom Limbourg lub
Jeanowi Malouelowi przypisywany jest obraz ukazu-
jacy Chrystusa Umgczonego (ok. 1400), ktéry zostat
zakupiony do Luwru w 2012 r. Wtérnie ucigta u dotu
tablica o wymiarach 102 x 77,5 cm ma wydluzony
ksztalt, zamknigty u géry pdtkoliscie. Przypuszcza sig,
ze pierwotnie tablica byta tak samo zamknigta od dotu
(ryc. 12) [The Road to van Eyck 2012, s. 36-37; Thie-
baut 2012; Stirnemann 2018, s. 27, 30-32, 34]. Jesli
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alternately green and red. The colour and form of the
painted decoration on the ceiling corresponded to the
backgrounds of figurative stained-glass panels made for
the apse windows around 1414 (Fig. 11) and in 1420-
1430.7

If we assume that the ornamental decoration on
the reverse of the panel is contemporary with the main
representation on its obverse, it follows that the arched
shape of the upper and lower edge of the Gothic panel,
covered in places with the paint layer, is original.

In the art of the late Middle Ages panel paintings
on rectangular supports were predominant, but there
also survives a handful of examples of North-Europe-
an round-shaped paintings and compositions enclosed
within an oval, dating from the fifteenth century. Cir-
cular paintings were known in France at the beginning
of the fifteenth century, among the ecarliest exam-
ples being two works by Jean Malouel, known as the
Small and Large Round Pieta (both in the collection of
the Louvre, in Paris), dated to 1410 and around 1400,
respectively [Johan Maelwael 2017, pp. 125-127, cat.
no. 22, pp. 113-115, cat. no. 17]. The former panel,
measuring barely 22.8 cm in diameter (including the
integral frame), is decorated on the reverse with an im-
age of a crown of thorns and nails. The larger panel
measures 64.5 cm in diameter, including its integral
frame, and its reverse is decorated with a painted coat
of arms of Philip the Bold, Duke of Burgundy, and a
gold border. The painting is believed to have served as
a portable altarpiece, and was normally kept in a spe-
cial case. Although, in view of the iconography of the
painting under discussion, it would be tempting to as-
sociate the Passion subject matter with the shape of the
support, it must be noted that at the beginning of the
fifteenth century also Marian subjects were represent-
ed on supports in circular shape (e.g., Madonna with the
Christ Child Writing, 22.3 cm in diameter, Baltimore,
The Walters Art Museum, or the Coronation of the Virgin,
20.5 cm in diameter, Berlin, Staatliche Museen) [The
Road to van Eyck 2012, pp. 136-137, cat. no. 11, pp. 140—
141, cat. no. 13]. However, it has not been convincingly
explained so far, whether French and Netherlandish art
had influenced in any way the shape of the memorial
picture of Bartholomew Boreschow, a physician and
canon of Frombork (1426, Frombork Cathedral). The
painting, of imposing size (measuring 150 cm in di-
ameter), shows the deceased canon kneeling in front
of the Virgin and Child. Jif{ Fajt has suggested that the
shape of the panel has a symbolic meaning here, refer-
ring to the perfection of Paradise, and has associated it
with the ancient tradition of the imagines clipeatae. Yet,
it has to be taken into consideration that, in German-
speaking countries, circular shape was given to the so-
called Totenschilds, or funerary hatchments, that is, me-
morial panels, similar to the Boreschow’s as far as their
size was concerned, bearing the coats of arms of the
deceased accompanied by a suitable motto, and hung
on walls and piers in Central-European churches. It is
known that Boreschow’s memorial picture was hung
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Ryc. 12. Chrystus Umeczony podtrzymywany przez $w. Jana
i anioly w obecnos$ci Marii, poczatek XV w., Luwr, Paryz; fot.
© 2018 RMN-Grand Palais (musée du Louvre) / Adrien Didierjean.
Fig. 12. Man of Sorrows Supported by St. John and Angels, in the
Presence of the Virgin Mary, early fifteenth century, Louvre, Paris;
photo by © 2018 RMN-Grand Palais (musée du Louvre) / Adrien
Didierjean.

Ryc. 13. Israhel van Meckenem, Mgz Bolesci, dekoracja inicjatu O,
Kupferstichkabinett, Staatliche Museen zu Berlin; fot. Atelier Sch-
neider, © Kupferstichkabinett, Staatliche Museen zu Berlin.

Fig. 13. Israhel van Meckenem, Man of Sorrows, decoration of in-
itial “O,” Kupferstichkabinett, Staatliche Museen zu Berlin; photo
by Atelier Schneider, © Kupferstichkabinett, Staatliche Museen zu
Berlin.
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on a pier in the vicinity of the tomb of the deceased
canon [Oblak 1957, p. 72].

