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In 2002 the 8th and last Apostolic journey to Poland of 
Pope John Paul II took place. For the arrival of the Pope 
almost 60 papal altars were built in different towns and 
different regions of Poland. By the papal altar we should 
understand an architectural structure with a sacral and 
temporary character and whose central element consti-
tutes the altar – sacrificial table, which is built in order to 
celebrate the Eucharist with the participation of the Pope 
during the Apostolic journey in a given country. Histories 
of the papal altars, in particular towns, which were built 
in the years 1979–2002, ended along with the end of the 
papal visits. In order to commemorate pilgrimage cere-
monies, here and there – at the places of their perform-
ance – crosses were left1. Other tokens such as sacrificial 
tables were given to newly erected churches, papal 
thrones found their places in museums2, whereas many 
sculptures and paintings were used as interior decorations 
in churches. It also happened that the designs of some 
papal altars were used during constructions of new struc-
tures, e.g. chapels3. However, the papal altar was assumed 
to be a temporary structure and was supposed to have 
a motto of the papal pilgrimage by means of its form full 
of expression as well as to create a unique and excep-
tional climate of the meeting with the Pope – becoming 
‘a temple of one day’.

Considering the issue of papal altars we are faced with 
the notion of a phenomenon in three dimensions: spatial 
and temporal, symbolic, and cultural:

1
2

the papal altar, a museum of souvenirs connected with the stay of Pope 
3 For example, in Zakopane the papal altar was reconstructed in this 

room and situated in Our Lady of Fatima Sanctuary in a smaller scale. At 
present, it serves as a chapel for pilgrims and visitors.

1. The phenomenon of altars in the spatial and tem-
poral aspect – the papal altar was designed for a particu-
lar ceremony with the participation of the Pope, for one 
day and in natural surroundings.

2. The phenomenon of Polish papal altars owing to
a rich formal message of symbolic contents. Despite 
its temporary usage the designers managed to create the 
works with a deep symbolic meaning that remained in 
the awareness of the celebration participants for a very 
long time.

3. The phenomenon of Polish papal altars with regard
to the culture of a particular region and values cherished 
by a local population – new pilgrimage centres.

The first phenomenon is strictly connected with the 
second one. The papal altar was assumed to be a tem-
porary structure – designers expressed religious ideas 
by means of architectural methods and with the use of 
cultural codes characteristic of a given region in an 
expressive and emotional way.

Analysing the solutions of papal altars from various 
regions of Poland and the whole world, we can 
observe the existence of some elements which are per-
manent in space – architectural and urban elements. 
They include as follows:

papal altar – ‘stage’ – its architectural form is 
a dominant of the spatial structure and sectors for pil-
grims along with approach roads

sectors for pilgrims – ‘audience’ – usually designed 
on the amphitheatric plan between roads going radially 
from the altar and strategically combined with the urban 
structure of the town.

The papal altar and sectors for pilgrims create a material 
temple under the blue sky – a temple erected for a particu-
lar celebration with the Pope’s participation. On the basis 
of many scientific studies we can conclude that certain 
compositional elements in a Christian temple as regards 
their meaning possess the features which are common for 
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many religions. They are, among other things, an elevated 
sacrificial altar – Holy Mount (Fig. 1); a holy area, sacrum
and profanum -
mos, the Universe – the vault of the temple; the axis of the 
world (axis mundi) – vertical elements of the temple, e.g. 
a tower4. In accordance with the studies by M. Eliade, we 
can conclude that sacral architecture takes up and develops 
a discussion about cosmological symbolism. The sacral 
space experience enables a religious human being ‘to set up 
his/her own world’ at the place where sacrum is manifested 
in space5. Therefore, the universe finds its symbolic equiv-
alent in the vault of the temple while the earth can be seen 
in the foundation of the temple and its supporting structure, 
i.e. columns and walls [4], [11]. The papal altar with its 
surroundings, namely pilgrims and the open space, create 
a natural temple. 

4 Cf. [2].
5 Cf. [1].

Inspirations

Following the conversations of the author with the 
designers of papal altars from various parts of Poland, 
it appears that the creation of the symbolic altar form 
was influenced by the following factors: 

firstly: a pilgrimage motto – the Pope’s message
secondly: traditions of a given region – the symbol 

of a place
thirdly: an emotional attitude towards the Pope

– a Pole.
Carrying out the analysis of papal altars, which were 

built in the years 1979–2002 in Poland, we can state that 
there are two groups of papal altars:

1. Altars – symbolic forms [10], presented religious 
and non-religious contents in a metaphorical way; in 
order to achieve this goal, designers employed archi-
tectural methods entering into a ‘dialogue’ with the 
imagination of a spectator–pilgrim at the same time. 
Doing this, they referred to traditions of a given region 
[6, p. 51].

2. Altars – symbolic decorations, conveyed sym-
bolic contents in a literal and direct way by means of 
artistic compositions. Their characteristic feature was 
a certain kind of typification – in most cases there 
were no references to local or regional traditions.

Fig. 1. ‘Holy Mount’ – the papal altar in Sosnowiec, 1999. The view 
at night. Designed by AiR Jurkowscy-Architects (photo: R. Jurkowski)

w nocy. Proj. AiR Jurkowscy-Architekci (fot. R. Jurkowski)

Altars – symbolic forms
A perfect example of conscious cooperation between 

a designer, investor and contractor constituted papal 
altars of the 1990s. – in particular the papal altar in 
the altars built on the occasion of the Pope’s 7th pil-
as part of the trend of such altars-symbols there are 
also altars which were built in two opposite regions of 
Poland: the altar-shepherd’s hut in Nowy Targ (1979) 
former became an inspiration for designers of papal 

-
an architect, referred to traditions of the Podhale 
region – formally expressed in the form of a shep-
herd’s hut. Sectors for pilgrims around the altar were 
designed for about 400 thousand persons in the terri-
tory of an airport. The whole complex – the papal altar 

and sectors for pilgrims were built within ten days 
only6. An integral part of the main celebrations was 
a musical and vocal programme7 which when com-
bined with the spatial composition of the papal altar in 
the Podhale style constituted a comprehensive work 
which showed the culture of this region. Eight years 
after the first Apostolic visit in 1987, the next great 
work of sacral architecture was built – the work of 
– a residential district, whose originator and partly 

-
rical set designer. The author included many meta-

6 There were eight persons involved in the process of erecting the al-
tar – carpenters from nearby villages, whereas other works were done by 
50 to 60 workers. As many as 3000 Mountaineers performed as security 
service in the sectors during the ceremony.

7 Performed by Mountaineers dressed in regional clothes and the 
mixed choir consisting of 400 singers. Cf. [5, pp. 153–156]. 
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phors in his concept [7]. The altar-boat – and more 
then – was a metaphor of the Church as a community 
of believers. The scaffolding at the back and on both 
sides of the altar was supposed to illustrate the Church 
which is still under construction. This idea also 
referred to the character of the ceremony with the par-
ticipation of the Pope, which was celebrated on behalf 
of working people. The symbolism of the altar also 
region, its history and traditions. The designer – with 
spatial intuition typical of a set designer – excellently 
blocks of flats, a distance from the remotest partici-
pant to the Pope8 who stood or sat on the throne behind 
all altars. According to the author’s words, the resi-
dential district also acquired something metaphysical 
thanks to this scale. The whole complex was designed 
in such a way so that it could bring about a theatrical 
effect. And it really happened so. The altar composi-
tion was surmounted by three massive metal crosses-
masts9 which came from three various points and at 
the top they formed a compact structure of the 

of the cross arms on upper yards there were two white-
red and one white-yellow standards as well as two 
meters were moved by means of winds and in this way 
they made the impression that the whole altar-galleon 
was in motion. This effect was additionally reinforced 
by clouds passing in the sky. The pilgrims who gath-
ered in the square participated not only in misterium

8 About one million people were expected to gather at the square. 
Cf. [6, pp. 54–57].

9 Masts were 39 meters in height, so they were higher than the tallest 
10-storey block of flats in this area.

but also in spectaculum
designed the papal altar in Sopot in 1999. The archi-

located in the area of Sopot horse racing. The main 
element of the altar and at the same time the back-
ground for the Pope’s throne was a cross and sacra-
mental bread made of resin and fixed on aluminium 
constructions – the whole structure was 23 meters 
above the altar. The altar composition was comple-
mented by wooden sculptures and crosses, which were 
designs. The sacrificial altar at which the Pope cele-
brated the Holy Mass was built at a height of eight 
meters above the ground level. The designer of the 
altar concept also took into account the fact that the 
Pope was going to look at the altar from the bird’s eye 
view. Therefore, he designed it in such a way so that 
from above it reminded a dove – a symbol of the Holy 
Spirit (Fig. 3).

Among altars – symbolic forms located in the area 
of Northern Poland the following altars are worth men-
made on the occasion of the Pope’s 7th pilgrimage to 
Poland. The papal altar in Pelplin was designed by the 

-
sage of the pilgrimage God is Love could be read in the 
altar’s composition whose basic element was a steel 
construction – fishing nets pulled out by two birds situ-
ated at the height of over 20 meters. In this way, the 
author made a reference to the teaching of Christ about 

-
tion was sacramental bread ten meters in diameter 
which was situated behind the Papal throne and 
a monumental cross 33 meters in height. The altar was 
a design team under the guidance of the architect – 

Fig. 3. The altar in Sopot, 1999. Bird’s eye view, graphics. 
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complex there was a burning heart – a symbol of love, 
and a papal throne (at the height of 11.4 meters above 
the ground level), which were surrounded by wooden 
poles made of laminated timber in the form of hands in 
an adoration gesture (Fig. 4). The whole complex was 
covered by a roof in the form of a tent with a cross at 
the top. In the altar symbolism the author also referred 
(Adalbert) mission and death and by means of wooden 
ribs he referred to the boat construction. A scene from 
made of natural stone, whereas the theme of water and 
St. Peter’s boat constituted the central idea of the papal 

background while it was situated on the main gathering 
site. The background constituted the 19th-century 
downtown development, a Diocesan house and a domi-

-
form the Pope could look at the river flowing in front 
of the altar. The altar roof symbolised a boat platform 
of St. Peter of our times, which crashed the waves 
made by means of side roofs. The pulpit was situated 
on a fragment of the altar platform sticking out in the 

-
tion, the architect and manager of the project, the altar 
town and at the same time it emphasised the character 
of the place – Podlasie Region where there are various 
religious denominations. A broken cross – a dominant 
of the altar architectural composition – symbolised 
divisions existing in Christian churches. The symbol of 
their common faith in Christ was the figure of the 
Crucified which connected two parts of the cross and 
St. Peter’s fisherman’s nets around the cross (Fig. 5). 
On the sides of the cross there were paintings which 
presented various religious denominations of Podlasie 
Region.

Paul II’s 7th pilgrimage to Poland – turned out to be a 
Zaspa in 1987. Although these altars10 were built in the 
regions with different traditions and natural conditions, 
their common idea became a method of designing space 
so that the pilgrims could participate not only in misteri-
um but also in spectaculum. The papal altar in Zakopane, 
whose originator was the architect and sculptor Marek 

11, became the form – symbol equally combining a 
symbolism of the place as well as the general motto of the 
pilgrimage12. A wooden form of the papal altar symbol-
referred to Jesus’ work on Earth – Shepherd of the Sheep 
Flock. The saving mission of Christ was presented figura-
tively on the sculptural decoration – referring to the 
Biblical ‘Jacob’s ladder’ – blending with the front façade 
of the altar. Three elements in the spatial composition of 
the altar referred to the person of Christ: a sacrificial altar, 
sculptural decoration and a wooden openwork cross. The 
vertical and symmetric composition of the altar ‘strength-
ened’ by a perpendicular, central sculptural decoration 

10
11 The architectural and building design was elaborated by architect 
12 The pilgrimage motto in 1997 was the following: Christ yesterday, 

today and forever.

Designed by prof. S. Baum

Proj. prof. S. Baum
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division, which was led above the altar roof where it 
changed to the form of a sculptured cross was intended to 
emphasise this idea. According to the designer’s assump-
tions, the altar roof form – the basic compositional ele-
ment – which constituted the vertical axis was supposed 
to make the impression of lightness and at the same time 
of solemnity and monumentality. During the celebration 
with the Pope’s participation, an integral part of the com-
positional entirety was a white ribbon which served as 
a way of connecting the papal altar (from the sacrificial 
table) with the cross placed on the ski jump against the 
background of mountains and forests. The papal altar sur-
rounded by mountains as well as the vocal-musical pro-
gramme performed by the Polish mountaineers called 

where the only differences referred to the form and con-
sisted in another way of symbolic values transfer.

Apart from the aforementioned Podhale and Pomerania, 
one of the most characteristic regions in Poland is the 
region of Upper Silesia. The papal altars of this region – 
a deep significance. In a symbolic way, their form referred 
to the pilgrimage motto which was expressed by means of 
constructions and materials characteristic of this region.

The motto of the 7th pilgrimage to Poland God is 
Love found its particular expression in the realisation 

creation, which is the act of Divine love, as presented 
on the Michelangelo mural in the Sistine Chapel 
became the main inspiration for the altar design team 
whose manager was the architect, Professor Adam 
Adam found its formal presentation in the form of two 
spatial braced-rib arches13 leading to each other from 
the podium basis without connecting each other. 
According to Professor A. Lisik, a free space between 
arches symbolised the area of freedom which was 

14. The massive, 10 meters in 
height podium of the altar reinforced the message of 
symbolic contents and was the image of Holy Mount 
and the Creator. An integral part of the altar composi-
tion – its dominant – was a steel cross (30 meters in 

-
tion – the symbol of the place (Fig. 6). The wall pre-
senting the rising sun – the symbol of hope and new 
life constituted the background for the sacrificial altar. 

13 Truss arches were at the same time the roof of the altar. Cf. [3, 
pp. 16–19].

14 On the basis of the author’s conversation with Professor A. Lisik, 
the altar’s designer.
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Symbolic references connected with local traditions 
(scientific and technical character of the town) were 
expressed in steel, openwork and light forms of the 
cross and roof above the sacrificial alter (the main 
podium); whereas the papal altar in Sosnowiec first of 
all referred to local traditions. It was the monumental 
symbol of the place. The basic element of the architec-
tural composition of the altar was an openwork arch 
made of the spatial steel truss. The truss motif referred 
to the industrial character of the town. A significant 
symbolic and compositional element was pine – accord-
ing to Ryszard Jurkowski’s idea, the manager of the 
design – presenting pine forests which used to grow in 
the whole region. Both pine and the wooden cross 
(which hung attached to the arch construction) were 
placed in the ‘frame’ which was set by the truss con-
struction (Fig. 7). The motive of the frame constitutes 
a symbol of the triumph, victory – hope for the future 
as well as ‘window on the world’. It was possible to 
read the following message: the future of Sosnowiec is 
in the natural environment respect and in the cross – 
a symbol of Jesus Christ whom God sent to the world 
out of love for man. The altar elements such as pine, 
the arch-gate, altar platform (Holy Mount) were sym-
bolic and archetypical references connected with prim-
itive experiencing of sacral space15.

15 A tree, wooden pole, Holy Mount, etc. were the places of saint-
hood revelation.

Fig. 7. The papal altar in Sosnowiec, 1999. Inspired by the industrial 
region. Designed by AiR Jurkowscy-Architects (photo: R. Jurkowski)

Altars – symbolic decorations 
These altars had symbolic contents in a literary and 

direct way by means of artistic compositions. A certain 
kind of typification was a characteristic feature of the 
altars and in most cases there were no references to 
local or regional traditions.

The group of altars of this character certainly com-
prised the ones built in the following places: Kraków 
(1979, 1983, 1987, 1991, 1997), Gniezno (1979), 
Warsaw (1979, 1983, 1987, 1991, 1999), Niepokalanów 
(1983, 1997), Lublin (1987), Tarnów (1987), Szczecin 
Koszalin (1991), Legnica (1997), Kalisz (1997), Krosno 
(1997), etc. Let us analyse these most interesting altars 
took place under the banner of the 46th International 
Eucharistic Congress which was connected with the 
pilgrimage motto: ‘Christ yesterday, today and for 
altar design. The main element and axis of the composi-
tion was the cross 26 meters in height on which (at the 
place of arms ‘crossing’) the symbol of Eucharistic 
bread supported by hands coming out of the globe was 
placed. The gesture of open hands supporting the 
Eucharistic bread indicated unity of Christian churches 

– expressed hope for the future. The whole composition 
of the papal altar, in the form of a triangle, consisted of 
arches spreading radially (sectors of a circle) and pre-
senting the light beaming from the Eucharistic bread – 
it was the symbol of Jesus Christ – Light of the world 
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took place under the following banner: ‘Blessed are 
those who hunger and thirst for righteousness, for they 
will be filled’. The meeting liturgy called for reconcili-

-
ciliation. The hippodrome surrounded by trees consti-
tuted an interesting artistic setting of the meeting as 
well as of the papal throne which was designed in the 
form of a monumental rectangular prism with an inside 
opening in the shape of a cross. Against the background 
of the cross there was a sculpture of Resurrected Jesus 
(Fig. 9) as the answer to the papal motto of the pilgrim-
age: ‘Peace be with you Poland! My fatherland’. On 
both sides of the altar emblems of various towns in the 

Legnica presented symbolic motives which were strictly 
connected with the history of this region. A tent form of 
the altar and emblems of towns were a reminder of great 
battles (Legnica) which took place under Henryk 
Christianity endangered by the Tatars invasion. A compo-
sitional dominant of the altar was a wooden cross placed 
in an axis position, which referred to the pilgrimage motto 
– it was the symbol of Jesus Christ. A massive dove 
descending onto the believers and situated at the top of the 
roof form presented the Holy Spirit – Consoler sent on the 
Pentecost Day. The most powerful meaning of symbols 
constituted a motive of the cross with the background of 
the sky under which the form of the gable roof repre-
placed exactly in the middle of the composition and above 
the roof, was a vertical axis (‘axis mundi’) – a ‘connector’ 
between the Earth and the sky.

The altar composition in Krosno was arranged by 
means of a monumental openwork steel cross which con-
stituted the main dominant of the composition as well as 
shape of the letter ‘M’ above the papal throne (which 
symbolised Mary, the patroness of Pope John Paul II). 
The steel cross (about 40 meters in height) was a formal 
reference to drilling rigs which were characteristic of this 
region; thus, it was the symbol of the ‘place’.

(photo: A. Mas)

(fot. A. Mas)

Significance of tradition 
Tradition can be discussed from the point of view of local 

and regional values which consist of culture, architecture, the 
natural environment, etc. as well as from the point of view of 
religious values. The former and the latter are strictly con-
nected with symbols – signs which make it possible to iden-
tify with the place and community. Cultivation of native, 
local, regional traditions gives a sense of security, stability 
and strengthens the sense of belonging to a given cultural or 
religious community. It is especially reflected in cultures – 
regions which have been established (and are being estab-
lished) in the natural environment where everything that is 
‘natural’ determines particular spheres of a community life. A 
temple is a distinguishing feature of place and city and its 
proper location in a city contributes to its stronger emphasis 
in the awareness of residents. An open space around the papal 

throne creates special conditions of the exposition and 
strengthens the perception of symbolic meanings of the altar 
from their basic identification function, which facilitates the 
usage of space, fulfill the role of a social groups integrating 
factor, take part in creating a social identity, constitute a cell 
of cultural continuity and strengthen a community sense of 
the place [8]. Architecture appeals to the user not only by 
means of its form, detail but also by means of the material. 
The most precious is the material which comes from natural 
resources of the Earth. It is said that such a material has a 
‘soul’. Papal altars in Podhale were made of natural materials 
and they combined symbolism of the place and symbolism of 
Christian religion in one work. The wooden form of the papal 
altar, which presented a shepherd’s hut, wooden details and 
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Fig. 10. The papal altar in Sosnowiec, 1999. Steel construction 
(photo: R. Jurkowski)

(fot. R. Jurkowski)

granite sculptures showed great devotion to local tradi-
tions and a deep love to natural materials. The idea was 
expressed by means of stone and wood. The form was 

-
rial were underlined by details. The wooden material, 
which was the basic building material of papal altars in 
Podhale, is best ‘felt’ during the observation of details of 
these altars and examination of their various shapes as 
well as irregular lines. An industrial region is first of all 
associated with materials which are the products of man’s 
work and are produced in artificial conditions which are 
in opposition to the natural environment. Steel construc-
tions (characteristic of the region of Silesia and Krosno), 
which were used during the construction of papal altars, 
were exposed in details of construction joints and in thick-
ness of particular construction elements (Fig. 10).