An oval, or an almost oval shape, seems to have
been far less popular. An image representing Christ as
the Man of Sorrows (c. 1400), acquired by the Louvre
in 2012, has been attributed to the Limbourg Brothers
or Jean Malouel. The panel, measuring 102 X 77.5 cm,
its bottom trimmed at a later date, has the shape of an
clongated rectangle with semi-circular head. It has been
conjectured that originally it was similarly shaped at the
bottom (Fig. 12) [The Road to van Eyck 2012, pp. 36-37,
Thiebaut 2012; Stirnemann 2018, pp. 27, 30-32, 34].
If it was indeed the case, the painting would have been
the closest comparable example for the panel at Kuro-
zweki as far as its shape is concerned. An oval shape fre-
quently appears in works of small format, for instance,
the Descent from the Cross at the Rijksmuseum, Amster-
dam (beginning of the fifteenth century) [The Road to
van Eyck 2012, p. 143] or in prints by Israhel van Meck-
enem from around 1465-1500, e.g. initial “D” with the
Annunciation (IX.15.12), or initial “O” with an image of
the Man of Sorrows (L. IX.173.162.1) (Fig. 13) [Lehrs
1934, p. 15, cat. no. 12, p. 173, cat. no. 162; Rudy 2019,
p- 226, e-fig. 81, 82]. Finally, in the late fifteenth and
early sixteenth century, a format of an elongated oval
set within a rectangle was employed by the workshop
of Jan Borman (c. 1479-1520), active in Brussels and
Leuven. At the beginning of the sixteenth century, the
workshop executed an altarpiece for the cathedral at
Stringnis in Sweden, whose crowning panels are pro-
vided with rectangular shutters decorated with paint-
ed images enclosed within ovals.® This shape appeared
also in the circle of Hieronymus Bosch, as attested by
a work by his follower (formerly attributed to Bosch
himself)—a Passion triptych at Valencia (c. 1530-1540
and 1540-1550, Musco de Bellas Artes de Valencia)
[Ilsink, Kodeweij 2016, pp. 64-67]. Images of the Mass
of Saint Gregory, widespread in Northern Europe, fea-
turing a figure of the Man of Sorrows enclosed with-
in an oval aureole, appearing on the altar table (as for
instance in the Mass of Saint Gregory, a painting by the
Master of the Aachen Altarpiece in the collection of
Walker Art Gallery at Liverpool, c. 1500) (Fig. 14), may
have theoretically been an inspiration for employing
this shape—indeed rare, yet not entirely absent in fif-
teenth-century art.

The fact that the edges of the panel at Kurozweki
have been bevelled on both sides suggests that it had
formed part of a structure which included a two-sid-
ed frame, in the shape imposed by the function of the
painting, impossible to be reconstructed now. As far
as the original function of the painting is concerned,
there are two working hypotheses to be considered: it
may have served as an altarpiece, or as an independent
painting (perhaps a memorial picture). Both possibil-
ities entail mounting the panel in a position in which
the reverse was visible, which prompted the execution
of its back-side decoration.
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tak faktycznie bylo, to obraz stanowitby pod wzgle-
dem ksztaltu najblizszy material poréwnawczy dla
dziela w Kurozwekach. Ksztatt owalu nietrudno odna-
lez¢ w dzietach malego formatu, by wymienié Zdjecie
z Krzyza w Rijksmuseum w Amsterdamie (poczatek
XV w.) [The Road to van Eyck 2012, s. 143] czy odbitki
graficzne Israhela van Meckenem z lat ok. 1465-1500,
jak inicjat D ze scena Zwiastowania (IX.15.12) czy ini-
¢jal O z wizerunkiem Mgza Boledci (L. IX.173.162.1)
(ryc. 13) [Lehrs 1934, s. 15, nr 12, s. 173, nr 162; Rudy
2019, s. 226, e-fig. 81, 82]. Wreszcie na przetlomie XV
1 XVI w. kompozycje o ksztalcie wydluzonego owalu
wpisanego w prostokat stosowal dziatajacy w Brukseli
i Leuven warsztat Jana Bormana (ok. 1479-1520). Na
poczatku XVI w. wykonal on retabulum do katedry
w Stringnis w Szwecji, ktérego zwieficzenie zamykaja
prostokatne skrzydla z wpisanymi w owal malowany-
mi przedstawieniami®, owal byt tez stosowany w kregu
Hieronima Boscha, o czym moze $wiadczyé dzielo na-
§ladowcy tego artysty (niegdy$ uznawane za jego wia-
snorgczne), tryptyk pasyjny w Walengji (ok. 1530-1540
11540-1550, Museo de Bellas Artes de Valencia) [Ilsink,
Kodeweij 2016, s. 64-67]. Rozpowszechnione w pot-
nocnej Europie przedstawienia Mszy Swigtego Grzego-
rza, z postacia M¢za BoleSci ukazujacy si¢ na ottarzu
1 ujeta owalna mandorly (przyklad: Msza sw. Grzegorza,
obraz Mistrza Ottarza z Akwizgranu w zbiorach Walker
Art Gallery w Liverpoolu, ok. 1500) (ryc. 14), mogly
potencjalnie takze stanowié element inspirujacy wybor
formy wprawdzie nietypowej, ale jednak w sztuce XV
w. obecne;j.

Obustronne fazowanie obrazu w Kurozwekach
$wiadczy o tym, ze owalna tablica stanowila cz¢$¢ ja-
kiej$ aranzacji, ktorej elementem byta dwustronnie ja
ujmujaca rama o ksztalcie niemozliwym dzi§ do odtwo-
rzenia, a narzuconym przez funkej¢ obrazu. Roboczo
mozna rozwazy¢ dwie hipotezy dotyczace pierwotnej
funkgji: obraz ottarzowy lub obraz samodziclny (byé
moze o charakterze epitafijnym). Obie wersje zaktada-
ja montaz tablicy w miejscu, w ktérym odwrocie bylo
widoczne lub czgSciowo widoczne, co spowodowato
decyzjg o jego ozdobieniu.