The phenomenon of papal altars in the Karpaty region

On the cultural and pilgrimage map of Poland the 
Karpaty Mountains are presented as a unique region. 
This is proved by the number of sanctuaries located in 
this region as well as by the number of pilgrims and 
tourists visiting historical places and sanctuaries of this 
region. In many scientific studies on sociology of reli-
gions, geography of religions, etc. we can encounter 
such expression as ‘the phenomenon of Polish pilgrim-
ages’, the phenomenon of folk religiousness in Poland’. 
Karpaty is a unique pilgrimage region in which, apart 
from the centres with many centuries of tradition and a 
well-established position, there still appear new centres 
which attract numerous pilgrims. This is further con-
firmed by the establishment of the Diocese Pilgrimage 

which were built for the main ceremonies on the occa-
sion of Pope John Paul II’s visit in Poland, were left on 
the original building site and in this way they became a 
permanent part of the city landscape. Due to the pres-
ence of the exceptional Pilgrim, the altars became the 
object of a particular interest of pilgrims and tourists 
arriving at sanctuaries near which they were located. 
The Pope’s visit contributed to many enterprises in 
the procession with relics of Saint Kinga of Poland 
from the convent of St. Clares to the papal altar (locat-
the occasion of the church fair and commemoration of 
the Pope’s visit in 1999 (Fig. 11). Moreover, in Stary 
events is organised in which first of all young people 

is conducive to the organisation of such events. Stary 

role. It is the second town of this County as regards the 
number of population, it has many precious monu-
ments and is characterised by tremendous values of the 

-
-

tive town for tourists and this is conducive to the 
development of tourism in this region. Undoubtedly, 
the Pope’s visit in 1999 contributed to the rapid growth 
of the pilgrimage tourism, which in comparison with 
the 1980s. – 15 000 to 40 000 people a year – increased
location as well as rich culture and history constitute 
also of the whole Karpaty region. In the process of 
uniting Europe, the Karpaty region fulfils a key role in 
the integration of states, in particular in East-Central 
Europe. On the one hand, the idea of building the 

directly from spiritual and material needs of the towns’ 
residents. On the other hand, it was an attempt to react 
against disintegration and destruction of social bonds 
of various kinds as well as extreme individualisation of 
life which could be seen after political system transfor-
mations in 1989 in Poland. Finally, the ideas of build-
constitute an expression of emotional bonds with the 
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blessed John Paul II who – before becoming the Pope 
years. On the basis of analysing the statistics of tourist 
we can conclude that the presence of the Pope in those 
places still inspires many people to pilgrimage – not 
only to the historical sanctuary but also to the place-
altar which was marked with the presence of this 
unique Pilgrim. Following the beatification of John 
Paul II, we can expect that these places will certainly 
become transformed into new cult centres.

Designed by arch. Z. Remi (photo: Z. Remi)

Proj. arch. Z. Remi (fot. Z. Remi)

The papal altar was a result of compensation of 
numerous symbolic meanings and codes. Depending on 
the given place (region) and the awareness of the design-
er, investor and developer, it presented various attitudes 
towards expressing a symbol and religious meanings. In 
the regions in which tradition plays a particular role 
(e.g., Podhale, Pomerania, Upper Silesia) we could 
observe a high level of awareness of the participants in 
the process of creating the architectural work. The idea 
of the project was visible in the entirety of the structure: 
in its spatial composition, construction, detail and mate-
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rials used. In the process of creating the entire vision of 
the papal altar, apart from the aforementioned factors, it 
was significant for whom this architectural work was to 
erected. The symbolic meaning of the papal altar was 
closely connected with the pilgrimage motto which was 
inspired by the Polish Pope coming to his own country 
– Poland. The papal altars were architectural works 
which communicated symbolic meanings in an expres-
sive and emotional way – we must bear in mind that they 
were designed for this one exceptional day, i.e. a cere-
monious meeting with the Pope.

Summary
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The oldest Cistercian abbey of Cîteaux in France consti-
tutes an example of numerous explicit landscape transfor-

mations, which can be seen even today, brought about by 
the redevelopment of water courses, including the con-
struction of ponds for stocking and water retention. The old 
abbey’s ‘water heritage’ comprises, among other things, 
about twelve flour mills situated mainly on the water 
courses of Vogue and Cents-Fonts and about twenty ponds 

*

The Cistercians large-scale water systems
Water was certainly the Cistercians’ element – an order 

which, since Mediaeval times, realised its charisma by 
soil cultivation in the territory of Europe and later also by 
conducting business activity based on exploitation and 
processing of natural resources. Since their beginnings, 
the Cistercians were associated with rivers through the 
characteristic of their congregation valley locations of 
abbeys and as a consequence they were able to use water 
for their activities in a particularly conscious manner [10]. 
Today, we can see a real technical genius of the Cistercians 
by analysing the solutions of the large-scale water econo-
my which was developed on the territories managed by 
this congregation in the past.

Until today, a technical and organisational sense of 
the Cistercians can be seen in monumental work under-
taken in the abbeys in order to build water intakes, canals 
and economic usage of water power. Monks widely 
applied bold and – as for their times – modern technical 
solutions in order to gain control over rivers, swamps 
and fisheries. In the Cistercian abbeys – due to their 
countryside locations (which even today are character-
ised by a low level of urbanisation) there are still many 
relics of old water systems. Even though the abbeys as 
architectural complexes were destroyed – ponds, dykes 
and channels supplying water and its power to mills and 
other workplaces – they are still a visible part of the 
landscape. Researchers of the Cistercian heritage know 
impressive water systems, e.g. the Aubazine water net-
work which drew water from a stream situated two kilo-
metres from the abbey, while the aqueduct supplying 

water was partially grooved in the solid rock and par-
tially hung on big arches situated over ravines [1]. 
However, the scale of spatial changes that were intro-
duced by the Cistercians can be better assessed if we 
analyse a long-term water economy of certain selected 
abbeys and its present effects on the environment. At 
present, these solutions resulted in the landscapes char-
acteristic of the congregation, whose identification and 
comprehensive protection ought to be included in numer-
ous activities currently aimed at a harmonious process of 
the formation of historical landscapes of Europe. In the 
author’s opinion, these landscapes culturally unite our 
continent showing strong and still present connections 
based on the Christian tradition [8].

This article is an attempt to show the principles of 
water systems formation as built by the Cistercians in 
their developments on the example of the parent abbey of 
the water system is still functioning – in spite of the old 
abbey destruction – we have a completely different situa-
with mediaeval origins is still functioning today, but as 
part of the city landscape because the development of 
Kraków largely absorbed the agricultural landscape of 
in the past constituted an important element of the mon-
astery spatial economy. Comparing the characteristic 

-
nificant message concerning directions of transformations 
of these two structures. 

* Department of Landscape Design and Conservation, University of 
Life Sciences in Lublin.

Cîteaux water system
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Another equally interesting example of a comprehen-
sive water development can be encountered on the Polish 
kept in the abbey’s archives, activities of these monks 
were also impressive and the effects of terrain transforma-
tions as regards water relations can still be seen in the 
historical information in this regard, it was not possible to 
reconstruct the beginnings of these transformations, how-
ever, three important documents allowed for determining 
the manners of open waters development within the 
Cistercian premises in the 19th century3

of water systems formation is described in the three fol-

deducted from the first of these plans: the monastery 
which was then situated north of the Vistula was sur-

3

fed water into the system of monastery ponds and gave 
vicinity of the monastery, the river flowed meridionally, it 
formed three river beds with the middle one being the 

Nowadays, only scarce relics the old water system of 
Cîteaux within the old monastery survived, however, the 
analysis of an aerial photograph2 that shows this area as 
part of a larger territory proves that the old extensive sys-
tem of water connections is still functioning although not 
in the same form as in the times when the whole area was 

spot, with a characteristic monotonous agricultural land-
centre of which is situated on a little depression with rel-

-
-

fields, which surround the complex, are used for cultivat-
ing various plants which are afterwards processed in the 

spite of significant modifications within the monastery 
development, Cîteaux still retains features of a hermitage 
with forests and fields around and a landscape that is 

-
tem that was built by the Cistercians on this territory is 
a significant and extremely valuable element of this land-

2 h
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performed the role of the canal accompanying the main 
road leading to the monastery. This well-disciplined water 
course directly serviced the whole development; it was 
also the source of a minor canal that supplied water to the 
seven ponds and the dykes situated north of the monas-
tery, which specifically complemented the complex of 
monastery gardens. These ponds (now we can see only 
their relics) had geometrical shapes, close to rectangles. 
They were connected to the middle one, i.e. the natural 
solution enabled to regulate the water level between the 
two courses of the little river. The aforementioned water-
course surrounding the monastery collected the wastes 
from the buildings in the south and flowing under the 
farm buildings (among other things, under the mill) sup-

against the background of the water system (elaborated by author)

wodnego (oprac. autorki)
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plied its power to their devices. The plan shows in detail 
crossings across the river in form of bridges, water struc-
tures (weirs) as well as mills; moreover, it precisely 
presents flood-lands, meadows, dykes and swamps, giv-
ing in some cases their proper names. Thanks to the 
analysis of this document, we gain detailed information 
south of the Cistercian premises – its contents are ponds, 

-
course there are numerous dams and smaller canals.

This information is made even more detailed by the 
-

courses and water plants (Fig. 5). On the area shown in the 
previous plan, we could see the whole system of open 
waters and technical water devices. On the western border 
of the area shown on the plan, we can see that from the 

-

-

flows in parallel, a little to the south. The two water cours-
es intersect and change their structures at the point of the 
railway line leading to the mill as follows: the watercourse 
continues flowing on the southern side through the 
called ‘lower’, supplies a rent mill, next the Cistercian mill 
and afterwards the nail mill. Beyond the weir the river is 
separated and flows in two arms: as a main stream (middle 
water course) and the ‘upper’ watercourse. It is this water-
course that contains (according to the information on the 
plan) one third of all the waters, flowing around the mon-
astery buildings and supplying the monastery mill, which 
functions at the edge of the monastery premises as well as 
the next mill (both given for lease by the Cistercians). All 

-
work entrusted to the water is done, all the devices in its 
way put in motion and the terrains irrigated, the river finds 

The third plan (Fig. 6) presents a fragment of the 
-

tains a precise project of the river regulation and what 

the background of the water system (elaborated by author)

wodnego (oprac. autorki)

against the background of the water system (elaborated by author)
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Tracery windows from the 14th century in Silesia

This paper continues the earlier publications on win-
dows from the 13th century [3], [6]. During that century, 
the size of windows grew considerably and tracery 
developed various composition patterns. The tracery 
windows from the 14th century have not been subject to 
research so far; they are merely mentioned in mono-
graphs and rarely are their drawings or photographs 
shown. They were used in basilicas and hall churches 
which served various purposes. They were selected on 

the basis of existing studies dated from the 14th century. 
Traceries have been preserved in churches in 17 cities. 
Some of them have been renovated or restored in Neo-
Gothic forms [1], [20], [21]. Today their changes are 
often difficult to detect. It seems that most of the tracery 
windows presented below are original; however, it is not 
completely certain. A few windows which were proba-
bly renovated in the 19th century have also been pre-
sented [3], [6].

Introduction

Windows in church elevations
The constructions of such hall churches as the Church of 

continued in the 14th century. The three-light, tall, and wide 
windows in the elevations of the elongated naves of the 
first two churches are located uniformly between buttresses 
– similarly to the windows in their older east parts. In the 
the south in about 1260, there are four uniformly located 
three-light windows in its south elevation [3]. Its north 
wall, whose elevation has a different design, was con-
structed at the beginning of the 14th century. Between the 
buttresses, there are three tall windows, two of which have 
two lights, and the third, west one has four lights. There is 
no window in the fourth, west bay of the main body of the 
church as there was a staircase tower there. Surely, that is 
why the west window of the north elevation is twice as 
wide. It is, however, difficult to explain why the remaining 
two windows are narrow and have two lights and not three 
as in the south elevation.

Much smaller windows were built in the Collegiate 
side chapels with a sacristy from 1335–1345 and a three-
aisled hall completed in 1401 [9]. The chapels, which 
were constructed at the very beginning between the but-
tresses of the elongated walls of the nave, made the build-
ing resemble a basilica. The windows in the polygonal 
presbytery were tall but the traceries have not been pre-
served with the exception of one window which was 
walled-up in the Middle Ages. The two-light windows in 
the two-storied chapels of the presbytery have been pre-
served. In each of the elongated elevations of the nave, 
there were five windows reaching the roof of the chapels 
with three-light traceries. The windows in the chapels of 
the main body of the church are Neo-Gothic and have no 
traceries.

The windows in the Parish Church in Strzegom, which 
is a basilica, are not so tall as in hall churches but they are 
very wide. In the presbytery and the main body of the 
church from about 1335–1370 [1], [19], the windows of 
the nave have traceries with four lights, and in the aisle 
three lights and some with two lights. The transept and the 
presbytery come from about 1370 – the 1st quarter of the 
15th century. There are very tall windows in the middle 

DOI: 10.5277/arc120103
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Windows in internal elevations
The heights of internal and external elevations in hall 

churches are the same. The windows are located in tall 
external walls of the aisles. In most churches, the walls are 
smooth and the windows are located right under the vaults 
going down very low. In the upper section of the walls 
between windows, there are such vault elements as corbels 
and ribs. Only the south wall in the Church of the Blessed 
with broad lesenes (Fig. 2). There are no lesenes on the 
north wall, and the brick strips corresponding to the lesenes 
were preserved after the postwar reconstruction [16]. 

In basilicas, the internal elevation of the nave is much 
taller than the external one blocked by the aisles. In most 
buildings, it is composed of arcades, a strip of plane wall, 
and windows located high, with corbels and vault ribs 
between them. In the St. Nicholas’ Church in Brzeg, there 

is a strip of wall over arcades and window recesses go all 
the way to the level of the arcades, architecturally dividing 
the walls. Only a few buildings have lesenes. They are on 
the pillars and walls of the nave in St. Elisabeth’s Church 
(1308–1387) and St. Mary Magdalene’s Church (1330–
with windows located high in the upper section. The inter-
nal surfaces of the walls of the aisles remain smooth and 
have no lesenes. The tests of texture and colors of the walls 

th
century, apart from the elements of architectural divisions, 
also different colors were applied (brick, plaster), which 
emphasized the natural divisions: for instance brick edges 
near plastered window recesses or brick edges of pillars. 
Two-color window recesses are the elements of the whole 
color composition of the wall and the interior.

Tracery patterns
Windows had wide splayed jambs on both sides. Only 

in a few structures, the jambs were molded. The patterns 
of tracery in the upper part of the window can be divided, 
similarly to the division in the 13th century, into those 
with central composition and those with several levels, 
and their arrangement could vary in one elevation. The 
cross sections of mullions are elongated with double trap-
ezoids and offsets, hollows and sometimes roll moldings, 
which result in a multi-layered molding. The external 

molding elements provide the general shape of tracery 
(visible in partially walled-up windows, e.g. in Strzegom), 
and those located deeper render a layered filling in differ-
ent geometrical shapes. Sometimes the mullions were 
embellished with roll moldings, especially in very large 
windows. However, the bases and capitals on roll mold-
ings, which were applied frequently in the 13th century 

th century, were no 
longer used.

th – the Church of the Blessed Virgin Mary on the Sand, longitudinal section 
– the Church of St. Nichols –

C) Strzegom –

A)

B)

C)
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extend into three pointed arches of different heights with 
open trefoils and multifoils in them, and closed almond-
shaped trefoils, and closed circular quatrefoils above them.

On the south side, the mullions in two windows extend 
the axis – in the middle light – there is a semi-circle with 
an open quatrefoil. In the upper part of the window, in 
a curved square, there are four circular quatrefoils. Both 
sections are completed diagonally with mouchettes. In 
two other south windows, the mullion in the middle 
extends into a tall pointed arch filled by a closed almond-
shaped trefoil and an open almond-shaped trefoil under it. 
In the upper part of the window, there is a circle with an 
inscribed circular quatrefoil and two mouchettes. The 
other two mouchettes fill the larger circle. The two circles 
are not concentric but tangential in the upper part, and the 
larger one is open in the lower middle light.

In the ,
in the presbytery (1300–1330) [1], [14], there are tall 
tracery windows, the largest of which is the east window 
with three lights. Its slender mullions with goblet-shaped 
capitals and small bases meet at the top to form trefoils. 
The upper part of the window is filled with a rosette 
formed by elongated trefoils closed in pointed arches. 
Over the rosette, there is a small trefoil formed by open 
pointed trefoils. Side windows of the polygonal presby-
tery have extended central patterns. Over two levels of 
trefoils in pointed arches, there are three circles with qua-
trefoils arranged radially. The south elevation has five 
three-light windows with identical tracery patterns (recon-
structed), with a concentric arrangement. The middle 
pointed arch with an open trefoil is topped with a closed 
trefoil enclosed in a taller pointed arch. Above them, there 

is a large circle with a quatrefoil. Above side pointed tre-
foliated arches, there are smaller circles with trefoils.

The nave of the  has an original 
walled-up tracery window in the north wall (from the times of 
light window with a tall pointed arch in the middle light. 
Above the pointed arch, there is a circular quatrefoil in a cir-
cle, and on the sides, above the side shorter pointed arches, 
there are similar quatrefoils in a circle, and pointed quatrefoils 
in a curved square above them. The side pointed arches, 
similarly to the middle pointed arch, had additional pointed 
trefoils at the bottom but slightly higher, and there was 
a pointed trefoil above it. That arrangement resembles the 

The  has 
five tall three-light windows in the south elevation of the 
nave (1st half of the 14th century) [7], [12]. Three middle 
windows have identical several-level tracery patterns, and 
the outermost windows have central compositions in the 
upper part of the window. In the tracery of the right win-
dow, in a large circle, there are six elongated trefoils con-
nected by the central circle. The mullions extend into 
pointed arches of various heights which is the result of their 
connection with the circle. An open pointed trefoil is 
inscribed in the shorter middle pointed arch, and pointed 
multifoils are inscribed in the taller side pointed arches. 

The mullions in the last window on the left side branch 
into three pointed arches, the one in the middle being 
slightly taller with inscribed open trefoils. In the middle 
part, the trefoil is placed slightly lower and there is a closed 
trefoil above it. Above it, there is a centrally located circle 
with an inscribed circular cinquefoil, and the trefoils have 
flattened arches on both sides.
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Despite different times of the construction of the nave 
and the presbytery, the traceries in the nave were designed 
for the whole long south and north elevations. They feature 
a few patterns repeated in two windows next to each other, 
corresponding to each other on south and north sides. 
Looking from the east, they have central patterns with 
a quatrefoil in a circle and with mouchettes, the three 
curved triangles filled with pointed trefoils. The next trac-
eries feature a large circular quatrefoil inscribed in a circle, 
with a mouchette from the bottom, the next window has 
a tracery pattern repeated from the first two windows. The 
west window in the south elevation was walled up, whereas 
the one on the north side has a tracery with a several-level 
pattern with trefoils and mouchettes.

In the aisles, there are 10 original three-light tracery 
windows as well as portals in two bays, and the remaining 
windows were removed during the construction of chapels. 
The patterns are very complex, with only one of them 
repeated in different windows on the south and north sides, 
similar to the first windows in the nave. Most traceries 
feature central patterns, one has several levels and one is 

concentric. The pattern of that last one has three circles 
with an inscribed quatrefoil arranged in two levels. The 
middle section of the mullions, which extend into a pointed 
arch with a trefoil, go high to the upper circle, and two 
smaller circles surround it from the sides. The several-level 
pattern has mullions which extend into pointed arches filled 
with two levels of trefoils and mouchettes, and in the upper 
part of the window, there is a quatrefoil. The west tracery 
and east tracery on the south side have the most elaborate 
forms. The former features four open circular trefoils in 
a circle, creating the central quatrefoil. The mullions extend 
into storied trefoils. The east tracery has a circle filled with 
an open quatrefoil with inscribed trefoils, and a small circle 
with a trefoil in the middle. Under a large circle, there are 
two mouchettes which go to pointed arches with trefoils 
into which the mullions extend.

There are five windows from the east of the church – 
three in the apse and two in the east walls of the aisles. The 
windows in the apse are exceptionally tall – their upper part 
reaches the level of the windows in the nave, and the sills 
are at the level of the windows of the aisles. That is why the 
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windows are additionally divided with a bar at the level of 
the sills of the windows in the nave. The lower part of the 
mullions extended into pointed arches with inscribed tre-
foils. The window on the axis of the three-sided apse is the 
only window with four lights. Above the pairs of pointed 
arches with trefoils, there are circles with trefoils, and 
above them – a large circle with a circular quatrefoil filled 
with open trefoils. The side windows of the apse have trac-
eries with three lights with the same pattern with an octofoil 
inscribed in a circle and a mouchette from the bottom. The 
windows in east walls of the aisles also have the same trac-
eries – with a central extended pattern which features four 
circular quatrefoils in a curved square, two mouchettes and 
pointed arches of the mullions filled with two levels of 
circular trefoils, of which the upper side ones are reversed.

The  (at present the cathe-
dral) has an older presbytery (1330–1386, nave – 1360–
1375, chapels – 15th century) [1], [4] in which there are two 
original windows at the end of north aisle. These are three-
light windows with mullions extending into pointed arches 
with inscribed pointed trefoils. Above them in one window, 
there are three curved triangles with inscribed pointed tre-
foils on non-radial several levels. In the other window, the 
middle pointed arch is taller with an additional closed tre-
foil, and alternately quatrefoils and armorial shields with 
open trefoils around it. The lower blocks of that tracery are 
darker than the upper ones, and a large pointed arch is 
slightly lowered in relation to the profile of the jambs. The 
first tracery is fitted to the pointed arch but the jambs have 
traces of rebuilding. 

The  (1360–1389) [1] has 
most of its original tracery windows, and only a few of 
them were walled up. This is a hall church with a long 
polygonal presbytery, a tower in the north-east corner, and 
extensions. The windows are tall, rather narrow, with two 
lights, except for the middle window with three lights in 
the west elevation. The mullions in the windows extend 
into pointed and often semicircular arches, filled with 
circular trefoils. In the upper part of the window, the trac-
eries are very elaborate with central and several-level 
patterns. In the east window, there is a circular quatrefoil 
in a circle surrounded by two mouchettes from the bot-
tom. The window on the north side is filled with a square 
with a large pointed quatrefoil, and a curved triangle filled 
with three asymmetrically elongated trefoils (in other 
words three mouchettes are cut concavely from inside). 
The next windows from the east on the south side of the 
presbytery do not repeat the pattern from the north side. 
The upper parts of the first and third windows are filled 
with a circle with three and four mouchettes. The mul-
lions in the second window extend into pointed arches 
with slender open pointed trefoils. In the middle above 
pointed arches, the form of trefoil is repeated but it is sur-
rounded by a circle open from the bottom. There are 
slender mouchettes on its sides. 

All four windows in the south elevation of the nave in 
The first window from the east has a circle with a circular 
quatrefoil in the upper part of the window. The next tracery 
has a large pointed trefoil connected with the middle circle 

filled with a pointed trefoil. The next tracery has a small 
circle with a circular trefoil with two fairly large mouchettes 
from the top. The mullions in the last window extend into 
flattened pointed arches with inscribed pointed open tre-
foils. There are two pointed arches on the axis, one above 
the other, and asymmetric closed pointed trefoils in the 
shape similar to an armorial shield on the sides.

The mullions in the three west windows extend into 
pointed arches filled with open pointed trefoils. In the 
upper part of the windows, there are traceries with central 
patterns. In the side two-light windows, this is a pattern 
with a circle filled with three mouchettes whirling left, 
and in the middle window, there is a quatrefoil with an 
internal circle, filled with pointed trefoils, and the whole 
arrangement is in a curved quatrefoil. There are pointed 
arches with closed pointed trefoils between bottom point-
ed arches and a curved square. The bottom part of the 
window, almost 2/3, is walled-up in the clearance, with 
the remaining part with three pointed blanks filled with 
a pointed trefoil.

The  [13] has in its 
presbytery (1351–1381) four types of tracery with three 
lights, three on each side. In the apse in the middle in the 
upper part of the window, there are three curved triangles 
with pointed open trefoil, and three circles with inscribed 
open circular trefoil on the sides. In the north elevation, the 
first and third window has three elements in the upper part 
of the window – two circles with an inscribed trefoil, and 
above them a pointed trefoil, deformed to fit the shape of 
the pointed arch. In the second north window above the 
lower pointed arches with inscribed pointed trefoils, there 
are two wide pointed arches with similar trefoils, and 
a form similar to a mouchette in the top but with unusual 
proportions. On the south side of the presbytery, there are 
repeated two traceries with circles and wide trefoils, and 
three curved triangles additionally in a circle in the middle, 
except for the bottom part. In several traceries, there is 
a form of pointed arch going in between circles, creating 
ogival shapes. In the nave (1381 – the beginning of the 15th 
century), there are six tracery windows on the south side. 
Two east windows are identical, with two circles in the 
tracery just like in the presbytery, and a trefoil above them. 
That tracery is repeated twice, and there are two other ones 
with patterns composed of three elongated and deformed 
trefoils between them. The way in which they were made, 
which is less precise, indicates that they come from the 19th
century.

The  (1366–
1410) [13] has ten windows with seven tracery patterns 
(Fig. 6). The west tracery with four lights has a central 
pattern with a large circular quatrefoil inscribed in a cir-
cle. There are two pointed arches below it with a circle in 
the middle and two trefoils ogival in shape. The mullions 
in the remaining three-light windows also extend into 
trefoils, one of them ogival in shape. Two tracery patterns 
feature a trefoil in a circle. In one of them, it is surround-
ed by mouchettes and elongated trefoils; in the other, two 
circles are topped with an open pointed quatrefoil. In the 
next central pattern tracery, there is an element with 
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two pointed ones with a tip. The tracery in the middle 
window in the south elevation has a lot of small curvilin-
ear elements, resembling a radial pattern.

The  (the 
14th century) [20] has only one tracery window in the sac-
risty located in the basement of the tower in the north-east 
corner between the presbytery and the nave. It is a two-light 
window with a several-level tracery pattern composed of 
pointed trefoils and quatrefoils.

The  (presbytery 1381–
1382, nave – the 1st half of the 15th century) [20] has 
a long polygonal presbytery with narrow two-light win-
dows with the same tracery pattern. Their mullions extend 
into trefoils in a pointed arch and a sexfoil in a circle. The 
jambs are profiled with two roll moldings and hollows in 
between them. Some roll moldings built from polygonal 
brick bars are visible under damaged plaster. 
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ment in the tracery patterns from the 14th century was the 
armorial shield with a inscribed open trefoil. 

Each of the tracery patterns features a great variety of 
forms, shapes, and mutual proportions of their component 

elements. Special attention should be drawn to the applica-
-

ments with fluid lines, as well as whirling patterns.

 Translated by 
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Its members included such reputed masters as: Carl 
Brößling, Herrmann Donat, Louis Ehrlich, Otto Fiebig-
er, Louis Hentschel, Friedrich Illner, Berthold Lange 
and Carl Schmidt, the sculptor Albert Rachner and such 
building entrepreneurs as Albert Nickel, Alois Seppelt, 

-
south of its borders, the limited partnership “Matthiasfelder 
1869, postulated in its founding prospectus the beginning of 
which was considered terra incognita by a lot of inhabit-
ants of the city [compare: 14, p. 1]. The area of that suburb 
– as described in the founding prospectus – was ignored de-
spite the fact that it provided fresh air, good drinking water, 
and the best land for construction sites. The newly opened 

-
tance to the city center provided additional advantage of 
that part of the city. According to the originators of the proj-
ect the city hall was only 15 minutes away.

The founding capital of the partnership was supposed 
to be raised from the sale of 500 shares with the value 
was the buyout of the shares for money admitted but the 
shares also could be paid back by supplying materials or 
performing construction work. The capital of 50,000 tha-
lers raised in this way was to be used for the purchase of 
area of about 98 acres. It was planned to design a square 
of the area of about 9.8 acres in the center, which in the 
future would be used as a shopping center. The remain-
ing area around the square was to be divided by a grid 
of new streets with residential houses [14, p. 1]. In the 
opinion of the project originators the sale of plots for 
construction sites or independent buildings should gen-

which at that time was possible by trading in land – was 
favorable for establishing building companies. There is 
no doubt that the prestige of two companies established 
Silesian Real Estate Trade Society ( -
bilen Actien Gesellschaft) (Oct. 31, 1871) which evolved 
from the “Union for Elimination of the Lack of Apart-

) already 
operating in 187113
(Breslauer Baubank) (est. Aug. 23, 1872). Both institu-

-
tate Trade Society’s supervisory board included the mu-
nicipal judge David Friedländer, the merchant C.H.L. 

-

13 The Union operated already in 1871, however, its members did 
not agree on the nature of its operations. Some of them wanted the 
Union to operate as a joint-stock company and it can be assumed that 
Schottländer was their leader; the other group, on the other hand, opted 
for establishing a cooperative. It should be assumed, however, there 
must have been other reasons for the split as the members of that union 

der, Siegmund Sachs, Julius Schotländer and August 
Bank – apart from Emil Dickhut, director of Breslau-

-
berger), Edmundd Oppenheim (Heymann Oppenheim), 

-
advisor, attorney, and notary, as well as royal building 
advisor – Carl Lüdecke.

There is no doubt that the operations of both of those 
institutions were similar. First of all they tried to acquire the 
building areas located near newly laid out streets. Next, the 
areas were divided into plots and sold to the burghers. How-
ever, not all plots were assigned for sale. The companies 
usually developed the plots in the most attractive locations 
of the city on their own by building groups of townhouses 
with highly representative architecture. 
companies was determined by the founding capital as it 
with a huge economic boom which took place in the 1870s 

(1870–1871), the growth of the internal market as a result 
-

tion of domestic industry by protective customs tariffs, 
monetary reforms effected in 1871 and 1873 as well as the 

1877 which were three times greater than over the next six 
years testify to fact that it was a period which was espe-
cially favorable for the growth of building14. It was typical 

mainly on construction of residential houses as high prof-
its were expected from renting apartments, commercial 
space, and shops. 

In this context it is impossible to ignore one more – 
the explosion of building in the 1870s witnessed competi-
tion in the broad meaning of that word. Investors were 
interested mainly in the whole clusters of plots and not 
individual ones. A house located in the city center was 
a kind of advertising opportunity for its owner. The palace 
façades, representative staircases, conveniently laid-out 
interiors, stucco decorations of the salons – all this was the 
reason why they were called tenement palaces. It should 
be assumed that the highly representative architecture of 

14 In 1872–1877, the Building Police granted on average 370 build-
ing permits annually, whereas over two years preceding that period – in 
1870 and 1871 – 183 building permits annually, and in 1878–1885 – 
about 151 building permits annually. Those building permits regarded 
both new projects and extension of already existing buildings, compare: 
Honigmann [9, p. 258].
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Society, it was only after he won the competition that he 
was appointed director responsible for the building invest-
ments of the company17.

The architect divided the plot into two parts with 
area – one triangular in shape and the other irregular. 

into the existing houses. He designed the houses in the 
new complex with two and three internal axes and wher-
commercial and utility purposes, whereas the other stories 
were designed for apartments, offering – for those times 
– medium standard. The architectural complex laid out in 
this way presented a uniform whole.

-
skiego Street was to a large extent determined by the tri-
angular shape of the plot on which the plan of the building 

-
ing three single corner townhouses. It was no coincidence 
that the architect used the corner townhouses; actually it 
was a smart move of the builder who was trying to de-
velop the plot as well as possible. According to the ap-
plicable construction law the undeveloped area of corner 

served only commercial purposes, its upper stories could 
be used in a number of ways. The part at the junction of 
– unlike the other two where apartments were planned – 
was designed as a hotel. That hotel had a lot of rooms laid 
out along its front axes – in most cases accessible from 
a representative hall. The rooms were connected with one 
another – providing suites with any number of rooms.

The front façades of the whole complex – both from 

Street – had a similar design with characteristic features 
of Classical Italian Renaissance. The fountain at the junc-
Street was an additional element of the whole complex, 

-
tive character.

An effort of the architect to impart a uniform character 
the lack of a strong landmark and the whole design seems 
to be slightly monotonous. Unfortunately, even the strong 

the allegory of commerce and industry sitting at her feet 
– did not change it. It seems that when designing that com-

-
whole area he failed to design a strong urban and archi-
tectural development. Undoubtedly, however, that special 

17 Information on the competition was published in “Schlesische 

access to the complex without the necessity to use the nar-
row and inconvenient St. Doroty Street. 

Another investment of the society designed by 
-

çade. In this case, the extremely convenient location of 
that design was very important. The building was erected 
Street (
(
( ). The façade of that 3-storied house, featur-
ing an attached projection within 3-axis side parts, had 

-
tion provided a base course for the next three stories. The 

-
tion, were articulated by rectangular windows with deco-
rative frames. The 4th story, which was much higher than 
the other ones, was divided by Corinthian pilasters placed 
on candelabrum pedestals with recessed balcony win-
dows under column arcades in between them. Addition-
ally, rich sculptural decorations (putti, sculptures, medal-
sculptures with Silesia crowning the façade) added to the 
effective play of light and shadow.

It was actually the last representative complex designed 
by the company. Its later designs included simple houses 
built at Hercena Street 7–11 ( ); after their 
construction the company stopped its building operations 
and focused exclusively on speculation with land.

There is no doubt that the company became the lead-
Julius Schottländer – a man of exceptional knowledge of 
the market and its boom18. Although his underlying objec-
tive was to multiply the capital of the company, he also 
operated his private business, including real estate trad-
of anticipation and helped the company in purchasing the 
area of Mysi Staw but also acquired in 1877 a part of the 
colony of villas in Borek established by Quistrop – the en-
trepreneur from Berlin. After the land which was bought 
from the neighboring farmers was joined with Borek, 27 
ha he donated to the city as green areas – provided that the 
city at its own cost would connect Borek to the system of 
water supply and sewers, it was connected to it.

Building Union incorporated in 1871, the registered co-
operative ( -
schaft

-
ning of its operations more oriented to speculation with 
land. Although Eduard Kieselich who was a builder 
worked for that enterprise, its designs actually did not 
present an advertising character, and in fact, to a large 
extent, they were executed as incidental commissions 
Skargi Street 22 (

18 A perfect description of J. Schottländer was presented by 



40

-
-

Höfchenplatz
-
-
-

Gabitz I
Grägschner

Str Luisenstr
-
-
-

-

-

-

-

-

-

-
-

-

References

-
Architektura 

-
schaft für das Jahr 1872

-
-

–

-

–
-

–
–

Beitrage Geschichte des Stadt Bres-
lau



nd half of the 19th century 41

[12] Nipperdey T., , Warszawa
1986.

–
[14]

, Breslau, den 16. Mai 1869
[15] ,

Breslau 1858.
, [in:] , Vol. 1: Dom, J. 

–330.

2003.

nota bene

-

-

-

-
-
-

-
-

-
-

-
-
-

-

-
-

Key words: 



Drawn by 
Kamila Gesing



-

-

-

-

Georgenbad

*
The urban transformations of the health resort 

DOI: 10.5277/arc120105



44

bordering on the bathing resort, cared more about the farm-
stead than about the repair and the operation of the glori-
ous springs [4, p. 72]. It seems that despite serious negli-

a huge bathing 
[4, p. 72] in about 1570. Soon afterwards a huge remodeling 
of the baths started; in 1572 the ownership of the spring 

-
at the request of the municipal authorities, the wooden 
by granite blocks and roofed, and new baths with tubs and 
facilities to heat the water as well as the guest quarters were 
built. The bathing regulations issued in 1601 regarded not 
only the healing qualities of the thermal waters but “struc-
Despite their apparently random layout, the design of the 
buildings in the resort was functionally justified – the cen-
tral point of the baths included the water intake building 
which was connected with the ladies’ baths ( ) and 
the men’s baths ( ) erected in its “immedi-
in the bath buildings. The design of the baths was comple-
mented with boarding houses built both on the slope of 
leading to the town (Fig. 1). Most of the houses were built 
from wood, some from stone, however, usually such stone 
walls would be limited to the base course. All boarding 
houses had high gables and double-sloped roofs; some 
houses were connected with one another by galleries. After 
1580, a clock tower with the works which was a gift grant-

built on the slope of the hill which was a picturesque back-
ground of the resort’s architecture [7, p. 9]. The slender 
shape of the tower dominated over the buildings of the 
baths until 1637 when a chapel dedicated to the resort’s 
patron was built on the plateau of the hill3.

-
1625, in the quoted chronicle of Silesia, Samuel Schilling 
mentioned the existence of 
than the hot springs [12, p. 25], [4, p. 76]. Furthermore, 
Schilling encouraged to “seriously consider the possibility 

however, favor new investments and the municipal authori-
ties failed to arrange and maintain other baths. 

The land (Ober Theilheim) with the springs mentioned by 
Schilling was bought in 1637 by a private person, the 
Emperor’s advisor Johann Sigismund Hoffmann von 
Leuchtenstern4. Hoffmann commissioned the discovery and 
intake of two springs (Frederick and Mary), the warmer of 
a balneary building with baths. One of the oldest known 

3 In the years 1656–1658, a masonry chapel, which still exists 
in the place of the wooden building mentioned above [5, p. 71, 72].

4 The date of purchase of the property by Hoffmann is uncertain – 
mentions Stillfried in 1637 [13, p. 125], Burghart informs that Hoffmann 
started to study the hot springs in 1678 [4, p. 78], and Hauck claims that 
the property was bought in 1672 [1, p. 196].
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views (Fig. 2) and descriptions of that building which no 

he wrote -
instantly catches the eye; from the south it is connected by a 

[...]

can get to the bathing room and its upper ambulatory thought 

that the builders spared no expense, [which made] the bath 

 [4, p. 60, 61]. 
The architecture of New Baths is laid out on a rectan-

gular plan: baths are located in its north corner, the south-

west side was occupied by a complex of boarding houses 
-

sary household appliances appropriate for people from 
the refined estate [8, p. 131]. From south-east, the origi-
nal design was limited by a slope where ten row houses 
called Ten Commandments (Zehn Gebote) were located 
– their owners were mainly farmers, however, when there 
was a need, they offered accommodation to the guests of 
the bathing resort. Finally, a tavern (Taberne) was built 
from the north-east side around outbuildings. The middle 
of the rectangle without buildings created a square in the 
shape of the letter L whose wider arm served as a square 
in front of the entrance to Mary’s Spring building, where-
as the narrower one – to the boarding houses. Apart from 
the utilitarian qualities, the spatial design of the baths 
demonstrated aesthetic values as it provided the effective 
exposure of the most representative structure of the baths. 
with the outlet of Frederick’s Spring5 and a fountain 
decorated with the statue of Neptune. On the other hand, 
behind the tavern building on a star plan linden trees were 
planted “for people to enjoy walks if the weather was 

The spatial composition of the architecture of the 
baths, which is the result of one well planned construc-
tion operation, is considered the oldest solution of this 
kind in Silesian health resorts [2, p. 136]. 