Pojedyncze obrazy pelnily nieraz funkcj¢ samo-
dzielnych nastaw oltarzowych. Zrodha ikonograficzne
po$wiadczaja, ze na takich jednoczg$ciowych nastawach
przedstawiano takze Mgza Bolesci [Jurkowlaniec 2001,
s. 132-133]. Wigzanie tematu z oltarzem wynikalo nie
tylko z zawartych w nim tre$ci eucharystycznych, lecz
takze z niezwykle popularnej opowiesci o objawieniu
si¢ Chrystusa Umgczonego papiezowi Grzegorzowi
podczas odprawiania mszy. Na wielu obrazach z prze-
tomu XV 1 XVI w. prezentujacych temat Mszy sw. Grze-
gorza Chrystus objawia si¢ papiezowi na tle retabulum
w formie pojedynczej tablicy, z ktdrej zdaje si¢ ku nie-
mu wychodzié.

W Matopolsce nastawy w formie pojedynczej ta-
blicy byly popularne przez caly wick XV. Gadomski
zwrécil uwagg, ze w XV stuleciu montaz takich obra-
z&w na stale nie byt zasadg $cisle przestrzegana, o czym
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Ryc. 14. Mistrz Oftarza z Akwizgranu, Msza $w. Grzegorza, ok.
1500, obraz tablicowy w Walker Art Gallery w Liverpoolu; fot. do-
mena publiczna (Google Art Project).

Fig. 14. Master of the Aachen Altarpiece, Mass of Saint Gregory, c.
1500, panel painting, Walker Art Gallery, Liverpool; photo in public
domain (Google Art Project).

Single paintings sometimes served as independent
altarpieces. Visual records attest to the fact that also the
subject of the Man of Sorrows would have been repre-
sented in such single-panel altarpieces [Jurkowlaniec
2001, pp. 132-133]. Association of the above subject
matter with the function of an altarpiece resulted not
only from the Eucharistic message it carried, but also
from an extremely popular account about the appari-
tion of the Man of Sorrows to Pope Gregory during
a mass he celebrated. Numerous paintings from the
late fifteenth and early sixteenth century, representing
the Mass of Saint Gregory, depict Christ appearing to the
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Swiadczg obrazy dwustronne, jak lwowska Walka Jerzego
ze smokiem z umieszczonym na rewersie przedstawie-
niem Chrystusa w sarkofagu [Gadomski 1981, s. 78].
Obrazy takie mogly by¢é w zaleznosci od aktualnych
potrzeb kultowych ustawiane na oltarzu lub wieszane
na $cianie. System montazowy jest nam wlasciwie nie-
znany, gdyz o obyczaju ustawiania pojedynczych tablic
na oftarzu wiadomo gléwnie z lakonicznych opiséw
w wizytacjach biskupich, a same tablice nie zachowaly
oryginalnych ram. Zrédta pisane niestety ograniczaja
si¢ do stwierdzenia, ze ,struktura jest prosta”, a wyjat-
kiem jest opis oftarza gléwnego w Ketach (1644), dzigki
ktdéremu wiadomo, ze w rzezbionej strukturze zamon-
towany byl obraz Matki Boskiej z Dzieciatkiem [Ga-
domski 1981, s. 76-78; Gadomski 1988, s. 109-111].
Obraz w Kurozwekach musialby by¢ zamontowany
w ramie o prostej dolnej krawedzi (tak jak w przypadku
obrazéw zamknigtych tukiem lub trdjkatnie), by mogl
pelnié funkgje stojacej na oltarzu nastawy.

Wiele pdznogotyckich nastaw oltarzowych mia-
fo malowane odwrocia. Dwa przyklady: z Norymbergi
1 Lichtenstern wspomniane zostaly juz wyzej w kontek-
Scie motywu ro$linnej wici. Takie rozwiazanie stosowano
wowczas, gdy oltarz ustawiony byl tak, ze tyt retabulum
pozostawal widoczny. Przykfadami moga by¢ retabula
w koSciele Franciszkanéw w Bolzano (ok. 1500), koSciele
parafialnym w Niederlana (1503), farze w Schwabach (re-
tabulum Zdjecia z Krzyza, 1505) [Kahsnitz 2006, s. 208—
213, 254261, 276-281, il. 93, 115, 119] czy tez tryptyk
z kolegiaty w Wormagji (Spira, Historisches Museum der
Pfalz) z kofica XV w. [Marcinkowski, Klincewicz-Kru-
pinska 2017, s. 282, il. 30]. Poniewaz starano si¢ zwracaé
oltarze boczne ku wschodowi, problem ekspozycji tylne;j
czgSci retabulum byt czgsty 1 dotyczyl zwykle oltarzy wna-
wach bocznych, ktére, co do zasady, przylegaly do Scian
budowli krétsza Sciang. Ustawienie mens oltarzowych
wzdluz $cian péinocnych i potudniowych orientowanych
ko$ciotéw nalezalo w $redniowieczu do wyjatkdw, wsrdd
ktorych Justin Kroesen [2010, s. 70] wymienia gotyc-
kie mensy w nawach bocznych kazimierskiego kosciola
Bozego Ciata. W powszechny w $redniowieczu sposob,
tzn. ku wschodowi, sa do dzi§ ustawione dwa gotyckie
oltarze po bokach oltarza gléwnego w choérze kosciola
Mariackiego, gléwnej fary Krakowa. Wiadomo, ze w ko-
Sciele parafialnym Kazimierza, niegdy$ odrgbnego miasta,
pod wieloma wzglgdami nasladowano gléwna Swiatyni¢
stolecznego Krakowa i dotyczylo to réwniez usytuowa-
nia oltarzy w chérze. W prezbiterium kosciota Boze-
go Ciala znajdowalo si¢ kilka oftarzy, a z relacji Stefana
Ranatowicza, ktory pozostawil opis kosciota sprzed jego
XVIl-wiecznej modernizacji, wynika jednoznacznie, ze
ustawione byly one ku wschodowi, a nie wzdluz $cian
bocznych w plycinach, jak to jest obecnie: ,[...] oltarzy
S.M. Magdaleny, nie w murze, ale tak stojacy przeciwko
na koscidt, ktory takze x. Marcin Kloczyniski znidst, a te
w murze dal wykona¢” [Ranatowicz, Casimiria civitatis, k.
143 v.]. Drugi z ottarzy bocznych w choérze, znajdujacy sig
naprzeciwko oltarza §w. Marii Magdaleny, po stronie pot-
nocnej mial za czaséw Ranatowicza wezwanie Salwatora.
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pope against an altarpiece in the form of a panel paint-
ing, from which he seems to be emerging and stepping
onto the altar table.