5 The spring was named Frederick in 1865 to commemorate the 
centennial of the visit of King Frederick II to the spring.

Fig. 2. Mary’s Spring, view from the north, 1736 [4, after p. 60]
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The construction design of the spring was extended in 

Both buildings were connected by an avenue with linden 
trees6. The water from Mary’s Spring was used to fill the 
pool, whereas the water from Frederick’s Spring was 
used to fill the bathtubs; the water used in drinking ther-
apy came from both Frederick’s Spring and from the 
the Desert (which in 1838 was named Marianna spring to 
honor Princess Marianne of the Netherlands)7.

In 1694, Hoffmann von Leuchtenstern bought a few 
nearby villages such as Karpno (Karpenstein), Lutynia 
(Leuten )

Olbersdorf), and he started the construction 
of his own manor with a grange at the place where the 

6 Both the church, extended by two isles in 1690, and the thermal 
7 The waters of Mary’s Spring were thoroughly tested by the emper-

chemical composition and healing properties in the brochure published in 
1693. Kremer at the same time encouraged the application of the waters 
not only in baths but in drinking therapies as well [4, p. 80].

p. 16]. The house was connected with Mary’s Spring by 
another linden tree avenue.

The new baths became popular rather quickly; they 
were frequented by the health resort visitors and conse-
Spring. Already in 1706, the town’s authorities tried to 
Hoffmann von Leuchtenstern, however, for financial rea-

-
and a huge fire in 1739 considerably slowed down the 
development of the health resort. Furthermore, during the 
houses were turned into field hospitals and military quar-
ters [7, p. 21, 22].

– initially that fact had no effect on improvement of the 
after they were visited by King of Prussia Frederick II 

, Archiwum 
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who underwent about a two-week-long therapy in Mary’s 
baths in 1765. The actual breakthrough took place after 
Count von Hoym personally got involved into the devel-
opment of the health resort. On the initiative of the min-
ister the Baths Board was appointed that took over the 
supervision of the health resort and at the same time took 
p. 134]. The most important task of the Board was to 
cause the spatial connection of Old and New Baths that in 
the 2nd half of the 18th century were still independent 
facilities separated by farming lands, meadows and pri-
vate gardens (Fig. 3). 

It was decided then to build half way between the ther-
meetings of the quests of both baths [14, p. 15]. The build-
ing was located by the newly designed maple tree avenue 
hill below the bathhouse, a small garden was designed that 

At the same time public walks were designed in the valley 
form of a small chapel, pavilion for orchestra, and a little 
later – a Swiss chalet with a restaurant. On the initiative of 
Count von Hoym the buildings of the baths were also reno-
vated and in 1788 a new bathhouse, so called douche baths 
(Douchebad), was built over Frederick’s Spring where the 
patients were offered first in Silesia bubble and shower 
baths [1, p. 200]. In 1794, the women’s baths were extend-
the new section for the poor. 

At the end of the 18th century, in the vicinity of the springs 
– along the maple tree avenue – the first private villas were 
designed and built for recreational purposes. In 1793, the 
was built opposite the bathhouse, at the beginning of the 
avenue; in 1801, the house of general von Rothkirch’s wife 
residence –  – was built between those 

years later, in the years 1813–1815, he commissioned the 
construction of another villa located by the linden tree avenue 
going from Mary’s Spring all the way to the bridge across 
today’s Luty Stream [7, p. 36].

As a result of effort of minister von Hoym, in 1800, 
Queen Louise of Prussia laid the cornerstone for the 
construction of a new ballroom8 located in the complex 
of the bathhouse [7, p. 34]. After completion of the con-
struction works central park was extended to reach New 
Baths, connecting them with the bathhouse by a larch 
tree avenue. Thus, the idea of connecting the baths by 
recreational paths called Spa Park (Kurpark) was finally 

9.

8 The extension of the building was designed by architect Carl 
9  Today it is called John Paul II’s Park (earlier Central Park).

One of the most important events in the history of 

the baths about two weeks in August 1813. The visit of 
the crowned heads greatly affected the popularity of the 
resort, especially among aristocracy, which in turn further 
boosted the intense growth of the baths. 

In around 1820, the resort visitors were offered over 
200 rooms in 18 municipal and 28 private guest houses 
[8, p. 134]. The appearance of the resort was systemati-
cally improved by designing new areas for walks – in 

were extended in Mary’s Spring to include, apart from 
showers, an inhaling hall. Two years later, the main build-
ing of the thermal springs was covered with a new dome, 
and in 1845 another one – made of glass – was installed 
1830s, the intake of Marianne’s Spring was remodeled 
and in 1842 it was connected with a 146 meter long hall 
for walks (Albrechtshalle) located at the foot of the 
Park [11, p. 150] (Fig. 4). 

Three years later, a new masonry bathhouse was built 
in the place of the old structure made of wooden that 
burned down in 1841. Next, in the years 1848–1849, 
modern baths called Stone Baths ( ) – with tubs 
for water and peat baths – were built in the place of 
demolished inns, whose construction was commissioned 
by Hoffmann von Leuchtenstern, south-west of Mary’s 
Baths, [10, p. 31]. The new thermal springs were fed from 
Meadow Spring (Wiesenquelle) which was discovered in 
182910. In the 1850s, the bathing facilities in the baths in 
both springs were renovated or replaced with copper pip-
ing, wooden tubs were replaced with new marble ones, 
the pools were extended and their walls and floors were 

10 At present Chrobry’s Spring.

Fig. 4. Hall for walks (Albrechtshalle

Il. 4. Hala spacerowa (Albrechtshalle
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covered with marble plates. The Bathhouse was also fur-
ther extended in the years 1853–1854 by adding a reading 
room and a concert hall.

In 1861, the town’s authorities bought from a private 
person an inn (Brunnenhof) with extensive areas of old 
farmstead located on a hill bordering on Mary’s Baths 
from north-west. Former meadows and arable fields were 
converted into a park – Morning Promenade (Morgen-
Promenade) also called Mary’s Hill that was an extension 
of the area for walks in the Spa Park to the north [1, 
p. 203]. In 1865, a sanatorium for soldiers wounded in the 

) was built on the 
eastern slope of the hill, along the road leading to Lutynia 
[10, p. 33]. Later, the building would be extended into 
a complex of healthcare centers for the army, whose con-
struction began in 190011. In the 1860s, another English 

Kinder-Garten) was 
designed behind the eastern border of Mary’s Spring.

Apart from the systematic and consistent improvement 
of the conditions for providing therapies, the 19th-century 
lands around the baths where later green areas were 
designed. It seems, however, that no coherent development 
plan of the resort was prepared – consequently, the private 
houses as well as boarding houses located between the val-

11 Today the buildings designed then belong to the complex of 
Adam Spa Hospital.

Spa Park were built without any specific layout according 
to individually granted building conditions for individual 
buildings. A more comprehensive development plan for 
new building areas was prepared in 1872, when, on the 
initiative of a company set up by private investors, the 

construction of an estate of villas. An oval square was then 
laid out for a carefully designed garden with three streets 
and forest areas for walks. In time, healthcare centers and 
boarding houses were built around the square and along the 
streets (Fig. 5).

In 1877, a decision was made to demolish almost two-
hundred-year-old Mary’s Baths and replace them with 
a new building which, as in 1881 wrote Aleksander 
about the resort published in Polish, in respect of its mag-
nificence and exquisiteness it resembles old thermal 

 [10, p. 137]. The building 
on central plan in the forms of Italian renaissance still 

In 1902, the process of connecting the resort with the 
lands of Ober Thalheim village to the town began, which 
enabled the investments aimed at significantly improving 
both comfort of rest and the quality of life in the resort. 
The town got its water supply system in the years 1895–
1896, power supply system in the years 1898–1899, and 

At the beginning of the 20th century, on the lands of 
Ober Thalheim village, in the north part of the resort, 
construction of a new estate of villas was planned on the 
basis of old layouts of the village roads. However, in 
order to prevent the stylistic chaos of architecture 
a competition for the estate was announced in 1907. The 
participants of the competition were asked to prepare 
a design of five residential buildings: two detached single 

( ,

Lage-plan von Bad 
, Archiwum 

Fig. 6. Mary’s Baths, view from John Paul II’s Park
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and a multi family town house located in a compact set-
tlement area. The conditions of the competition provided 
that

 [9, p. 252]. A record 
number of designs (138) were submitted for the competi-
tion, 21 of which were granted awards, however, the new 
in the 1930s.

In 1904, it was discovered, and confirmed in 1909, that 
qualities; it was also determined that the radioactivity was 
caused by radium emanation which was applied in health 
therapies. Consequently, a pavilion with radium emanato-

-
struction of new baths started in the place of the oldest 
20th century, the Bathhouse underwent another remode-
ling, and the great ballroom was adjusted for the needs of 
cinematography in 1922.

-
ment around Mary’s Spring which took place in the 1930s. 
This is when two boarding houses and Stone Baths – located 
too high in relation to the spring that fed them, were demol-
ished [10, p. 100]. The lower section of the Karpowski 
Stream was channeled and then a new bathing center called 
Frederick was built in the lowest point near the hall for 
walks. At the same time peat baths were annexed to the 
building of Mary’s thermal springs from the north. 

The new bathing center, housing a swimming pool, 
gym, inhalatorium and pump hall, closed the area of Spa 
Park from the south-west; it was connected with Mary’s 
Spring by monumental steps built in the place of demol-
ished baths. The view on Mary’s thermal springs was thus 
exposed, and Spa Park started to serve additional function 
representative building of the resort. 

the same year – on the north side of the resort in the val-
ley of the Luty Stream – an open-air swimming pool was 
built. Later projects, regarding mainly the regulation of 
the town’s communication layout, were never carried out.

In 1940, the first comprehensive project of improve-
ment of communication both in the municipal and spa 

-
vidual streets were subject to regulation – in 1925, the 
Street) was broadened and paved. The new plan included 
a ring road going along the southern border of the town, 
and Jawornik (Fig. 7). 
star-shaped square in front of it, facilitating a better dis-
tribution of traffic to the center of the town and the resort, 
was also planned. The main flow of traffic was planned 
in the spa to go around Mary’s Hill to the south – right 
behind the building of Mary’s thermal springs – in the 
place where the Ten Commandments houses were demol-
ished and further across the undeveloped area behind 

,  

,  
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the future of garden design, clashes between formal and less 
strict styles. The discussions regarded the form and shape of 
the modernist garden, residential house, and the garden of 

speakers, articles, and even actual designs2 [4].

collection of the Museum of Architecture at the Techni-
cal University of Berlin (Architekturmuseum Technische 

), where Allinger worked in the 1950s, 
provides a large group of about 50 projects of gardens de-
signed for private investors. Most of them are designed on 

-
ny (e.g. Berlin, Düsseldorf, Essen, Cologne). Allinger’s 
professional work was connected with garden designing 
from the 1920s and 1930s were based on geometric divi-
sions and axes, and they employed such landscape struc-

2

tures as terraces, fountains or terrain steps and they allude 
to the Baroque garden art. At the same time, the gardens 
had specially designed places for growing vegetables and 
fruit trees (Fig. 3). During the designing and executing 
the

) for the 
house of Johann Schmidt who was the municipal con-
struction counselor. Although the house with its modern-

Fig. 5. Development plan of Doctor Karl Hopmann’s garden, 
Fig. 3. Concept for development of Doctor Otto Hundt’s garden, 

Fig. 4. Development plan of the garden of Johann Schmidt, the 
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layout of the garden with a simple arrangement and plant-
roses, bushes and fruit trees, which were used by Allinger, 
can be seen unfortunately only in blueprints (Fig. 4). Later 
1950s are less formal designs with less strict path layouts 
and lawns in irregular shapes surrounded by plants (Fig. 5)
A smaller group of projects includes designs of gardens 

-
tutions: schools (Evangelische Schule; Erkrath-Unterbach 
1957–1958, Berufsschule; Ratingen 1959–1960), universi-
ties (Pädagogische Akademie; Cologne 1957–1958), health 

-
Zagreb 1931) and private companies (Siemens&Halske; Ber-

recreation and rest (Spiel und Erholungs Park; Erkrath 1961–

In 1928–1932, while working as Director of the 
a member of the team developing the regulation plans and 
projects of new housing estates in the city. Together with 

-
today, including an over one km long urban axis, one of 
the elements of the regulation plan of the north part of the 
city. The project also included a park layout of the area 
of about 10 ha based on wide alleys with trees, grass par-
terres, with no landmarks or symmetrical axis characteris-
tic of the 19th century designs [8].

-
-

alter und neuer Zeit (1950) and -
-

gen in Deutschland (1963).
Projects of cemeteries 

-
which is a relatively small number compared with a large 
group of garden projects. The documentation of the cem-
Rhineland–Palatinate, and the territory of contemporary 
the collection of the Museum of Architecture at the Tech-
nical University of Berlin (Architekturmuseum Technische 

). These are layouts of both small local 
-

then 23. One of them is the design of a little cemetery in the 
-

lar system of alleys and circular squares. A bigger evan-
) was designed in 

cemetery features a short, wide axis with on 
both sides, enclosed by a square with a cemetery chapel. On 

-
ered layout of alleys marking regular and square-like sec-
tions with circular squares. The west side of the layout has 
a less formal design and is more natural, taking account 
of the natural landscape with a large, distinctive circular 
square and columbarium on a circular plan (Fig. 6). 

The extensive layout of the central cemetery ( -
friedhof) for the city of Dortmund which was designed in 
1919–1921 and then executed with its irregular form and 
great scale, combining geometrical sections with those of 
extended, the cemetery’s original layout with the main 
axis is still partly visible in the plan of the contemporary 
city. Apart from drawings, plans, and sections, the pre-
served documentation of the cemetery contains a picture 
of the design mockup and sketches of the fountain, bridge, 
and model tombstone designed by Allinger. 

In the 1920s, apart from the local cemeteries in Bladen-
-

out of the municipal cemetery in Opole which is described 
separately in this article. 

Chronologically, the last two projects of the cemeteries 
feature distinctive, less formal spatial designs. The layout 

Elbing) was 
designed in 1938–1940 on partly forested area outside of 
the city. The dominant element of that layout is the oval-
shaped form of a landscape park divided by the main axis 
of the cemetery connecting it with a smaller geometrical, 
regular section (Fig. 7). The preserved perspective sketch-
es show the existing green areas (trees) with a free layout 
of graves, alluding to the solutions of forest cemeteries [3] 
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which feature the distinctive fragments of the main axis 
with landmarks and architectural accents, testifying to the 
use of geometrical, regular elements with monumental 
and symmetrical features.

The drawings of the cemetery in Gdynia designed in 
1943 use the term Forest Cemetery (Waldfriedhof) which 
describes its character. The drawings of the cemetery in 
Gdynia, available in the collections of the Museum of Ar-
chitecture at the Technical University of Berlin, show the 
concept of the project. The intent to locate the cemetery 
affected its spatial composition where the alleys were de-
signed freely, taking into account the system of contour 
lines adding the features of a landscape park to the layout. 
The perspective sketch which was often used by Allinger 
shows a fragment of a forest with freely arranged urns on 
pedestals (Urnenhain) (Fig. 8).

The following conclusions can be drawn from the analysis 
of the spatial solutions of the cemeteries designed by Gus-
geometrical layouts with symmetrical elements, axes, cir-
cular and semi-circular squares, and meticulously designed 
and maintained plants and landscape structures (Luisenstadt-
Berlin; 1923). On the areas with more varied landscape, 
Allinger designed layouts which would follow the system of 
contour lines and slopes of the terrain with less formal fea-
the form of landscape parks (Gdynia; 1943). Although the 
layouts of some cemeteries demonstrate monumental fea-
tures, Allinger divides the sections with graves by variously 
composed green areas, alleys with cosy niches, creating inti-
mate places favorable for meditation. 

At the beginning of the 19th century, the burials in 
Opole were carried out on small cemeteries located around 
churches and monasteries in the Old Town ( ).
Surrounded by the city buildings, they had a limited area 

decisions of the authorities in Opole – the new seat of re-
gency – was to establish in 1817 the municipal cemetery 
on the west side of the Odra River, in the Odra Suburb 
( ). In the 19th century, the area of 
the cemetery was extended twofold, and in 1917–1920 its 
area was extended for the last time to cover about 7 ha3. In 
the 1920s, a decision was made to build a new, municipal 
cemetery to be located on a hill on the left bank of the 

Halbendorf),
which was then still outside the administrative limits of 
the city4. A small part of the area was occupied by the lo-
19th century which still exists today. Gustav Allinger was 
commissioned to design the layout of the new necropolis 
in Opole [1]. 

The author of the article found three perspective sketch-
by Gustav Allinger in the collections of the Museum of Ar-
chitecture at the Technical University of Berlin. They are 
a bird’s eye views of the layout with the main poplar alley 
and a square with the buildings of the cemetery chapel. The 
plan of the cemetery with notes, signed by Allinger and dat-
ed September 1928, was published in the book titled Neu-
bauten in Oppeln in 1929 [6]. The search conducted by the 
author of the Public Archives in Opole included the follow-

-
ration for the construction of the cemetery in 1926–1929 
and the rules of the cemeteries in Opole (
der Stadt Oppeln) from 1930. Unfortunately, no design 
documentation of the new municipal cemetery was found 

3 The rules of the cemeteries of the city of Opole from 1929 include 
a provision on suspension of sale of burial plots on the cemetery at 
when the burials of the deceased stopped.

4 -
rated to Opole in 1936.

Fig. 7. Perspective drawing of a bird’s eye view of the layout of the cem-
133,013)

Fig. 8. Perspective drawing of a fragment of the forest cemetery 
(Urhnenhain) in Gdynia, 1943 (Architekturmuseum TU Berlin, 

(Urhnenhain) w Gdyni, 1943 (Architekturmuseum TU Berlin, 



58 Monika Ewa Adamska

in the second group. The cartographic records from before 
World War II include the layout of the cemetery on the plan 
of Opole from 1938 (Pharus – Plan von Oppeln) on a scale 
of 1:10000 and on a topographic map of Opole from 1941 
on a scale of 1:250005 (Fig. 9).  

The new municipal cemetery designed by Gustav 
Allinger is an elongated, geometrical layout of the area of 
about 20 ha. based on straight lines and concentric circles, 

along the ridge of the hill to the funerary chapel building in 
the north-west part and a circular square with a chapel or a 
bell tower in the south-east part. The middle section of the 
cemetery is composed of rectangular burial plots designed 
on a checkered layout of alleys enclosed by two semicir-
cular patterns of concentric and radial alleys; one bigger 
– with a funerary chapel and the other smaller – with that 
circular square. From the south-east, a driveway alley with 
Lombardy black poplars was designed perpendicular to 
the main alley, going up the hill from the circular entrance 
square to the funerary chapel located at its end. In the de-
signed layout of the cemetery, Gustav Allinger indicated the 
location of a garden center, nursery, columbarium, adminis-
tration and services buildings (Fig. 10). The green areas of 
the cemetery included primarily the trees and bushes plant-
from a bird’s eye view (Fig. 11). By the funerary chapel 

-
-

signed on a plan similar to the letter “L”. Furthermore, 
plots for graves for adults and children. On both sides of the 

5 The spatial composition of the cemetery presented on the plan of 
the city of Opole from 1938 differs in its south-east part from the origi-
nal layout; the topographic map, which is a more reliable source, shows 
the fragment of the layout completed before the war which is substan-
tially consistent with Allinger’s design.

distinguished persons. 
The new layout was commented on in the publication 

regarding Opole from the 1920s; Johann Schmidt de-
Neu-

bauten in Oppeln as a regular, green layout perfectly in-
corporated into the assigned area [6]. 

Fig. 10. Plan of the layout of the municipal cemetery in Opole 
form Lombardy black poplars, 2. circular entrance square with 

administration and services buildings, 3. garden center with nursery, 
6. yard, 7. chapel or bell tower, 8. columbarium, 9. 19th-century, local 

Oppeln, mit einer Einleitung von Stadtbaurat Dipl. Ing. Schmidt, 
Berlin, F.E. Hübsch, 1929, p. 20)

7. kaplica albo dzwonnica, 8. teren kolumbarium, 9. XIX-wieczny, 
Einleitung von Stadtbaurat Dipl. Ing. Schmidt, Berlin, F.E. Hübsch, 

1929, s. 20) 

Fig. 11. Perspective drawing of a bird’s eye view of the layout of the 

Fig. 9. Fragment of the topographic map of Opole with partly com-
(Silesian Library, Katowice, file no. M 3070/368 IV)
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and its postwar extensions
The municipal cemetery was opened on March 15, 1931 

[5]. The topographic map of Opole from 1941 presents 
the north-west part of the cemetery of the area of about 
14 ha. completed at that time (Fig. 9). The composition and 
functional axis of the cemetery was the main driveway al-
ley with the column-form Lombardy black poplars planted 
as designed on its sides, going up the hill from the semi-
circular entrance square to the square with the chapel which 
was a spatial landmark at the end of the alley (Fig. 12). On 
the elongated composition axis of the layout, perpendicular 
to the driveway alley, a semi-circular system of concentric 
alleys on the north-west side of the square with the chapel 
and a small fragment of the main alley of that axis with the 
burial plots for distinguished persons on its south-east side 
were completed before World War II (Fig. 9, 10). 

The project of the chapel with its auxiliary buildings 
(Stadtbauamt) in Opole. Finally, the chapel, despite be-
the building volume similar to the original concept, was 
roof. The construction of the chapel’s auxiliary build-
ings was reduced to only one wing connected to the cha-
pel. The whole chapel building is simple in form and its 

spatial design is typical of the interbellum architecture. 
near the main alley on a circular plan with a conical roof; 
unfortunately at present it is not used and its condition is 
bad6. What has survived from the prewar construction of 
the cemetery is the layout of its main alleys, some of the 
squares, terrain steps, retaining walls, and stone marks of 
some of the burial plots. The division of the burial plots 
into further smaller sections which developed already af-
ter World War II along with the growth of the number of 
the graves in the cemetery does not follow the regular pat-

The green areas with trees designed in the prewar sec-
tion of the cemetery, both along the alleys and inside the 
burial plots which add some park feature to it are worth 
mentioning7 -
leys with trees which should be noted include a slightly 
narrower and shaded linden alley on its south-east side, 
going parallel to it. Further in that direction, the prewar 
section of the cemetery is enclosed by a row of Lom-
1970, about 3.5 thousand of deciduous and coniferous 
trees grew in that part of the necropolis in Opole, repre-
senting over 50 species and varieties, including a number 
of interesting dendrological specimens. The most numer-
ous species included the following: linden, maple, ash, 
robinia, spruce, poplar and single specimens of oaks of 
monumental sizes [5].   
postwar period, the author found, about 25 graves from 
new cemetery8. These graves were found in different 
places located primarily in the burial plots assigned in 
side of the driveway alley and in a smaller number on its 
south-east side. 

With a few exceptions, most of them are earthen 
graves, mainly single, rarely family ones. The character-
istic features of that group of graves include their simple 
forms, harmonious proportions, and sparing means of ar-
tistic expression. Mostly concrete grave frames are com-
bined with stone upright elements in the cubic form or 
more often with a wavy line of the gravestone (Fig. 13). 
The epitaphs in German were engraved in stone, some 
Some gravestones have geometric ornaments or reliefs.

6
form to a bell tower, however, it is located as an architectural landmark 
of a circular square which was not completed.

7
sketch of the main driveway alley (Pappelallee), the partially preserved 
about the plants included in the design.

8 The total number of graves provided in the card of the cemetery 
developed in 1984 is about 200 from that period located on that cemetery [5].
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Unfortunately, some modern graves in the area of the his-
toric layout seem to be randomly located with no connection 
to the original layout of the alleys, some of them blocking 
them. Also the location of the commemorative plaques by the 
Golgotha of the East (Golgota Wschodu) near the square with 
the chapel does not demonstrate any features of planning on 
an urban scale, causing unrest and chaos. 

After World War II, in the 1970s and 1980s, the cemetery 
was extended to the east, bordering on the residential areas 

with low-rise buildings, comprising an estimated area of about 
22 ha. in the shape of a square with its south-east corner cut 
off. The main axis of the layout was then extended according 
to the design by Allinger, however, without a semi-circular 
end. Despite being rectangular, the layout of the new alleys 
did not correspond to the divisions designed before the war, 
and there are no tall plants planned in that section of the cem-
etery. In the 1990s and at the beginning of the 21st century, the 
cemetery was further extended to the north behind Cmentarna 
Street, separating the new part of the cemetery from its main 
part without any composition connection with it. At the be-
ginning of the 21st
extension of the cemetery, this time to the south and west to 
include the area irregular in shape of about 4 ha. That invest-
ment will be executed in 2012, and consequently the area of 
the largest necropolis in Opole will grow to about 42 ha., with 
mainly industrial and residential areas around it. 

Although Gustav Allinger assigned in his project of the 
cemetery in Opole a location for the columbarium, two 
such structures were built only in 2009 and 2011. Both 
of them, cubic in form, are located by the square with the 
funerary chapel.

The issue which since 2010 has been the subject of 
social discussions and caused a lot of controversy in con-
the planned construction of the south ring road of Opole 
that is supposed to go across the two furthermost sections 
on the semicircular part of the historic layout. Construct-
a group of graves and depriving the historic layout of 
the green buffer zone. Unfortunately, the layout of the 
cemetery designed by Gustav Allinger is not listed in the 
Register of Historic Monuments in Opole9, and no local 
development plan is going to be developed for this area 
which would impose the protection of the historic layout 
of the necropolis with its park features.

9 Only the graves of the victims of the Nazi terror, Polish Army 
soldiers, and the alley of the distinguished persons located on the area of 
Historic Monuments in 1987.

Fig. 13. Earthen grave of Angelika Bork, née Frydrychowicz (1890–
1937) with a stone epitaph and inscription in the neo-Gothic letter-

ing, 2011 (photo: M.E. Adamska)
Il. 13. Grób ziemny Angeliki Bork z domu Frydrychowicz (1890–

Conclusions
The review of Gustav Allinger’s works, the author of 

provided in this paper mainly on the basis of its preserved 
designs, presents the formal and functional diversity of 
his projects completed primarily in Germany as well as in 
contemporary Poland over the course of almost 60 years – 
from the 1920s to the 1970s10.

10 The author did not analyze the scope of completion of Gustav 
Allinger’s projects or the condition of completed projects, except for 
single records (e.g. the cemeteries in Dortmund and Opole). The scope 
of research formulated this way could be the subject of a separate study.

small private gardens which demonstrate the development of 
his style at all stages of his professional career. The project of 
a garden located in Opole which was found in the Museum 
of Architecture exists only in the form of a graphic record…

The development of garden art and its new stylistic 
projects of garden exhibitions, especially those in the 
1920s, many of which were directed by Gustav Allinger 
and with a lot of creative involvement on his part.

Allinger’s designs of cemeteries are a relatively small 
group among all of his projects. Most of their spatial com-

-
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outs; a few of the layouts demonstrate less formal landscape 
features; some of them employ both trends at the same 
time. The repetitive composition elements include axes, 
squares in circular or semi-circular shape, poplar or linden 
alleys, hedgerows with cypresses and thujas. Such land-
scape structures as fountains, sculptures, circular bell tow-
ers, terrain steps and retaining walls are important features 
of those layouts designed in harmony with green areas.
which is probably the only partly completed project from 
among four cemeteries designed by Gustav Allinger in 
the territory of contemporary Poland, demonstrate such 
distinctive features typical of the cemeteries designed by 
him as geometrical layouts of alleys, monumental axes 
enclosed by landmarks, plants along alleys, circular or 
semi-circular squares and walkways. Although the spa-

tial layout of the cemetery designed by Allinger was only 
partly completed before World War II and the postwar ex-
tensions – already in Poland – did not follow his original 
design, the preserved historic composition with park fea-
Opole, testifying to the continuity of its development as 
well as the perfect example of solutions characteristic of 
the architecture of green areas from the 1920s. 

The period of twenty years between the wars was the 
period of intense spatial development of Opole and nu-
merous other Silesian cities in which many German archi-
tects were involved, creating the contemporary image of 
those cities. Gustav Allinger also contributed to that pro-
cess, and his person as well as professional achievements, 
though less famous, deserve attention and appreciation, 
and his works deserve care and protection.
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The route of wooden churches in Olesno County – a sketch

Olesno County (Poviat) is one of the twelve counties 
in the Opole Province (Voivodship) (Fig. 1), located in its 
south-east corner. This is the area of the former Duchy of 

-
tice different wood architecture traditions from the south 
of Poland. 

As a result of the administration reform of Poland 
which was implemented a few dozen of years ago, Ole-
sno County was incorporated into Opole Province (Fig. 
2), and its area was also changed. Compared to its original 
borders, the County ‘lost’ Lasowice Wielkie Commune 

(Gmina) which was connected to the neighboring Klucz-
bork County and ‘gained’ the area of Rudniki and Praszka 

Fig. 1. Location of Olesno in Poland, Fig. by author

Fig. 2. Map of Olesno County, Fig. by author 
Il. 2. Mapa powiatu oleskiego, ryc. autor
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Upland.
That is why this paper presents all churches located 

at present within the borders of Olesno County, and not 
on the basis of their location in historically independent 
areas. Historically, this area with the main city – Olesno 

-
portant for the region – the Amber Road from the Bal-
tic Sea through Moravia to southern Europe and the Salt 
of the continent. A well developed network of settlements 
provided good conditions for the development of a large 
number of wooden churches [13]. 

In 1871, in his paper on wooden churches in Upper 
Silesia, Luchs listed 194 such churches in that area [11, 
pp. 109–121]. 137 of them have survived until today in 
Upper Silesia (Fig. 3), 18 of which are located in the area 
of Olesno County. Still at the end of the 20th century, there 
were 20 of them, however, several of them were destroyed 

A few characteristic types can be distinguished among 
wooden churches in Olesno County on the basis of their 
the church or private founders; cemetery churches located 
by existing or newly established cemeteries and votive 
churches characteristic of the times of wars and epidemics, 
including a special type of the so called bubonic church. 

All wooden churches in the area of Opole Region built 
between the 15th and 19th centuries were log structures. The 
churches built after 1742 had towers which were timber-
framed (post-and-beam) or frame structures because of the 

regulations introduced in Prussia on reduction of the use of 
wood which was needed for the development of industry [1].

The location of churches depended on a number of so-
cial, political, and historical factors as well as geography 
and nature. There are two main types of location – inside 
and outside a village. In the case of the latter, churches 
were located on hills [16]. This type of location was noted 

-
fend, and in respect of liturgy – as the most exposed and 
the spatial composition of the whole settlement by pro-
viding an increased scenic exposure and a landmark. The 
purely construction aspect should not be ignored either. 
It is important to choose a location for wooden structures 
which is less exposed to water, has a better exposure to 
wind and sunlight, and undoubtedly a location on a hill 
provides such conditions. There are also other types of lo-
cation which cannot be explained by rational reasons. In 
is connected with some past events often incorporated in 
legends or miracles as in the case of the Church of St. 
Anne in Olesno.

The distinctive features of the churches presented in 
this paper included their towers whose design was con-
nected with the whole building. For historical reasons, 
as mentioned earlier, all church towers which have been 
preserved in the area of the County are post-and-beam or 
frame structures. 

 [9, p. 15–16].
For static reasons typical tower walls were slightly 

tilted, which feature is much more frequent than much 
simpler towers with straight walls. It was Dienwiebel who 
systematically divided them into types [3] (Fig. 4).
They demonstrate, however, a few characteristic features 
taken directly from the Latin liturgy. As a rule, with very 
few exceptions, the sanctuary was much narrower than the 
structures and that is why the researchers were surprised 
with its consistent use. However, it has not been determined 
whether the pattern for wooden ecclesiastical buildings in 

-
sonry architecture or from the wooden architecture which 
was much more popular in those times. This opinion is 
shared by the Polish researcher of wooden ecclesiastical 

churches in his publication on wooden churches in Lower 
Silesia [3, pp. 88–93]. The churches built for Protestants 
have the most simple plan (Type A). The oldest churches, 
which one can come across now, are Type B churches with 

Fig. 3. Map of locations of wooden churches in Silesia 
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a rectangular nave, sanctuary, and sacristy. The most pop-
ular was Type C where the sanctuary has a three-sided end 
and slightly shorter or elongated sacristy in relation to the 
sanctuary. There are also examples of naves with three-
sided ends from the east or from the west (Type D). Those 
variants with additional chapels from the side of the sanc-
tuary or the nave which could be extended [29]. However, 
Church of St. Anne in Olesno with radiating chapels on a 
distinguished by Dienwiebel [3, p. 91] (Fig. 5). 

It is even known how much money was paid to the 
carpenter for his work. It was 

 [4, p. 48].
The journey around the area of almost over 970 km2

should begin from the most precious historic monument of 
the Land of Olesno – the
(Fig. 6). It is the only church in this area built as a pilgrim-
church, located in a little out-of-the-way place right outside 
of the town, is connected with a romantic legend about the 
daughter of a townsman from Olesno who was miraculously 
saved as a result of St. Anne’s intervention and a pine tree hid 
the girl with its branches from robbers who were chasing her 

[8]. Still today one can admire that pine tree trunk built into 
the place of that miraculous salvation comes from 1444. The 
that earlier shrine, dates back to 1518. According to accounts, 
the shrine was built by Marcin Snopek – the carpenter mas-
sources mention three forms of his last name: Snopek, Sem-
pek, and Senepek [4, p. 48], [7, p. 310]. As the number of 
pilgrimages grew, it became necessary to extend the existing 
structure [7]. In 1668, the body of the church was annexed by 
its sixth side being the connection to the body of the church, 
and a wooden copula topped by a turret located above the 
central part. The heads of the windows both in the nave and 
in the sanctuary were semicircular, whereas the forms of the 
windows in the radiating chapels allude to the symbolism of 
a rose in the coat of arms of Olesno, being one of the most in-
teresting forms of Baroque in wooden architecture, featuring 
squares and semicircles. In 1707, a sacristy was built from 
the north-east side of the sanctuary (Fig. 7). 

The whole church has a number of features character-
istic of wooden architecture of the region: above the choir 
supported on two columns there is a wooden tower topped 
by a bulbous cupola, whereas the nave and the sanctu-

Fig. 4. Types of plans of wooden churches in Opole Silesia, 
[3, pp. 88–93]

[3, s. 88–93]

Fig. by author

Fig. by author
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a thee-sided end is partly blocked by a longer sacristy. 
church’s roof goes low around the nave, the sanctuary and 
the connection, providing overhangs supported by columns. 
The whole building is covered with a shingled gabled roof. 

The most precious treasure in the church was a winged 
) workshop [20] 

but this masterpiece was stolen in 1994. The main panel 
of the triptych presented St. Anne with her family sur-
rounded by the church founders and the town councilors. 
Its wings showed four scenes from the life of the Sacred 
and the Adoration of the Magi. 

The side chapels were also richly decorated; different 
from south-east was dedicated to St. Anne. It was under 

the Elevation of the Holy Cross. The chapels dedicated to 

Another church on the route is the Church of St. Mary 
 (Fig. 8). Built in 1680 as 

until 1911 when it became a parish church. Renovated 
in 1955–59, it charms with its simplicity. The church is 
a typical example of wooden architecture in the Opole 
with the front tower connected with the nave which has 
a post-and-beam structure, covered with a shingled gabled 
roof. The tilted walls of the tower are covered with wood 
board siding, the tower had a spire with a pyramid roof. Ad-
The rectangular sanctuary, narrower than the nave, has 
a square end which adjoins the sacristy. Small storage rooms 
are located on both sides of the west tower. The tilted walls 
of the tower are covered with pine tree boards. The remaining 
walls and the roof were covered with wooden shingles. 

Its interior has exquisite ceiling decorations – the sanc-
-

ing. The choir supported on two columns is a typical solu-
boards. The west bell tower is crowned with an octagonal 
pyramid roof. 

The (Fig. 9), 
located south 

Fig. by author
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structures were built in the place of the original church 
from 1560–80; the present building comes from 1706. 
Just like most other churches in this area, it is oriented; 
the body of the church has a log structure and the front 
tower has a post-and-beam structure. The four-sided tow-
er with tilted walls is crowned with a four-sided cupola 
covered with metal sheet. The nave and the sanctuary are 
surrounded by overhangs supported on columns, covered 
with wooden shingles, just like the multi-ridge roof. Simi-
wood ceiling, whereas the sanctuary has a false barrel. 
The sanctuary has a polygonal end with Baroque decora-
tions of the high altar. The walls and ceilings are covered 
with rich polychrome by J. Marchwica from 1952.

The is located 
furthermost to the south in Olesno County (Fig. 10). It 

th century, though 
the present building is dated to 1630. The present building 
was renovated and remodeled a number of times which 
to different extent changed its original shape and furnish-
ings. The church suffered the greatest damage, however, 
by a cemetery, inside the village, at present it serves only 
as a cemetery church.

The church has a log structure with its front tower fused 
in the vestibule whose width is the same as that of the 
nave. From outside, the whole building, including its roof 
and the walls, is covered with wooden shingles. The tower 
with a small pyramid roof is topped by a bulbous cupola. 
Behind a rectangular nave, there is a narrower sanctuary 
with a three-sided end and a four-sided sacristy, adjoining 
it from the side. 

The sanctuary, which is covered with a false segmented 
vault, has late-Baroque decorations inside. The nave and 

-
ed on two columns from the side of the entrance. Similarly 
to most churches in that area, except for the church in Ole-
sno, the windows have segmented heads. 

In Radawie
Church of the Elevation of the Holy Cross (Fig. 11). 

mentioned in 1305. It became a parish church already in 
1500. It was extensively remodeled in the 18th century and 
its present shape has been preserved ever since. In 1650–
at present it is an independent parish. After 1945, it was 
renovated a number of times and to a different extent. At 
that time, the building, which is also a log structure, in or-
der to provide a better protection and stiffness was moved 
to a new foundation and placed on a masonry base course. 
Its external walls are covered with wood boards and to 
some degree also with shingles. Above the nave, there is 
a small hexagonal turret with a bulbous cupola. In the west 
part of the nave, there is an octagonal tower built as a post-
and-beam structure, covered with vertical boards, topped 
by a bulbous roof and a blind lantern. The nave begins 
with a vestibule which is the base of the tower. Behind 
the nave, there is a narrower polygonal sanctuary. It has 
a sacristy adjoining it from the north with a lodge upstairs. 
ceilings. The choir is unusually supported on four columns. 

The  is also unusual 

church of the parish in Olesno. It was built near the village 
on a hill where a small group of townsmen from Olesno 
hid during the plague in 1708. It is the only votive church 
in that area which was erected as a result of a lot of ef-
fort and with the funds from the townsmen who survived 
the plague. There is a town document from August 18, 

-
tion [6], [22]. This is how its unusual design can be ex-
plained. The church does not have a tower. Its walls above 
overhangs are covered with wooden shingles and boards 
in their lower section. The whole building is covered with 
a gabled roof with a steeple crowned with a helm. The 
sanctuary with a three-sided end opens on the side to 
a sacristy with a founder’s lodge upstairs. The date 1708 
The whole church was built on a masonry base course, as 
a log structure. The masonry base course is contemporary 
and comes from 1960 when the building was thoroughly 
renovated [28].
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At the end of the nave, there is a choir supported on four 
contrasts with the false barrel vault in the sanctuary. Also 
a closer reference of the style to the church of St. Anne in 
Olesno than to other churches in the county. The windows 
in the nave do not have typical polygonal heads, and they 
differ from the windows in the sanctuary. The nave has 
windows with semicircular heads, whereas the sanctuary 
has circular windows. The interior decorations correspond 
to the times when they were made – Baroque altar comes 
most probably from the times when the church was built.
Sowczyce, there is the Church of St. Anthony of Padua.
It differs from the other churches described above by the 
simplicity of form which is unusual for this area. The build-

-

a cemetery church. 
Built as a log structure on a new base course, it has 

walls covered with wooden boards. Its gabled roof with 
one ridge covers both the nave and the narrower sanctuary 
with a vestibule annexed to it. On the other side, along 
the nave and the sacristy, there is a wood clad addition 
too. The church does not have a tower, and there is only 
roof above the nave. The choir, supported on two straight 

Church 
-

building has been preserved until today. Originally, it was 
a cemetery church. Originally, it did not have a tower. In 
tower surrounded by overhangs and wood cladding above 

them. The massive tower has a pyramid roof with wooden 
shingles, a lantern with a bulbous cupola covered with 
metal sheet. Above its straight nave which has a gabled 

-
pola. The sanctuary with a three-sided end was annexed 
by a sacristy. 