Altarpieces consisting of a single panel were popular
in Lesser Poland throughout the entire fifteenth century.
Gadomski has noted that permanent installation of such
paintings was a rule that was not strictly adhered to in
the fifteenth century, as attested by two-sided panels, for
instance, the Saint George and the Dragon from Lviv, with
the depiction of Christ in the Sepulchre on the reverse
[Gadomski 1981, p. 78]. Depending on current devo-
tional practices, such paintings may have been set upon
an altar or hung on walls. The way they were mount-
ed is virtually unknown to us, because the practice of
displaying single panels on top of altars is known only
from laconic accounts contained in church visitation re-
cords, and the original frames of such panels have not
survived. Regrettably, written evidence is limited merely
to a statement that ‘the structure is simple’, an excep-
tion being the description of the high altarpiece at Kety
(1644), which informs that an image of the Virgin and
Child was mounted within a carved structure of the al-
tarpiece [Gadomski 1981, pp. 76-78; Gadomski 1988,
pp- 109-111]. In order that the painting at Kurozweki
could serve as an altarpiece, it would have had to be set
in a frame with a straight bottom edge (as was the case of
paintings with round-headed, or triangular tops).

Numerous late-Gothic altarpieces featured painted
decoration on their back. Tiwo examples—from Nurem-
berg and Lichtenstern—have been already mentioned in
the context of the vegetal scroll motif. Reverses would have
been painted, if the location of the altarpiece made its back
visible. Among such examples are altarpieces in the Fran-
ciscan church at Bolzano (c. 1500), in the parish church at
Niederlana (1503), in the parish church at Schwabach (al-
tarpiece of the Descent from the Cross, 1505) [Kahsnitz
2006, pp. 208-213, 254261, 276-281, Fig. 93, 115,
119], or a triptych from the collegiate church at Worms
(Speyer, Historisches Museum der Pfalz) from the end
of the fifteenth century [Marcinkowski, Klincewicz-
Krupinska 2017, p. 282, Fig. 30]. Since side altars were
usually turned towards the east, the problem of the vis-
ibility of the back part of altarpieces was fairly frequent
and usually affected those standing on altars located in the
aisles, which in principle would have touched the wall
with their shorter side. Altar tables situated parallel to the
north and south walls in orientated churches would have
been quite exceptional in medieval churches. Among
such exceptions Justin Kroesen [2010, p. 70] mentions
Gothic altar tables in the aisles of Corpus Christi church
in Kazimierz. A typical medieval orientation—towards
the east—has been retained to this day by two Gothic altar
tables flanking the high altar in the chancel of St. Mary’s
church in Cracow; the city’s main parish church. It is well
known that the parish church of Kazimierz, once a sep-
arate town, in many respects emulated the main church
of Poland’s capital city, and this emulation would apply
to the position of altars in the chancel as well. There were
several altars in the chancel of Corpus Christi church,
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Byt on ulokowany w poblizu pierwotnego grobu Stani-
stawa Kazimierczyka: ,,Gréb Blogoslawionego Stanista-
wa Kazimierczyka byl in minori choro, przy tej stronie
muru, gdzie Zakrystia, w rogu oltarza Salvatoris, krata ob-
wiedziony” [Ranatowicz, Casimiria civitatis, k. 143 v.]. Jak-
kolwiek nie zawsze wezwania oltarzy i ikonografia nastaw
byly zgodne, trzeba zwr6cié uwagg, ze obraz z przedsta-
wieniem Mgza BoleSci w purpurowym plaszczu, a wige
o ikonografii akcentujacej krolewska godno$¢ Zbawrcy,
pasowalby doskonale do tego wezwania. Obecnie w tym
przeniesionym pod $ciang oltarzu znajduje si¢ maniery-
styczny obraz Zdjgcia z Krzyza. Ustawienie obrazu w Ku-
rozwekach na oltarzu bocznym skierowanym ku wscho-
dowi wyjasnialoby potrzeb¢ wprowadzenia dekoragji
rewersu. Najczgsciej takie odwrocia dekorowano wiadnie
zielong wicig ro§linng (kwesti¢ symboliki wici — Drzewa
Zycia pozostawiam na uboczu, jest to element szerszego
problemu wymagajacego odr¢bnego studium) lub przed-
stawieniami figuralnymi z dekoracja roslinng, o ktérych
mowa byla wyzej. Wojciech Marcinkowski 1 Regina Klin-
cewicz-Krupiniska [2017, s. 282] takiej aranzacji odwrocia
czeSel gldéwnej domyslali sig, co ciekawe, w przypadku
retabulum oltarza gléwnego pobliskiego kosciota Augu-
stianéw na Kazimierzu (Mikolaj Haberschrack, 1468):
posrodku rewersu obrazu centralnego miat si¢ znajdowac
Maz Bolesci (zachowany fragmentarycznie, jest to obraz
znany jako tablica z Niegowici, obecnie w Muzeum Na-
rodowym w Krakowie), a wokét — wié ro$linna.

Obraz w Kurozwgkach moze byé pozostaloscig ta-
blicy ottarzowej, ale jest takze inna mozliwo$é: mogl
on funkcjonowaé bez zwiazku z oltarzem. Obrazy za-
wieszano np. na kratach, jak w kaplicy Krzyza Swigtego
w katedrze krakowskiej, na ktdrej kracie, wedtug inwen-
tarza z 1563 r., zawieszone one byly licznie (,tabulae
pictae inferius et supra cratac capellac”) [Inwentarz kate-
dry 1979, s. 131]. Nie wykluczalabym zatem ewentual-
nej przynaleznodci obrazu do pierwszej aranzacji grobu
Stanislawa Kazimierczyka (zm. 1489), ktéra powstala
krétko po jego $mierci przy pbinocnej Scianie prezbite-
rium. Elementem aranzacji grobu byla krata wykonana
najpdzniej w 1503 [Eatak 1999, s. 122]. Z Kazimierczy-
kiem szybko zaczeto wiazaé cuda, a jego kult rozwijal
si¢ juz w czasach prepozytury Jakuba z Wadowic. Innym
potencjalnym miejscem takiej ekspozycji obrazu mogto
by¢ lektorium lub oratorium, o ktérym wiemy, ze byto
azurowe: ,bylo na §réd kosciota, pod pasya, in Minori
Choro, ku wiclkiemu ottarzowi zbudowane iako pudlo
iakie, w ktdrym byty kraty drewniane, ze mégl y ku wiel-
kiemu oltarzowi, y na koscidt patrze¢” [Krasnowolski
2012, s. 275]. Najbardziej prawdopodobne wydaje sig,
ze pierwotnie obraz umieszczony byl w chérze koscio-
ta Bozego Ciala (ryc. 15). To tam, w spos6b niezwykle
konsekwentny, poczawszy od korica XIV w., lokowano
wyobrazenia zwigzane z promowanym w kazimierskiej
farze kultem Eucharystii. Erygowany ok. 1340 kosciot
parafialny od poczatku poswigcony byt Bozemu Ciatu,
a wyb6r wezwania pozostawal w bezposrednim zwiaz-
ku z wprowadzeniem w diecezji krakowskiej, na mocy
statutéw biskupa Nankera z 1320, §wigta Bozego Ciala

Wiadomosci Konserwatorskie * Journal of Heritage Conservation « 79/2024

and it follows unequivocally from the account of Stefan
Ranatowicz, who described the appearance of the church
interior before its refurbishment in the seventeenth cen-
tury, that the altars were turned towards the east, and did
not stand along the side walls, within recesses, as is the
case today: “[...] the altar of St. Mary Magdalene not
inserted into the wall, but standing opposite the church
[nave], which Fr. Marcin Kloczyniski had demolished,
and ordered those inserted into the wall to be construct-
ed” [Ranatowicz, Casimiria civitatis, fol. 143v]. The other
of the two side altars in the chancel, standing opposite the
altar of St. Mary Magdalene, on the north, was dedicat-
ed, in Ranatowicz’s time, to Christ the Saviour (Salvator
Mundi). It was situated in the vicinity of the original loca-
tion of the tomb of Stanistaw Kazimierczyk: “The tomb
of the blessed Stanistaw Kazimierczyk was located in the
chancel, at this side of the wall where there is Sacristy, at
the corner of the altar of Christ the Saviour, surrounded
by a parclose screen” [Ranatowicz, Casimiria civitatis, fol.
143v]. Although dedications of altars were not always
congruous with the iconography of the altarpieces they
carried, it has to be noted that a painting depicting the
Man of Sorrows dressed in a purple cope, that is, empha-
sizing the royal dignity of the Saviour, would have per-
fectly fitted the above dedication. Currently, the structure
of this altar holds a Mannerist-style altarpiece depicting
the Descent from the Cross. A display of the panel at
Kurozweki in a side altar turned towards the east would
have explained the need for its reverse to be decorated.
Usually, the reverses in such situation would have been
decorated with green vegetal scrolls (the question of the
symbolic meaning of the scroll—as a Tree of Life—must
be left aside here, as it is part of a broader problem that
would require a separate treatment), or figurative rep-
resentations accompanied by vegetal motifs, as noted
above. Interestingly, Wojciech Marcinkowski and Regi-
na Klincewicz-Krupiniska [2017, p. 282] suggested that
such a decoration may have appeared on the reverse of
the main shrine of the high altarpiece in the church of the
Augustinian friars in Kazimierz (Nicolaus Haberschrack,
1468), located not far from Corpus Christi church: the
Man of Sorrows (surviving in fragments, known as a pan-
el from Niegowié, currently in the National Museum in
Cracow) would have been depicted in the middle on the
reverse of the central panel, surrounded by vegetal scrolls.