-
ported on two columns, was extended along part of the 
walls of the nave. The windows, just like in the church in 

The  was men-
place comes from that period. The present building was 
1945, it served as a parish church. After that year, it be-

-
tion is typical of the area of Opole Region. The body of 
the church, which has a log structure, was annexed by 
a four-sided tower with slightly tilted walls topped by an oc-
tagonal bulbous cupola covered with metal sheet (Fig. 13). 
Above the nave which has a gabled roof, there is a small 

-
tuary was annexed by a vestibule, and the tower by two 
storage rooms on its sides. 

The circular windows in the sanctuary have outside po-
-

interior has late-Baroque furnishings which date back to 
the times when the church was built.

The
mentioned in 1312. The building burned down several times, 
and the present church comes from 1817. Only its sanctuary 

church was put back together in 1837 by the carpenter Jakub 
a log structure on a cross plan with two side chapels attached 
to the body of the church and the sanctuary much narrower 

in Radawie, Fig. by author

ryc. autor

Fig. by author

ryc. autor
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than the nave. Both the chapels and the sanctuary have three-
sided ends. The whole building has a gabled roof covered 
with wooden shingles with two ridge beams. In the place 
where the nave and the sanctuary meet, there is a two-staged, 
sheet. There is a vestibule annexed from the north.
Poland with masonry crypts with the tombs of the Sie-
church with the rectory. 

The interior decoration of the church comes from the 
middle of the 19th century when the church was decorated 
in neo-Baroque style. At that time, a bell tower was also 
added. The nave was covered with a groin vault and the 
sanctuary with a typical false barrel. The window heads, 
which are all pointed, also testify to the unusual design of 
the building. Both the choir with no columns and the whole 
interior was covered with richly decorated polychrome.

The wooden 
is located furthermost to the east in Olesno County. Al-
mentioned at the beginning of the 16th century as a church 
located in the place of the older one. In 1570–1660, the 
church served as a Roman Catholic church of the parish in 
times, including the addition of side chapels. The most im-
portant remodelings took place in 1767 and 1921–23 [21]. 

A tower with its post-and-beam structure was added to 
the nave which has a log structure. The whole body of the 
church was covered with one shingled gabled roof, where-
as the tower was covered with a pyramid roof with a metal 
sheet lantern. In the place where the nave and the sanctuary 
closure of the sanctuary was not remodeled, unlike the nave 
which, during the remodeling in 1921–23, was extended to 
the west by one bay. Additionally, at that time the width of 
the nave was extended north and south and two chapels were 
added, one on each side. A sacristy divided into two levels 
was also added to the body of the church. In this way an addi-
tional room was connected with the sanctuary by a window.
typical of the churches in this area.

The Church of St. Leonard the Prior in Wierzbie is 
located furthermost to the north. Although the exact date 
of its construction is unknown, a wooden church dedi-
the 16th
description of the church comes from 1668. The church 

-
placement of wooden shingles) and then in 1889 as well 
as in 1949. It was totally remodeled in 1971–1974 [19].

According to various sources, the building is an exam-

churches [25], with such characteristic features as a com-
mon location and time of construction (the 16th century). 
than the Opole type of churches from larch wood and they 
are log structures. The single-naved, oriented church in 

-
whole building is covered with a shingled gabled roof with 
two ridge beams. The only difference is the lack of a tower 
which would be an extension of the nave to the west with 
a characteristic form. Although the tower of the church in 
added to the nave, it has a post-and-beam structure and its 
walls are slightly tilted. It has a pyramid roof also covered 
with wooden shingles. The church has two side sacristies, 
one made of wood and the other masonry with monopitch 
roofs. The latter was annexed with an extension built dur-
ing renovation in 1949. Above the end of the nave, there is 
sheet roof. Two vestibules are from the front and the side 
of the nave. Special attention should be drawn to its side 
entrance with a wooden portal, unusual in the area of Ole-
sno County, from the 16th century divided in two, its upper 
circular section inserted on a rectangular door frame [24]. 
ceiling. The sacristy, however, has a different barrel and 
groin vault. The sanctuary is separated from the nave by 
a wooden, carved rood beam [27]. The choir, also made 
of wood, which is supported on two carved columns with 
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the parapet projected in its middle section, is a subtle con-
part is additionally decorated by the sculptural presenta-
tion of angels playing instruments [26]. 

The Church of the Assumption of the Blessed Vir-
gin Mary in Uszyce is located in the furthermost north 
corner of the county. It is also one of its oldest buildings. 
form already in 1517 when the church was consecrated. 
In spite of being remodeled a number of times, it did not 

-
ish church again. The church, which has a log structure, 
has a front tower which has a post-and-beam structure 
covered with boards and a massive pyramid roof. The 

-
cal of the region. The walls are covered with pine tree 
boards, reinforced with special clasps, whereas the roof 
is covered with wooden shingles. Above the end of the 
sheet bulbous roof (Fig. 16). This is also a bell tower. Its 
in Polish. The sacristy with the founder’s lodge upstairs 
which opens to the sanctuary was added to the sanctu-
ary which has a three-sided end and is narrower than the 
nave. External roofed steps lead to it. The choir, which is 
located from the west, does not have any columns. There 
is a vestibule going inside from the south.

 and the Church 
of St. Nicholas is in that village. It was mentioned already 
in about 1353, but its present form comes from the turn of 
the 17th and 18th centuries. From the very beginning it was 

As one of few churches in this area, it has a bulbous 
roof above the tower with a lantern which is completely 
covered with metal sheet. A hexagonal tower, added do 
the nave, was built with the same height as the gabled roof 
than the nave, has a three-sided end. The walls, which are
covered with vertical boards, were reinforced with spe-

cial clasps; the roof has two ridge beams and it is covered 
with wooden shingles. One of its distinctive features are 
the round windows in the sanctuary. There is a choir sup-
ported on six columns from the west.

One of the most precious treasures is the gravestone of 
Hans von Kuschenbohr from 1684 and a bell cast in the 

The church is very similar to the Church of St. John 
 which was built around the sec-

ond half of the 17th century from the foundation of Adam 
von Frankenberg.

The church, which has a log structure, was built on 
a new masonry base course. A short four-sided front 
tower, which has a post-and-beam structure and its 
walls are covered with vertical boards, was added to 
the nave. The octagonal roof above it is covered with 
wooden shingles.  Similarly to other churches, the sanc-
tuary is shorter and narrower than the nave, and it has 
a three-sided end. A sacristy with a three-sided end and 
a founder’s lodge upstairs which opens to the sanctu-
ary was also added to the sanctuary. External unroofed 
steps lead to the lodge. 

Inside, there is an impressive false barrel vault lowered 
in the sanctuary. Rich interior painting decoration is also 
worth noting. Both the walls and the vaults are covered 
with polychrome. The older of them, from the 18th centu-
ry, covers the walls of the nave and the sanctuary, whereas 
the newer one, from the 19th century, was applied to the 
vault. The interior decoration is completed with Baroque 
and late-Baroque furnishings. 

The Church of St. Mary Magdalene, built in 1679, 
is located in a small village of , north of 
in Sternalice, later, for a short time until 1775, it was 

-
ter more than one hundred years when it belonged to 

Similarly to the buildings described above, this 
church has an exceptionally simple structure and very 
similar internal layout. Similarly, a short, massive, four-
sided tower which has a post-and-beam structure with 

Fig. by author
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slightly tilted walls covered with wood was added to 
the straight nave. The tower has an octagonal pyramid 
roof covered with metal sheet. Just like the other cases, 
the whole church has a log structure with outside wood 
cladding and a massive base course. Both the sanctuary 
with a three-sided end and the nave are covered with 
a shingled gabled roof with two ridge beams. A sacristy 
was added to the sanctuary from the side. All windows 
in the building have segmented heads, most simple and 
most popular in this area.

Inside, the choir supported on two columns has Rococo 
with a false barrel vault, has simple painting decorations 

The Church of St. Margaret in Jamy comes from the 
-

act date of its construction is unknown, the church was 
-

built from the foundation of Count Karol Zygmunt von 

-
es is its squat construction, with straight walls, which is 
a little higher and goes above the level of the nave roof 
The church is also unusual because it does not have sepa-
rate ridge beams above the nave and the sanctuary with 
a three-sided end. Both parts of the church have equal 
heights and one roof with one ridge beam. On the side, 
there is a sacristy with the founder’s lodge upstairs. Exter-
nal unroofed steps lead to it (Fig. 17). 

The choir, whose parapet projects a little in its middle 
section, is supported on six columns. The choir was ex-
tended to the middle of the length of the side walls of the 
nave.

From among the churches described in this paper, the 
church in Jamy is the only one with square window heads 

It should be noted that this group of churches in-
cludes also the church which until 1910 was in ,

-
temporary, masonry Corpus Christi Church. The old 
hospital church, also dedicated to Corpus Christi, which 

-
the inscription on the beam of the side wall. It was built 
in place of a much older church which burned down in 
1624 together with a large part of the town. This church 
also burned down a few years after it was built in the 
original form already in 1645 [10, p. 21].

Of all the churches which existed at that time in the 
county, the plan of this church was the most simple. Its 
sanctuary with a three-sided end was as wide as the nave 
and it had a four-sided turret with a bell. A small sacristy 
was added to the side of the sanctuary. The whole church, 
which was built on a base course, has a log structure. In-

-
ments or utensils in that church [6, p. 230]. 

In 1909 [15], a decision was made to move the church 
in the parish of Stare Olesno and to build in its place 
a new, masonry church. It was also then that the dedica-
was renovated in 1959 [23]. 

Unfortunately, the church does not exist anymore. It 
burned down on the night of the 15th to 16th of August 
1995. It was never rebuilt. A small, masonry temple was 
built in its place. 

There is one more church which also should be men-
tioned. Namely, the almost completely forgotten church in 
the village of . Unfortunately, this church does 
not exist anymore either. It was a church dedicated to St.
Valentine and Bartholomew from around 1600 which 
most probably was built under the patronage of Augustin-
ian friars. The last time the church was thoroughly reno-
vated and remodeled was in 1909–1910. On the night of 
September 27th, 1999, it burned down almost completely, 
most probably robbers wanted to erase their traces.

This was one of the churches which had a simple form 
and shape. As all other churches it was a log structure; 
it had a nave as well as a narrower and shorter sanctu-
ary with a three-sided end and a side sacristy. There was 
a vestibule on the other side of the nave. The whole 
church was covered with a roof with two ridge beams, 
and its small tower, which had a post-and-beam struc-
ture, was fused to the nave with a pyramid roof covered 
with wooden shingles. Above the nave, there was also 
a hexagonal, metal sheet turret topped by a bulbous 
metal sheet cupola. Inside, the church had two founder’s 
towers and a simple choir with no columns. The whole 

The interior of the church had real treasures of art. 
A Baroque high altar from the beginning of the 18th cen-
tury with the sculptures of John the Baptist, Peter and 

side. Inside the church, there were also epitaphs of the 
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Annex – Buildings from 1975 by J. Matuszczak [14]
1. Biskupice – Church of St. Hedwig
2. Borki Wielkie – Church of St. Martin and Bartholomew
3. Boroszów – Church of St. Mary Magdalene
4. Chocianowice – Church of the Nativity of the Blessed Virgin Mary
6. Grodzisko – Church of St. Roch 
7. Gronowice – Church of St. Giles
8. Jamy – Church of St. Margaret

10. Laskowice – Church of St. Lawrence

14. Radawie – Church of the Elevation of the Holy Cross
16. Stare Olesno – Church of St. Mary Magdalene 

19. Wachów – Church of St. Lawrence
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Tomasz Kruszewski*
The symbolic motifs in contemporary architecture of libraries – 

most frequent trends
Introduction

John E. Buschman noted that the trends in the new phi-
losophy of library management include among others a de-
of all to present it in a high-tech convention [5, pp. 96–97]. 
This is a popular convention but it should be stressed that 
the modern construction technologies do not need to be 

of a building. On the contrary, more and more 
frequently they are a tool of presenting other ideas and 
philosophy. The contemporary library can assume human-
ized features in new dimensions. The literature on library 
science which employs the terminology from architecture 

and construction engineering, uses the term “intelligent 
building”. A building is “intelligent” because it has infor-
[3, p. 41]. Unlike the old library which ‘lived’ because 
of its books, the modern library ‘lives’ also – or maybe 
sometimes primarily – because of its building. Thus the 
primary functions of the library are less important than 
the technological façade and symbolically are subjected to 
it. Although the modern architectural solutions determine 
the ‘life’ of a library, they are in the background and they 

Trends
The “philosophy of building” has its restrictions too, 

the main of which is fashion, though it is not subjected 
to it. Georg Simmel saw fashion as a form of life which 
should guarantee a compromise between the social trend 
to equalize and the individual trend to vary [24, p. 22]. The 
libraries from different times provide a tangible testimony 
to following fashion and not only utility criteria when de-

-
days as fashion include ecologization and westernization 
of spatial and aesthetic designs of libraries. It is fashion-
able to search for original spatial developments and ideas. 
Fashion includes everything regarding social activity of 

materials and technologies are in fashion too. All this af-
fects the transformations in the mental paradigm of the 
viewer of architecture. Fashion provides an opportunity to 

make use of a single raw material simplicity of a building. 
kind of material is a stressful factor in the building en-
vironment. Nowadays, glass has become such a material 
and it can be used by engineers not only as a traditional 
material to let in more light inside the interiors but also as 

-
cases [6, p. 59]. Buildings dominated by one building ma-
terial are nothing new as for centuries marble or sandstone 
served a fashion function, as does glass today. However, 
transparent glass makes an indelible impression which is 
uncommon when other materials are used – and that is 
why it can potentially cause stress among some viewers 
of architecture. On the other hand, it is the very transpar-
ence which can reduce stress reactions in other viewers 
compared to, e.g. heavy concrete structures.

In modern library buildings, light is used as an element 
of composition on an unprecedented scale. It is possible be-
cause of technology and the very special fashion for trans-
parency and ecology. This is evident in such projects by * Institute of Information Science and Book Studies, Nicolaus 

DOI: 10.5277/arc120108
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the roof around the old reading room of the British Mu-
seum, the John Spoor Broome Library at California State 
University Channel Islands or perfect blob architecture – 
and in a sense the crowning achievement of this architect’s 
style – the Philological Library (Philologische Bibliothek) 
in Freie Universität Berlin from 2005. It has a shell shape 

-
parent glass which allows for the penetration of as much 
light as possible (Fig. 1). The library has been dubbed the 
institution gained through the sensual perception of light 
absorbed by the building during the day and emanating it 
after twilight. The shape of the structure makes that after-
glow look like a halo.

-
shaft, Beinecke Rare Book and Manuscript Library has 
impressive after dark. Due to the see-through marble slabs 
in the façades – in the opinion of Charles Jencks – the build-
[15, p. 19], which is an unsuccessful attempt at creating 
a chiaroscuro effect as the pictures of the façades with the 
use of pre-cast wall elements. It is an interesting example 
of a compact body of the building which from a simple 
cuboid seen from outside transforms into a closed space 
which helps to concentrate (Fig. 2). The ambiance which 
the historic collections the same as the body of the build-
ing designed on an organic, elliptical plan matches the offer 
of the university library at the University of Cottbus (In-

-
denburgische Technische Universität Cottbus). Opened in 
2005, it has become the symbol of the university, the city, 
and the region so characteristic in a newly promoted city 
without any long-lasting academic traditions. The Library’s 
façade – its glass skin – was covered with entangled texts in 
different languages which are the illumination of the func-
tion of the building both literally and metaphorically. The 
the idea of printing on glass façades also in another library 
designed at the same time: Bibliothek der Hochschule für 

nachhaltige Entwicklung Eberswalde, however, that library 

the Berlin blob, after dark this library’s interior is lit by the 
building surrounding and the lines of letters create a chiar-
oscuro effect. The 32-meter-tall building, with no front or 
back, resembles a stronghold and the letters are the symbol 
of hidden treasures [8]. The image of a symbolic shelter 

mentioning the shelter, the role of light should be empha-

lighting is then its integral part at symbolic (emanation of 
knowledge) as well a pragmatic level (safety and ecology). 
to a certain degree determine the way a body of the build-
ing is looked at, its cultural belonging, and utility func-
tions, which does not mean, however, that they occur at 
the expense of the user. In fact the restrictions affect the 
form and spatial development which may be especially 
convenient from an individual point of view. Nowadays, 
that connection radiates stronger but it was present in the 
past too. Apart from ethical issues, as already mentioned – 
ecology is now in fashion. Consequently, when designing 

Fig. 1. Philologische Bibliothek – Freie Universität Berlin. 
Photo: D. Ausserhofer

Il. 1. Philologische Bibliothek – Freie Universität Berlin. 
Fot. D. Ausserhofer

Fig. 2. Beinecke Rare Book and Manuscript Library. 
Photo: M. Marsland / Yale University

Il. 2. Beinecke Rare Book and Manuscript Library. 
Fot. M. Marsland / Yale University
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libraries, the environmental issues are especially impor-
tant, which is evident in the Japanese architects’ designs. 
Their buildings, which are the function of nature – land-
scape and colors which are present in the surrounding 

A building is not a closed crystal but an 
-

side is outside [26, p. 186]. The presence of the cultural 
and ethnic perception of the natural environment can be 

-
Rolex Learning Center in Ecublens near Lausanne, its 
echoes the serpentine form of a nearby mountain range. 
lake – with a multimedia library, language learning center, 

-
nal walls. The emptiness, which is so typical of the far-
east spirituality, helps to calm down, sending the message 
that possessing nothing, one possesses everything and that 

 [1, p. 50]. It is a mate-
rial space whose character is liberating and generating. Its 
large space as well as its surrounding make the building 
center of student life – it is open regardless of perspec-
tive, symbolically connects with nature through physical 

-
tecture of sustainable development in the far-east concepts 
shows two elements affecting the form of the building: 
culture and nature, as well as, assuming a more techno-

them, however, which is the architectural program of the 
Rolex Learning Center, are inseparably connected.

Nature, as the instance to which the “philosophy of 
can also be present near a building or inside it. Biblioteca 

panoramic windows in the reading room and at the same 
time isolating from the tumult of the city located on the 
other side of the building. It has a water cascade whose 
sound and movement provides a positive motivation to 

read [12, pp. 97–98]. This is a dynamic picture but also 
The symbolism of water in a broader context is visible 

in the project by Charles Correa of Jawahar Kala Kendra 
in Jaipur in India. The complex has a square plan further 
divided into nine squares alluding to a model of cosmos 
from chaos. The library – which is its integral part – covers 
it. Similarly to all other elements, the library pavilion has 
its individual climate with a contemplative atmosphere. 
the symbols from mandalas engraved in them, the nearby 
enclosed court, and a static small pond in the library. Simi-
larly to the Library in Barcelona, ecological motifs were 
the tools used to develop the symbol-forming space in the 
library and around it. The religious motifs in Jaipur are 
in case of adaptations of ecclesiastical buildings.