The painting at Kurozwg¢ki may be a remnant of an
altarpiece, but there is also another possibility: it may
have functioned with no relation to an altar whatsoev-
er. Paintings would have been hung, for instance, on
grilles, as in the Chapel of the Holy Cross in Cracow
Cathedral, whose grating, according to an inventory
of 1563, was hung with numerous pictures (“tabu-
lae pictae inferius et supra cratae capellae;” “painted
panels below and above the grille of the chapel”) [In-
wentarz katedry 1979, p. 131]. Thus, a possibility that
the painting belonged to the original surrounds of
the tomb of the blessed Stanistaw Kazimierczyk (d.
1489), arranged shortly after his death at the chan-
cel’s north wall, should not be excluded. A part of
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Ryc. 15. Prezbiterium kosciota Bozego Ciata w Krakowie; fot.
D. Podosek.

Fig. 15. Chancel of the Corpus Christi church in Cracow; photo by
D. Podosek.

1 wlaczenia go do $wiat gléwnych. Fundacja koSciola do-
konana przez Kazimierza Wielkiego wiazana jest w tra-
dycji z cudem eucharystycznym. Od schytku XIV az po
wiek XVI ogromne znaczenie w utrwalaniu poboznosci
eucharystycznej w farze odgrywato stopniowe nasycanie
jej przestrzeni dzielami sztuki, ktérych funkgcja i forma
w rozny sposob odnosita si¢ do Ciala Chrystusa, wsréd
nich szczegblne miejsce zajmowaly przedstawienia
Chrystusa Bolesnego, wskazujacego na ran¢ w boku.
Przed 1387 r. do wznoszonego prezbiterium ufundo-
wano witraz z takim przedstawieniem, umieszczony
w gléwnym oknie na osi chéru [Horzela 2020, s. 25, il.
12]. Nieco pdzniej zaczeto uzywaé pieczgcl konwentu-
alnej z przedstawieniem Mgza Bolesci (odciski pieczeci,
od najstarszego z poczatku XV w., sa w zbiorach klasz-
tornego archiwum). Na poczatku XV stulecia powstaly
kolejne witraze z tym wizerunkiem [Horzela 2022, s.
224, il. 34]. Takze w pdzniejszym okresie przedstawie-
nie Mgza BoleSci w purpurowym plaszczu sytuowano
W miejscu wywyzszonym; przedstawienie takie znalazto
si¢ ok. 1460-1470 w zwieficzeniu nowej, okazalej nasta-
wy oltarza gléwnego, bedacej wowezas jedna z najwigk-
szych w aglomeracji krakowskiej. Umieszczono tam
zachowana do dzi$ figur¢ Chrystusa M¢za Bolesci odzia-
nego w purpurowy plaszcz i kierujacego dlonie ku ranie

this arrangement was a grille, executed no later than
in 1503 [Eatak 1999, p. 122]. Shortly after his death,
miracles started to be associated with Kazimierczyk,
and his veneration grew already during the provost-
ship of Jakub of Wadowice. Another possible place
of the painting’s display could have been the chancel
screen or an oratory, the latter known to have had an
openwork form: “it [the oratory] was located in the
middle of the church, below the Rood, in the chan-
cel, extending towards the high altar, in the form of
a sort of box, with wooden grating that enabled the
high altar and the church interior to be seen [from
within]” [Krasnowolski 2012, s. 275]. What seems
most likely is that originally the painting was locat-
ed in the chancel of Corpus Christi church (Fig. 15).
It was there that, starting from the fourteenth centu-
ry, very consistently, images related to the cult of the
Eucharist, specially promoted in the church, had been
located. Founded around 1340, the church had from
the beginning been dedicated to Corpus Christi, and
the choice of the patronage was directly related to the
introduction of the feast of Corpus Christi as one of
the holy days of obligation in the Diocese of Cracow,
on the strength of the statutes of Bishop Nanker of
1320. The foundation of the church, by King Casimir
the Great, has been traditionally associated with a
Eucharistic miracle. From the end of the fourteenth,
up until the sixteenth century, an important role in
consolidating the Eucharistic piety in the church was
played by gradual saturation of its interior with art-
works whose function and form were in various ways
related to the Body of Christ, the foremost among
them being depictions of the Man of Sorrows point-
ing to a wound in his side. Before 1387, a stained-
glass panel with such a representation was executed
for the axial window in the chancel, then still under
construction [Horzela 2020, p. 25, Fig. 12]. Slightly
later, a seal of the canonry with an image of the Man
of Sorrows started to be used (seal impressions, start-
ing from the earliest example dating from the begin-
ning of the fifteenth century, have been held in the
canonry’s archive). Further stained-glass panels with
the same image originated at the beginning of the fif-
teenth century [Horzela 2022, p. 224, Fig. 34]. Also
later, representations of the Man of Sorrow, clad in a
purple cope, were located in elevated places: such an
image appeared around 1460-1470 in the crowning
of the new, impressive high altarpiece—at that time
counting as one of the largest in the area of Cracow—
in the form of a figure of the Man of Sorrows clad in
a purple cope, who points with his hands towards a
wound in his side in a gesture known as the ostentatio
vulnerum, or display of the wounds (the figure, surviv-
ing to this day, is currently held in the parish church
at Wolbrom) [Horzela 2009, pp. 271-280; Horzela
2012, pp. 150-156]. A stone carving in relief with an
image of a similarly depicted Man of Sorrows appears
also on the fagade of the church. The high altarpiece,
the painting currently held at Kurozweki, and the
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w boku w gescie ostentatio vulnerum (obecnie figura znaj-
duje si¢ w kosciele parafialnym w Wolbromiu) [Horzela
2009, s. 271-280; Horzela 2012, s. 150-156]. Kamien-
na plaskorzezba z podobnie ukazanym Mgzem Bolesci
znalazla sie takze na fasadzie koSciota. Nastawa ottarza
gtéwnego, obraz przechowywany dzi§ w Kurozwekach
1 wyobrazenie na fasadzie powstaly w okresie prepozytu-
ry Jakuba z Wadowic. Dziela te mozna rozpatrywac jako
istotne elementy w podnoszeniu rangi kosciota Bozego
Ciala jako sanktuarium po$wigconego kultowi Euchary-
stii, a z drugiej strony jako ewidentny dowdd szczegdlne-
g0, osobistego zaangazowania w ten kult samego Jakuba,
z ktérym Wozowicz zidentyfikowala adoranta ukazanego
u stop Mgza Bolesci. Wydaje sig, ze forma i1 kolorystyka
dekoracji ornamentalnej obrazu w Kurozwekach nieprzy-
padkowo zestrojone sa z ornamentyka dekoracji malar-
skiej sklepienia 1 witrazy chéru kosciota.

Podsumowanie

Namalowany przez Jana Wielkiego ok. 1490-1495 r.
z tundacji prepozyta Jakuba z Wadowic obraz jest dwu-
stronnie malowana tablica, ktbrej rewers wykonany
réwnocze$nie z awersem dekorowany jest ornamentem
rodlinnym. Wskazuje to, ze obraz byl pierwotnie ekspono-
wany w sposob pozwalajacy ogladaé jego odwrocie. Tabli-
ca miata pierwotnie nietypowy ksztatt owalu lub zblizony
do owalu. By¢é moze demontaz parkietazu pozwolitby
w przyszlosci na jednoznaczne ustalenie tej kwestii. Za-
prezentowane wyzej argumenty pozwalaja stwierdzié, ze
obraz nie byl, jak dotad uwazano, eksponowany w bocz-
nej nawie kosciola Bozego Ciala, lecz w jego chérze. Stan
zachowania tablicy nie pozwala obecnie na kategoryczne
stwierdzenie, czy stanowil on element aranzacji jednego
z bocznych oltarzy, czy tez byt prezentowany samodziel-
nie, w innym miejscu prezbiterium.

* Tekst jest poklosiem wspdlpracy z mgr Eweling
Gruszczyniska, ktora przeprowadzila konserwacj¢ ob-
razu w Kurozwekach w 2020 r. W trudnym okresie
pandemii spotkania przy obrazie Jana Wielkiego byly
wyjatkowa okazja do zywej dyskusji przy dziele sztuki,
jestem za t¢ mozliwo$¢ ogromnie wdzigczna. Mate-
rial poréwnawczy do artykutu zostal po czgsci zebrany
przy okazji realizacji projektu badawczego ,Wit Stwosz
— nowy rozdzial badan”, finansowanego ze $rodkéw
programu Inicjatywa Doskonalo$ci Uniwersytetu Ja-
gielloniskiego, realizowanego pod moim kierunkiem na
Wydziale Historycznym U]J.

image on the fagade originated during the provost-
ship of Jakub of Wadowice. All of these works may
be considered as important elements contributing to
the elevation of the rank of Corpus Christi church as a
shrine devoted to the veneration of the Eucharist, and
at the same time, as a manifest testimony to a special,
personal involvement in this devotion of Jakub him-
self, with whom Wozowicz has identified the donor
depicted at the feet of the Man of Sorrows. It seems to
be no accident that the form and colour of the orna-
mental decoration of the painting at Kurozweki match
the painted ornamental decoration of the vaulted ceil-
ing and stained glass in the chancel of Corpus Christi
church in Kazimierz.

Conclusion

A painting, executed around 1490-1495 by Jan Wielki
on a commission from Jakub of Wadowice, a provost
of the Canons Regular of the Lateran in Kazimierz, has
the form of a panel painted on both sides. The decora-
tion on its reverse, which is contemporaneous with the
image depicted on the obverse, consists of vegetal orna-
ment. Such a treatment of the panel suggests that it was
originally displayed in a manner that allowed its reverse
to be seen. Initially the panel had an unusual, oval, or
oval-like shape—a question that cannot be solved un-
equivocally unless the cradling attached to its back is
dismantled, which might be undertaken in future. The
arguments presented above substantiate an assertion
that—contrary to earlier beliefs—the painting had been
displayed not in the aisle of Corpus Christi church in
Kazimierz, but in its chancel. The panel’s state of repair
does not permit to assert categorically whether it was
mounted in one of the side altars, or was displayed in-
dependently, in another location in the chancel.

* This paper is a result of a collaboration with Eweli-
na Gruszczyhska, MA, who carried out a conservation
treatment of the Kurozweki painting in 2020. In the dif-
ficult period of the pandemic, meetings next to the work
by Jan Wielki were an exceptional occasion for animated
discussion, and I am very grateful for having had this
opportunity. Part of the comparative material used in the
present paper was gathered during the execution of the
project “Veit Stoss—a new chapter of research,” funded
from the program Excellence Initiative at the Jagiello-
nian University, conducted under my leadership at the
Faculty of History of the Jagiellonian University.

'O Jakubie zob. [Eatak 2005, s. 41-47].