Another interesting architectural design based on reli-
gious subjects is Tønsberg og Nøtterøy bibliotek in Nor-
way – it is a project of the local group L2 Arkitekter from 
the late 1980s. The ruins of a medieval monastery of St. 
Olaf, whose remains are displayed under the Library, were 
the inspiration for the form of the building. In order for 
them to be able to radiate their spirituality, the amount of 

The structure of the roof is supported on so called “trees 
-

grew in that area, and secondly – regarding the already 
described role of vertical structures, namely their function 

it was the surface of the nearby sea. The waves are also 
a sign connoting the transcendence of the place – this is 
of folds in architecture is not, it seems, unusual or acci-

-
-
-

noting substance is obviously more inconspicuous than 
the denoting aspect, however, it makes the building more 
convenient to the function than to use. It is tangible that 
an attempt is made at taking the purity of nature as well 
as transcendence of human spiritual life and introducing 
them into the symbolic sphere of library architecture.
the fact that the pluralistic compilation of cultural codes, 
breaking the bond connecting form and function of a build-
ing, contrasting selection of its decorations, has been fash-
ionable in architecture for several decades. These activi-
ties are becoming a play with shape, sometimes with the 
viewer, where what is absurd becomes a symbol as well as 
a tool. Furthermore, they are also a methodical judgment 
of the form – serious and balanced. These features are 
presented by the libraries which have been designed for 

Fig. 3. Tønsberg og Nøtterøy bibliotek. Photo: P. Fiskerstrand
Il. 3. Tønsberg og Nøtterøy bibliotek. Fot. P. Fiskerstrand
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Oita Prefectural Library and Kitakyushu Central Library, 
the Australian Bond University Library, the Japanese Toy-
Cultural Center in China (where a library is one of the 
main parts) as well as the Qatar National Library which 
is still, however, only a project [1, pp. 118–119], [20, pp. 
38–41]. They all have unique yet moderate shapes and de-
tails, indicating that the architect was looking for a simple 
language of form, infrequently drawing from historical 
European styles and playing with materials. They feature 

-
the catalyst of that compilation.

The problem which results from abundant information 
causes an excess of substance, which is not necessarily 
positive. Jean Baudrillard noted that the character of in-
formation can be negative for culture. It conveys senses 
same time. Instead of facilitating communication, infor-
mation is disappearing in the communication simulation 
[2, p. 102]. This phenomenon occurs in relation to many 
modern library buildings where information itself replac-
es the substance. Examples include the cultural façade of 

-
rary Library at the University of California in Los Ange-
les (Towell Library). This is a temporary library built for 
the duration of the repair of the main building. It resem-
bles a hangar or an industrial warehouse. It was designed 
be used for temporary storage of the library collections in 
a safe place. The ideas behind that building deny the ideas 
of a library, regardless of its structure. The message is in-
coherent – the library is an institution for storage of cul-
tural heritage for next generations, here it is temporary. It 
is a simulacrum which only simulates the social function 
because it does not make a permanent impression. There 
is a physical space called a library but is not a library – it 
is a storage place at the most.

As a rule storage places are functional, which for li-
braries over the last several years has been brought up as 
their fundamental value. Modern designs – despite the fact 
that that current is in reverse – have dominated thinking 
about libraries so much that the recommendations made 
by Henry Faulkner-Brown still in the 1970s [11, pp. 3–8] 
are quoted by librarianship experts almost like a mantra all 
over the world. However, the functionality is not a simple 
an expression of local construction needs and fads. Al-
though, postmodern architecture, or more precisely one of 
its currents – deconstruction, unlike modern architecture, 
draws from cultural patterns, including ethnic ones [12, 
p. 21], the modern man – as Chantal Delsol put it – is not 
certain of the values of those cultural references and – at 
the most – communicates them timidly [9, p. 76]. It is quite 
paradoxical in the context of the opinions, which were au-
daciously promoted already before the war – even in Po-
land – on taking into account the national cultural distinc-
tions and social structures in architecture and design [28, p. 

it through separate systems has become the basis for de-
veloping ideas for new buildings. Consequently, the main 

-
cal, morphological, and tectonic profundity of traditional 
architecture [18, p. 37]. This is how contemporary librar-
ies are designed. Local and ethnic elements coexist with 
foreign ones, complementing one another. This rule can be 
the Regional Branch Library in Hollywood from 1986. The 

-
position principles (symmetry). It is both usual – because 
of the simple cuboidal shapes and monumental – because 
of the same shapes and their combination. It is to the same 
degree pompous in Hollywood style and intimate for the 
users who need it [13, p. 120].

Coincidently, the form of the building also conveys 
-

tural heritage. Their means of protection at technological 
level correspond to those in traditional fortresses. They 

interiors for those who use them [12, pp. 101–102]. Ethnic 
riots that took place in Los Angeles in 1992 – the Rodney 
King Riot – demonstrated that the ideas of civil fortress en-
gineering does not belong to the past.
shape and considering it a play covers up the archetypical 
Krier’s concerns. The buildings of such libraries as the 
San Antonio Public Library or Peckham Library in Lon-
don (Fig. 4) do not communicate information about their 
use and functions. However, they are not “misleading ob-
and as such they are not compositionally inappropriate. 

Fig. 4. Peckham library. Photo: Stephen Cadman
Il. 4. Peckham library. Fot. S. Cadman
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Unlike modern forms based on the right angle geometry, 
library in San Antonio without noticing surprising geo-
metric combinations of groups of solids composing the 

Asymmetry is one of the composition principles often 
used in the post-modern world. It is seen in deconstruc-
tivism where rationalism and functionalism were replaced 
with chaos which, however, should be a readable text of 
culture – a technological metaphor. The works of archi-
tects who want to reject the modern restrictions of form 

there is 
nothing outside the text [10, p. 163]. If it is acknowledged 
then free play with geometry and the use of curved lines 
has turned the forms of deconstructivists into texts whose 
interpretations go far beyond what they were supposed to 
be used for. The universally known Seattle Public Library 
is a building perceived independently of the institution 
which uses it. Although its building was designed as a li-
conveyed by the building designed by Rem Koolhaas. It 
of library services, the diversity of library architecture can 
be still visible, depending on their type. This is what is 
happening in the United States where academic libraries 
have less impressive buildings than public libraries. Fur-
thermore, their design is not as grandiose and spectacular 
which are as impressive as the public library in Seattle, 
although their dynamic evolution in the 19th century and 
in the years 1910–1945 – the period of huge constructions 
– might indicate a different trend [17, p. 85].
( ), 

-
ing method consisting in amplifying the form of a square. 
It results in an empty frame – a form of cages which can be 

-
ric is only the outer layer within which black concrete slabs 

are loosely associated (actually concrete is used to provide 
shadow in the places where there are racks with books) and 
large sections of transparent glass that is imprinted with 
bamboo forests (Fig. 5). As demonstrated by the projects 
of decorating façades over the last couple of years. The 
dominance of asymmetry demonstrates in those subtle de-
viations from simple shapes. Although the building does 
not provoke or raise excessive emotions, it signals its large 
volume. The rectangles in the façades and the interior 
surrounding nature (stems) and culture (recesses in walls 
is unrestricted space – allowing for asymmetric activity 
compared to standard users’ expectations of an academic 
library. The library is a building which stands out in the 
is grotesque in relation to an orderly shape becomes asym-
metric to the nearest surroundings.

Probably nowhere else is the mechanistic metaphor 
Paris from 1977 designed by Richard Rogers and Ren-
of architecture of contemporary museums, i.e.: shrines, 
warehouses, and cultural shopping malls [12, p. 72], and 
the building which houses the central public library of the 
capital of France – Bibliothèque Publique d’Information 

-
ibility of space. It is a kind of warehouse, a neutral con-
tainer for cultural diversity. As much as is happening in-
side it due to the multi-functionality of that space can also 
happen on the building which is covered by a network of 
winding walkways as well as pipes and ducts. All utility 
stairs and elevators, blue for air-conditioning, green for 
water, yellow and orange for power supply. That aggres-
sive marking – despite successive paint applications – has 
been deliberately deprived of its urban context. On the 
contrary – it has become its glaring contrast [22], which is 
especially evident when looking at the building – a steel 
complement of the Centre is the fountain by the building. 
Juggling with the contrast proved to be the main semi-
otic tool which is supposed to surprise the viewers. This is 
connected – which in the case of a library, usually associ-
ated with a static institution, is important – with the utili-
ties. Their constant circulation and dynamics suggest the 

As Jencks put it, postmodern buildings are exaggerated 
versions of modern construction designs which are logical, 
and communicative, enriched by double coding including the 
elements of tradition and locality [15, p. 133]. The contem-
porary architect can choose from among such signs which 
are understood and known to the users despite the fact that 
there is a multitude of symbols regarding different times and 
places. Such an architect cannot create new symbols which 
in social perception will not be associated with something 
familiar which is not connected with an already accepted sys-

Fig. 5. Universiteitsbibliotheek Uithof. Photo: J. Bosman
Il. 5. Universiteitsbibliotheek Uithof. Fot. J. Bosman
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is the internalized codes that determine a library as “such and 
such”. Whenever it is different, like in the case of the pub-
lic library in Seattle or the blob-architectural project of the 
national library in Prague – it causes concern, irritation, and 
pattern of a library developed from experience. Usually it is 
claimed that denotation is information present in an architec-
tural object which determines its functions, whereas connota-
tion is a kind of ideology of those functions – communicat-
ing their scope of meaning [23, p. 188–189]. Hyper-modern 
libraries connote information about institutions operating 
inside them in a different way than expected by people who 
live especially in places where traditional looking buildings 
dominate, as for instance in Prague. Just like in the case of the 
of values, meaning they are impersonal to a larger extent than 
in the past. For library buildings it is an advantage favoring 
its egalitarianism.

When writing about architecture of libraries, Ghirardo 
th-century Laurentian Li-

brary in Florence, the Wren Library in Cambridge from the 
next century, the 19th-century Bibliothèque Sainte-Genev-
iève in Paris and the libraries which have been built over 
the last few years. It is probably the only clear indicator 
of coherence between old and contemporary libraries. Her 
analysis does not indicate that the libraries – especially 
post-modern ones – could be cultural shopping malls or 
more so shrines, though she noticed the germ of changes in 
the project by Koolhaas which lost the competition for the 
new building of the national library in France. However, it 
should be noted that libraries in the future, especially public 
libraries which are present most often in some social en-
vironment, will not operate primarily in order to provide 
access to books. Apart from that, they will offer data on 
electronic carriers. Libraries will look for users by placing 
offers which will differ from the library and information 
operations in their traditional meaning. They will be – in 
a universal scope, as in the individual one they already are 
– offers meeting the so called everyday needs. The sacred 

-
cept for museums it will not return. Their forms will have 
to communicate with the users at a different level. That 
symbolism will have to be obvious and tangibly express the 
new functions of the institution. This causes concerns con-
would be reserved or at least connected with libraries.

Biblioteca Pública del Estado de Jalisco Juan José Arre-
ola in Guadalajara which was opened in 2011 is an example 
which seems to illustrate that we are running out of symbols 
expressed in the solutions applied in the library construc-

tion. Its design brings up associations with the styles as-
sumed in the Center for African-American Arts and Cul-
ture in Charlotte, USA, the designers of Biblioteca Pio 

Berlin designed by Daniel Libeskind. The problem is that 
although the warped structure of the building façade in the 
capital of Germany alludes to the Star of David – “fallen” 
and “destroyed” by the Holocaust, it is not symbolically es-
is only the aesthetic cover of a simple cuboidal building 
taken out of its cultural context. Keeping in mind that the 
Library is supposed to be a “gate” leading to the university 

looks like a skin wounded by gigantic claws but none of 
these interpretations of the architects’ idea has much to do 
with the symbols of libraries described in the book. No spe-
cial sophisticated composition of geometric “penetration” 
with its semantic code is visible there either. So a modern 
library does not have to be placed somewhere, sometimes, 
and for some reason. It does not even have to draw from 
rich traditions of architecture of this type of buildings. It is 
supposed to look nice or provoke – in a word generate in-
terest and thus attract. The popular thinking which is driven 
by marketing reasons makes any idea of the architect good. 
As long as in the past one could look for some meaning 

-
that some projects are dominated by symbolic nonsense.

Photo: T. Kruszewski

Fot. T. Kruszewski

Summary
The 1980s and 1990s are considered the best times in 

decade of the 21st century does not demonstrate regress 
either. It seems that one of the fundament reasons is hu-
man desire to leave some tangible marks which would 

distinguish present times from other periods in the future. 
This desire is primal and typical of our species, however, 
nowadays, in the postmodern society looking hard for its 
which can be relatively certainly created even if provo-
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cation is its only distinctive feature. It can be treated in 
opposition to utilitarian aspects – as an object of art and 
even folk art. Libraries belong to those types of buildings 
in which a greater role is attributed to meaning than to as-
sumed formula [4, p. 8].

According to one more typology where a “container” 
is a type of object – a kind of packaging for what is inside, 
whereas a “laboratory” is a building causing archetypical 
architecture of libraries belongs to the latter. At the same 
to libraries has not been developed – and most prob-
ably never will develop. Apart from adapted buildings, 
a trend is visible to focus on the form of the building. 
The forms which appear most often include cuboids and 
other polygons, less frequently – ovals (and when they 
do, they cause a lot of interest, despite their objective 
simplicity – e.g. the Ruskin Library). Emphasis is placed 
on shape, with ornaments only sometimes complement-
ing it, and sporadically reverse proportions – for the ben-
contemporary buildings anyway. Consequently, in a way 
this provides a negative answer to the question whether 
the forms of libraries belong to exceptional architectural 
designs of the past or contemporary? The shapes of the 

buildings are sometimes strange, e.g. the Public Library 
in Tampere (Tampereen kaupunginkirjasto) whose con-
tour resembles that of a turkey. However, the forms of 
buildings designed for different uses are strange too. The 
relations look similar as regards the assumptions of ur-
ban development and design. Libraries can boast their 
attractive appearance, solutions demonstrating that a lot 
of attention is paid to their designs, e.g. the public li-
brary in Qingp (part of Shanghai agglomeration) built on 
a lake. However, other public utility buildings also have 
causes some dulling of senses. There are a lot of extraor-
dinary buildings whose uniqueness is lost in abundance. 
Another factor weakening the strength of signals being 
emitted with the use of architecture of libraries is fash-
ion. Consequently, both materials and colors as well as 
the whole form reduce the level of diversity and actually 
distinctness of concepts of projects.

Uniqueness is determined by a low level of competi-
tion and, to a lesser extent, by aesthetics. Additionally, 
since marketing has been employed in the civilizational 
development, it has become a norm to make every effort 
to draw attention or catch the eye of the passer by – a po-
tential consumer. The intentional isolation of the message 
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Are assessment and emotions connected 
with a building conditioned by its external appearance? 

Attitudes towards formally differentiated architectural objects
Introduction

During the process of designing physical environ-
ments, buildings or housing estates, the specialists, who 
are responsible for the shape of the surrounding space, 
often try to design objects which are potentially per-
ceived in a positive way – preferred, friendly and sat-
isfying needs. Architectural or industrial design and to 
some extent also spatial planning belong to particularly 
should skilfully combine artistry with meeting human 
needs, ideas, expectations and images.

Designing is in fact a continuous process of creation 
and meeting the needs of people (investors, future users, 
‘not engaged’ observers, etc.) or in brief – designing is 
a process of creation for people. When creating something 
we often ask ourselves questions such as ‘what emotions 
will my work arouse?’; ‘what will the users think about 
the environment designed by me?’; ‘how will the people 
for whom I design feel in this environment?’; ‘will my 
this object and not another one?’ We can constantly ‘keep 
in touch’ with our recipients and their needs (real ones 
or assumed by us) thanks to this self-control. By asking 
questions of this type we are in the essence of the design-
ing process, nevertheless, we still create certain hypoth-
eses with regard to our recipients. But it is good. Such 
we make things better, we correct them or even change 
designs so that – as it seems to us – they could be ‘better’, 
i.e. perceived in a more positive way.

However, we do not usually carry out systematic ex-
aminations or measurements which would make it pos-
sible for our work to be seen with its potential recipients’ 

eyes in a relatively objective way, even though it is pos-
sible and quite easy nowadays. As a rule, our intuition 
on various types of colloquial concepts of perception 
and human needs. Designers who are particularly skilful, 
ones who are penetrating observers of the reality, sensi-
tive to various signals, endowed with the ability to see 
matters ‘from above’ and operate on high levels of ab-
straction, frequently build objects which are quite widely 
accepted and highly assessed.

As a matter of fact, if we aspire to satisfy human 
expectations connected with the designing process ef-

-
sights and intuition. It must be noticed that the process 
of carrying out research, developing theories and putting 
forward interesting hypotheses with regard to human ex-
periences connected with various physical environments 
has been taking place for many years. Such problems are 
dealt with by environmental psychology – among other 
sciences – a domain of psychology which was crystal-
lised in the 1970s to tackle with complicated man’s rela-
tions with the surroundings (architectural as well). More 
information about the beginnings of environmental psy-
chology can be found in works by Stokols [18], while 
the present status of this domain and its contemporary 
challenges are discussed in more detail by, for example, 
Gifford [10], [11]. Moreover, numerous researchers in 
psychology have been working on conditions of percep-
tion as well as the course of this process for many years. 
facilitate and order thinking about designing as a process 
of meeting the needs of recipients. These research results 
shall be outlined in this article.

One of the interesting perception problems that we have to 
deal with on a daily basis (thinking about human experiences 
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 Contemporary cognitive psychologists tend to agree 
that perception is not merely a sum (or a simple com-
bination) of sensory impressions. Human observations 
do not exclusively result from physical external stimu-
lation, i.e. observations such as Dom Handlowy ‘Sol-

-
tions of physical properties of these objects. Perception 
involves individually built cognitive representations – 
mental equivalents of real objects. It is full of additional 
information which is not directly observed in the stimuli, 

-
to know from people and it is one of the most important 
that each object in each of our minds is something more 
than an image produced by our brain through light waves 
comparable, for instance, with a photograph.

Certainly, the perceived reality has relatively objective 
properties but from the viewpoint of a psychologist, 
a particular man perceives -
thing else. The mental representation, i.e. an individually 

-
ity, is one of the key notions in cognitive psychology [16, 
p. 27]. Everybody ‘carries’ in their minds their own and 
unique representation of the world but every man still cre-
ates new representations of various situations in which he 
consists of ‘numerous and mutually connected cognitive 

-
tations so that the perceived world makes sense and it can 
effectively function. The surrounding objects – sources of 

stimuli, for example architectural ones, emanate the energy 
of optical waves. Each man transforms this energy in an 

, the energy that carries some objective in-
formation for sensory receptors (wavelength, etc.). In this 
way, perception is created, namely: an individual, unique 
representation of reality, for example, architectural one. 
This is a relatively well documented hypothesis in psychol-
ogy concerning the cognitive functioning of man [16].

Thus, perception is most probably a creative process 
which requires a certain kind of activity from man. It is 
conditioned by a kind of a stimuli and its objective prop-
erties, physical context in which the observer found the 
stimuli, subjective properties of the observer, culture and 
many other factors which shall be discussed later along 
describe this process itself – what it looks like and what 
its physical course is – it takes place in the mind though. 
However, we can observe the effects of the perception 
process, which can be the observer’s declarations con-
cerning an object, the observer’s attitude to an object or 
actually observed behaviours connected with an object 

-
chitectural design acceptance, etc.).

Measurement of attitudes which are observable and 
enable us to make a direct comparison of perception 
effects is often used in such diagnoses which examine 
man’s relations with the environment. In environmental 
psychology, research on attitudes, for instance, towards 
various sceneries or objects is often aimed at examining 
‘satisfaction with a particular place’ which is always dif-
ferent or simply: evaluation of a particular environment 
[3], [4], [21].