2 Odrebna, ciekawa kwestia jest recepcja dzieta w XVII w.
Obraz zostal przekazany do kosciola, ktéry przez dluzszy
czas byl uzytkowany przez braci polskich (arian), a jesli
faktycznie zostal tam przywieziony przez Eoniewskiego
ok. 1637, to dokonano tego w okresie rosnacych przeslado-
wan najbardziej radykalnego odtamu reformacji w Polsce
(w 1638 zamknigto Akademig¢ Rakowska). W tym kontek-
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Scie decyzja o przeniesieniu do Kurozwek obrazu o ikono-
grafii silnie zwiazanej z kultem Eucharystii z pewnoscia nie
byla przypadkowa, lecz wpisywala si¢ w kontrreformacyj-
ny, antyarianski kontekst. Przedstawienia Chrystusa, w kt6-
rych ostentacyjnie wskazuje on na rang w boku, uzywane
byly juz wczesniej w sporach doktrynalnych, a poczatek
tego zjawiska w Europie Srodkowej mozna sytuowac
w okresie sporu Kosciola z husytami w XV w. Na poczatku
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wicku XVII kanonicy rozpoczgli zatem pracg duszpasterska
zmierzajaca do odpowiedniego utrwalenia na ,,zainfekowa-
nym” reformacja terenie kultu eucharystycznego.
Dyskusj¢ na temat daty wzniesienia kaplicy relacjonuje
Wozowicz [2007, s. 108].

Cienko zagruntowane rewersy sa dekorowane zielony-
mi i ciemnoczerwonymi galazkami obrysowanymi na
czarno na jasnoszarym tle. Tablica po stronie lewej od
widza zostala na wezesnym etapie przemalowana, z kolei
tablica po stronie prawej prezentuje warstwe¢ pierwotna,
w ktorej niemal catkowitej destrukcji ulegly elementy
malowane na zielono. Sklad pigmentéw nie byl badany.
Za wszystkie informacje dzigkuj¢ panu Wolffowi-Har-
twigowi Lipinskiemu z Landesmuseum Wiirttemberg,
ktory prowadzil prace konserwatorskie. Katalog zbioréw

Landesmuseum Wiirttemberg (Bestandkataloges der mit-
telalterlichen Skulpturen, t. 3, cz. Wiirttembergisch Franken)
z tekstem dr Ingrid-Sibylle Hoffmann dotyczacym reta-
bulum ma si¢ ukazaé w roku biezacym, jednak nie prze-
widuje analizy jego cz¢Sci malarskiej; za t¢ wskazéwke
dzigkuj¢ Autorce.

Analiz¢ pigmentdw i spoiw przeprowadzita Barbara Sowa-
-Holewinska [2020].

¢ Relikty malowidet odkryto w latach 80. XX w., a niedawno
na ich podstawie zrekonstruowano cala dekoracjg.
Rekonstrukcja szklenia prezbiterium jest cz¢Scia opraco-
wywanego przeze mnie korpusu witrazy Sredniowiecznych
w Polsce. O datowaniu zob. [Horzela 2019].

Na temat artystycznej rodziny Bormanéw ostatnio: [Bor-
man. A Family 2019].
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Streszczenie

Znajdujacy si¢ w koSciele parafialnym w Kurozwe-
kach obraz, ktory przedstawia Chrystusa Bolesnego,
Matke Boska Bolesna 1 §w. Jana Ewangeliste z funda-
torem polecanym przez §w. Jakuba Starszego, powstal
do koSciota parafialnego Bozego Cialta kanonikéw re-
gularnych laterafiskich w Krakowie. Dzieto, namalo-
wane najpewniej przez Jana Wielkiego ok. 1490-1495,
bylo wielokrotnie przeksztalcane w zwiazku ze zmia-
nami sposobu i miejsca ekspozycji. W artykule omo-
wiono kwesti¢ pierwotnej formy, funkcji 1 miejsca
ckspozycji obrazu. Tablica miala pierwotnie nietypo-
wy ksztalt owalu lub zblizony do owalu i jest dwu-
stronnie malowana (na rewersie umieszczono orna-
mentalng dekoracj¢ roslinna). Wskazuje to, ze obraz
byl pierwotnie eksponowany w sposéb pozwalajacy
oglada¢ jego odwrocie. Wykazano, ze obraz nie byl,
jak dotad uwazano, eksponowany w bocznej nawie
kosciofa Bozego Ciata, lecz w jego choérze, gdzie mogt
by¢ elementem aranzacji jednego z bocznych oltarzy
lub byt prezentowany samodzielnie.

Wiadomosci Konserwatorskie * Journal of Heritage Conservation « 79/2024

Abstract

A painting, held in the parish church at Kurozweki, rep-
resenting Christ as a Man of Sorrows, with the Virgin
of Sorrows and St. John the Evangelist, accompanied
by a donor presented by St. James the Great, was ex-
ecuted for the parish church of Corpus Christi of the
Canons Regular of the Lateran in Cracow’s Kazimierz.
The artwork, most likely painted by Jan Wielki, around
1490-1495, underwent numerous alterations resulting
from the changing arrangements and locations of its
display. The paper discusses problems of the painting’s
original form, function and place of display. Initial-
ly the panel had an usual oval, or oval-like shape, and
has been painted on both sides (the reverse is deco-
rated with an ornamental vegetal design). The above
suggests that it was originally displayed in a way that
allowed its reverse to be seen. It has been demonstrated
that the painting did not hang—as has hitherto been
assumed—in an aisle of Corpus Christi church, but in
its chancel, where it may have been mounted on one of
the side altars or was displayed independently.
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