An attitude, i.e. the information we try to get from the 
subjects is always ‘somebody’s’ [20, pp. 180–181] and 

[…]
-

tive or negative reactions to something [...] [1, p. 313].
A certain kind of emanation of individual (differenti-

ated) attitudes towards objects can be, for example, vari-
ous persons’ comments on a certain building. Krystian 
Dom Handlowy ‘Solpol’ (shopping mall) and actively 
opts for its demolition, says: [Solpol] 
the époque but he forgot that architecture is supposed to 
serve generations for centuries

 [6]. 
defender refers to the building as follows: 
the strong historical context a building has been erected 

 [12] and This is one of the brav-

 [19]. 

post-modernism [19].

-
-
-

 [13, 
p. 39].

Attitudes may refer not only to buildings, but also to 
objects of street furniture or widely understood organi-
sation of space (e.g. public space). For instance, a dis-
cussion about the city dwarfs which in fact are already 
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(3) whether subjective and demographic features differen-
tiate attitudes towards formally determined objects.

As it was outlined in the introduction, this article par-
-

search, namely trying to answer the following questions: 

attitude towards a building?

In the years 2007–2009 a reliable Questionnaire on At-
titudes Towards Architectural Objects was designed and 
several models of such objects were prepared. Some pi-
lot and initial examinations were carried out (434 persons 
were examined during pilot examinations).

As a result of the aforementioned preparations, twelve 
specially designed three-dimensional models of architec-

-
pilot research. Consequently, each object has a particular 
dominant colour scheme (non-contrastive, contrastive or 

aposematic4
shapes (sharp or smooth) and it is diverse or non-diverse. 
The subjects looked at these objects as photographs thanks 
to which the same perspective was maintained (camera lo-
cation control), time of day (lighting control), the same 
background, identical surroundings and, of course, the 
possible to considerably reduce the impact of variables 
that disturb the results (confounders). The objects differed 
only as regards their colour scheme, dominant shapes and 
structure diversity.
structure diversity in determining an attitude towards an ob-
ject, we cannot show the subjects a Renaissance town hall 

4 Aposematic colouration – in nature it mostly refers to a danger; 
a type of protective colouration, bright or contrastive, which facilitates 
by limiting the frequency of accidental attacks. It is employed by organ-
of animals) or herbivores (in plants), e.g. toxins, thorns or inedibility. 
colours of bees, wasps and hornets.
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F1
How would you describe your feelings when looking at the presented object?  

Looking at the presented object I feel…:

1 Depressed

2 Sad

3

F2
How do you evaluate the presented object?

I think the presented object is…:

1

2

3

Do you agree with the 

statement below?

4

-

Do you agree with the statements below?

1

2

3

4

Participants
-

Me
-
-

-
-

-

-
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Results
Appearance of an object and its evaluation

-

-

-
does the 

in its evaluation?
the colour scheme of an object does 

object -
8 -

9

-
-

-
evaluations of exter-

nal features of architecture tend to be differentiated 

-
-

Q Me -

-
-

10

8 F ns
9 F ns
10

-

-

shape – does not sig-
an object11, but it has a certain meaning for a cognitive 
evaluation

cognitive evaluation

-

-
did look

-

-
-
-

-

-
appearance

Appearance of an object and its function versus 
preferences

-
-

11 F ns
F p
F ns
F ns

F ns -
F ns
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the
preference of an object as a dwelling place, workplace, 
place of doing the shopping or a building ‘somewhere 
in the subject’s town’ may depend on its appearance.
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As it turned out, the appearance of an object is sig-
dwelling place16. The most often chosen in this regard 
was object A1 (Fig. 3), whereas objects B4 and C3 (Fig. 4 
and 5) were the least popular. These are the only actually 

17.
Similarly, it turned out that the appearance of an ob-

potential place of doing the shopping, shopping mall18.
-

mously!) were objects A4 and C4 (Fig. 6 and 7). The least 
preferred was object A2 (Fig. 8), although the response 
median here was ‘I don’t know’. These are the only actu-

16 F p < 0.05; 
0.052

17
18 F p

On the other hand, the appearance of an object was not 
 if we were to choose it as our workplace19 or 

a building ‘somewhere in my town’20.
It is worth adding that, as it turned out, virtually each pre-

sented object was preferred or not depending on the hypothet-
. Not all of the objects could be ‘to 

greatest discrepancies were observed in preferences towards 
object C3 (Fig. 5). Comparison of the four alternative prefer-

21

but very high as a shop or workplace. Similar results were 
obtained for preferences towards object C4 (Fig. 7). Object 
A4 (Fig. 6), which was preferred as a shopping mall, was not 
accepted as a place of dwelling.

19 F ns;
20 F ns;
21 N p < 0.001

Discussion of results

is unlikely that a mere differentiation of formal character-
istics of architectural objects such as colour, shape or di-

-
cantly differentiate attitudes towards these objects. Formal 

-
titude towards objects or a cognitive evaluation of objects; 
therefore, in other words, statistically it does not matter 

attitudes towards all of these objects did not statistically 
differ! The emotional attitude or cognitive evaluation in the 
case of all of these objects, which were obviously different, 
was almost identical – on average 12 points on the emo-
tion scale (F1) and 13 points on the cognitive evaluation 
scale (F2). This means that all the buildings, regardless their 
colour (and other features) were cognitively ‘medium-posi-
emotions. These results are even more interesting if we take 
into account the fact that each object was evaluated sepa-
rately, while each subject looked at one object only (thus, 
there were no possibilities of comparative judgments on 
the assumption that ‘basically, all of these buildings are the 
same’ because each participant did not see any other objects 
apart from the one that was shown to him). Therefore, to put 
it simply, we can say that all the objects were evaluated as 
similarly good. This of course does not exclude some con-
troversies which can result from the existence of persons 
who distinctly ‘get out of line’ when compared with others 
(the aforementioned untypical cases of evaluation).

-
pearance is shape, which differentiates, although very 
slightly, a cognitive evaluation of an object. Sharp 
shapes were cognitively evaluated by the majority of the 
subjects slightly lower than smooth shapes (M
sharp, M

mind that such results mean that both objects with sharp 
shapes as well as with smooth ones are evaluated above 
both types of objects were evaluated differently, but all 
of them received mostly positive evaluations.

Although the appearance of a building itself does not 
‘decide’ about attitudes towards it, we must admit that in 

the case when an object was supposed to be a potential place 
of dwelling (however, this principle is not strong or unam-
biguous). It is similar with an object which is supposed to 
be a potential shopping mall. The obtained results make us 
suppose that whether an object is preferred or not is decided 
by the ‘adequacy’ of its appearance to its possible function 
and not by its appearance per se. In addition to that, we can 
see that acceptability of a building which has a particular 
appearance may differ to a large extent, depending on what 
this building was supposed to be in reality (place of dwell-
ing, place of doing the shopping, etc.).

Differences in preferences seem to be connected with 
the level of representativeness of a given object as an 
example of a particular category (e.g. ‘dwelling place’, 
‘shopping mall’) in the subjects’ minds. This interpreta-
tion could account for the preference of a building which 
is the most similar to other buildings known to the subjects 
from their everyday life as a possible dwelling place, and 
objects which remind modern shopping malls as places of 
doing the shopping. These are simply the objects which 
are the most ‘adapted’ to what we already know.

This interpretation can be additionally supported by 
case of alternative preferences as regards a possible 
workplace or just any ‘building in my town’. Perhaps, 

-
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broad. What should, in fact, ‘a building in my town’ 
look like? The majority of people will certainly answer: 
‘it depends what kind of building’. Hence, each object 
can be ‘equally good’ or ‘equally bad’, as an example of 
a category which for various reasons is not easily acces-
sible cognitively. In other words, the subjects do not have 
easily accessible and concretized mental categories of 
a typical building – workplace, so it is hard for them to 

-
egory better and which worse. Therefore, all of them are 
statistically evaluated by them in the same way.

When the subjects are asked to evaluate the buildings 
which were not ascribed any meaning (even the simplest 
function), then, like in the case of the questions about 
emotions and cognitive evaluations, each building is as-
sessed rather positively, regardless of what it looks like. 

Summary
The aforementioned research results indicate that aes-

thetic features such as colour, shape or diversity are 
probably not independent and basic criteria which 
we use when evaluating architectural objects. Each 
colour scheme and shape of a building is basically equal-
ly ‘good’ until these features are combined with other 
non-formal attributes of an object.

According to our own research, the attribute that 
can decisively change the reception of a given build-
ing is its function
two ways. Firstly, for example, particular, smoothly 
shaped buildings in orange-black or pistachio-violet co-
lour scheme are less preferred as dwelling places than 
a simply shaped salmon-sand building. Secondly, for 
example, a smoothly shaped diverse building in orange-
black colour scheme can be accepted and preferred as 
a potential shopping mall and at the same time rejected 

-
sible that a particularly looking building is more pre-
ferred in a given function than other buildings; secondly, 
a particularly looking building in some functions can be 
visibly accepted by people and at the same time in other 
functions it can be decisively unaccepted.

In the research conducted by the CBOS [7], Poles indi-
cated that the appearance is important, but there are fac-
tors even more important such as safety and the price of 
a potential dwelling place. This seems quite probable. Ac-
cording to our own research, the appearance is important, 

but only when we combine it with other features and even 
then it does not constitute a decisive criterion of the object 

-
signers that ought to be taken into account.

Of course, we must bear in mind that the results of the 
aforementioned research cannot be representative for the 
whole Polish population although they show some prob-
able tendencies in relations man-architecture.

Our research results indicate that probably it would be 
are universal as far as meaning is concerned and are (psy-
chologically) understood inter-subjectively. We must ad-
mit that there are many limitlessly formulated colloquial 
hypotheses that are aimed just at this direction, for ex-
ample, ‘yellow colour raises your spirits’, ‘blue calms 
you down’, ‘green is smoothing’, ‘black means nega-
tive things’ (however, luxury goods are very often black, 
which adds to their elegance though!). These hypotheses 
enjoy constant popularity and are gladly promoted in 
various mass-media. Thus, we must remember that an 
attitude towards a colour or shape as features is probably 
inextricably linked with an object itself as well as with 
the semantic, physical and psychological context. It is 
similar in the case of attitudes towards objects that are 
diverse and non-diverse formally. To put it simply, we 
can conclude that the appearance itself is not important 
for us; what is really important is the appearance in 
a particular context.
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dialectics as a rational necessity to break up with a positively 

-
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-

Negative dialectics aims at thinking about an object with-
out referring to any superior conceptual images. However, 
this tendency is not marked with naïve faith in the possibility 
of arriving at the absolute directness of a thing. Adorno knows 
that cognition perceives objects always in their mediated sur-
roundings. As a result, what it deals with is also an exclusive 
particular play on mediations. On the other hand, negative di-
alectics is not to allow assuming those conceptual mediations 
as something permanent. Dialectic thinking should unceas-
which as a matter of fact expresses intellectual sluggishness 

-
namics of what is real. The thing itself constitutes something 
which is heterogeneous against all notions and images

-
-

synthetic presentation of the problem seems impossible and 

-
1

introduced the civilisation of the West to the époque of 
-
-
-
-

-

-

pre-modernity and the 20th

1
-
-
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Identity and globalisation
Differences in the construction industry existing in 

various regions of the world resulted from many factors 
such as climate conditions in a given region, availability 
of building materials, the level of knowledge, social sys-
tem, existing religious dictates, or simply varied needs of 
the users. Moreover, each culture enriched its architecture 
with another form of decorations. Different architectural 
languages were created, which evolved and changed into 
various styles along with the changes of their époque 
within the range of cultures or even regions. A local archi-
tectural language – as one of the symptoms of culture – al-
lowed emphasising the identity of place and at the same 
time it allowed the inhabitants to identify with it.

European architecture started to be transmitted to other 
regions of the globe by means of colonisation and was 
often included in local building traditions. This resulted 
in the creation of colonial styles but it did not lead to the 
the turn of the 20th

-
ment. In the meantime, the global network of dependen-
cies among eight main civilisations was created [4] and it 
did not allow any of them to remain totally closed to ex-

th century brought a completely 
new kind of architecture – formally economical, deprived 
of detail, in accordance with new banners such as ‘orna-
ment is a crime’ (Adolf Loos) and ‘less is more’ (Mies 
van der Rohe)2. In the modernism assumptions a building 

-
tors of the new trend, who did away with tradition and 
popularised new construction ideas, laid the foundations 
for the modern architecture – supra-regional and stand-
ardised. Minimalism of means of expression along with 
popularisation of concrete and prefabricates resulted in 
the appearance of the same simple residential architecture 
of the world. However, strict assumptions of modernism 
could not be the only determinants for construction of 
new times. The galloping technological development al-
lowed free form shaping, which – along with the break 
up with traditions – gave designers real creative freedom. 
Architecture, which was reduced to the cuboidal structure 
by modernists, could be born again and become in fact 

-

2 Mies van der Rohe introduced a sentence from the poem Andrea 
 by Robert Browning into the world of architecture. 

tual world. As every other product, which is in great de-
mand, ‘liberated’ modern architecture began to appear 
in all parts of the world. As a matter of fact, the existing 
rules regulate to some extent the fact of shaping the space; 
a possible variety of forms often make this space inco-
a civilisation change and constitutes its result. A modern 
urban space imitates today’s world which leaves tradition, 

-
goes continuous metamorphosis…

-
-

tures for many places in the world are designed there; 
however, worldwide design standards are dominating. 

-
3 in 2008, describes his work in the following way: 

[…]
the context often means a contrast […]

-
 [11]. Nouvel’s statement shows 

risk a comment that this kind of an attempt at searching 
for the architecture identity constitutes at the same time 
one of the symptoms of global tendencies.

In the époque of post-modernity the architectural ‘style’ 
several parallel tendencies. Some architects are recognis-
able through individual methods of solving problems of 

-
kind) (Fig. 1). Does not the notion ‘style’ itself mean a hu-
man tendency to classify and simplify phenomena, which 
is criticised by the above mentioned Professor Adorno?

The full architectural globalisation can be particularly 
observed in big cities. Shopping centres, business districts 
or big housing estates are deprived of cultural features (per-
haps apart from stylised details in some regions) and become 
network, international companies and corporations need the 
same functional and standard visual solutions. 

3

Man and space
The notion of the identity of an individual can be con-

identity on the basis of, among other things, his/her own 
region and state, culture, religion as well as to different 
communities. An individual also builds it according to 

the following rule: I know who I am because I know who 
-

ences his/her personality, health, neighbour relationships 
-

world mainly through visual impressions. Space in which 
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man exists constitutes the basis for gathering information 
about the world in which he/she lives. 

Television, next the Internet gave man the possibility ‘to 
be’ in different places at the same time. Moreover, develop-
ment of transport made it possible to cover long distances 
in much shorter time. Time and space compression is the 
result of this [Harvey, acc. 2]. Giddens mentions separa-
tion of time and space which are already not connected with 
a ‘place’ [5]. At the turn of the 21st century the reality has 
been enlarged by a virtual world. Social contacts, discus-
sion forums, trade and bank transactions, ‘virtual travels’ 
and other activities which are possible thanks to the Inter-
net devaluated the meaning of a real ‘place’. Moreover, 
a creation of the virtual world and television transmission 
resulted in a new dimension of mediated experiences [5]. 
Without leaving our home we are able – using our sense 
of sight and hearing – to achieve information about distant 
regions of the Earth, i.e. their architecture, organisation of 
space and history. In this context the world ‘outside the 
window’ is only one of the two worlds in which we par-
ticipate gradually plunging in a global cyberspace.

Transformations of the urban space, which have taken 
place for the last several years, make us consider the mean-
ing and essence of its identity as well as its connections 
with a human being. Does the space identity change along 
with social and cultural changes or is it always equally 
strong? Can it be preserved in the modern and globalised 
world? And who needs ‘a place’? 

The new époque is characterised by local dependencies 
which are transferred to global conditions [5]. In connection 
with the notion of a ‘global village’ in the awareness of con-
temporary man, there has appeared a feeling of belonging to 
one big human community. As Giddens writes: Late moder-
nity […] creates conditions, in which mankind means ‘we’ 
in many respects [5, p. 46], in particular for representatives 
of the young generation. Some young people simply try to 
cover up their identity. A man, who comes from India and has 
been working in Poland for some time, said the following: 
place it will take me to.’ Such attitudes among young emi-
grants, who leave their countries in search of work or look for 
life changes, are more common nowadays. Considering the 
above we can have an impression that the notion of identity 
becomes blurred at least in relation to a place – understood as 
a certain architectural space. But simultaneously, the need of 
emphasising a cultural identity revives, which will be men-
tioned later on in our considerations. According to Hunting-
ton, for most people identity has the most important meaning 
[4] and Castells reminds us that globalisation brought back 
the revival of nationalism [1].
more expansive is globalisation, the greater the need to em-
phasise a local identity. Societies of our times do not live in 
such a settled way as their ancestors; however, they are not 
nomadic either. Even if young people change their place of 
living while studying or looking for a job, the moment they 
set up families they settle down somewhere. However, the 
space we can identify with and the space with strong iden-
tity do not always mean the same space.

Growing global contacts and dependencies, confrontation 
of different rights and values have generated world scale con-

-
of a ‘global village’, groups are organised which are based on 
common cultural identity – in spite of their physical disper-
sion. (In the case of emigrants, cultural identity is not always 
in its wider understanding (city); however, it is sometimes 
connected with the space in a micro scale (ghetto, district)). 
World metropolises are inhabited by many national minori-
ties which often live in their ‘own’ districts. The architecture 
of these districts does not usually differ from the architecture 
of other parts of the city; however, there are institutions which 
are characteristic for a given culture (e.g. temples). Forms of 
visual communication (e.g. advertisements of service shops) 
and sometimes small architecture (e.g. gates in the Chinese 
style in London district of Chinatown) prove the autonomy 
of such a space in the most visible way.

Culture record 
In the world of the West, we can have an impression that 

tradition (in a general sense) is of secondary importance 
many levels tradition is obscured by a contemporary sup-
plementary form, market brand name, and kind of ‘logo’ 

which are supposed to give a vague idea about the original 
-

gotten… This phenomenon is also observed in the sphere of 
architecture. Globalising tendencies replaced the building 
tradition in many regions of the world.

Fig. 1. Structure London Metropolitan University Graduate Centre 
designed by Daniel Libeskind in 2004 is an expression of the 

designer’s individual style (photo: J. Krajewska)

Daniela Libeskinda z 2004 roku to wyraz indywidualnego stylu 
projektanta (fot. J. Krajewska)
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The process of modernisation, which comprises the 
to the ground of other civilisations. The heritage of modern-
ism – the form deprived of ornaments, new technologies and 

-
skyscrapers built of steel, glass and concrete (Fig. 2).

Revolution in China, in spite of the fact that it introduced 
the state into the system of reforms, constitutes a cultural leap 
and a Chinese civilisation, which was not prepared for moder-
nity, had to accept many ready solutions from the outside, in-
cluding modern architectural solutions; similarly to other civi-

-
tion of western patterns and fascination with new possibili-
ties, there will be a turn in the direction of one’s own identity. 
foreign products will not lead to westernisation of non-west-
ern cultural circles; non-western civilisations discover again 
the value of their cultures [4]. The architectural language – as 
one of the ‘records’ of culture – will develop again.
(1992) inspired by a courtyard arrangement of residential 
structures constitutes a good example of an attempt at the 
building tradition continuation [12]. Two- and three-storey 
building, cosy common spaces as well as the reminiscence 
of old forms in a new edition allowed to compose modern 
architecture into the old municipal tissue; a complex became 
a model example for the further development of this type of 
architecture in the capital city of China. At the same time, 
a wrong direction in Beijing’s architecture – and not only in 
detail to culturally neutral forms (Fig. 3). In my opinion, this 
is a dead end which leads designers to theatrical solutions 
and makes a ‘trashy’ relic of the culture heritage, which does 
not constitute an authentic continuation of the tradition.

In Japan necessary reforms were introduced from the 
very beginning according to the banner: ‘Japanese spirit, 
western technique’ by erecting ultra-modern buildings but 
at he same time not allowing the state to undergo west-
ernisation in the process of modernisation [4].
Architecture from the Algerian University Sétif in their work 
concerning modern Arabian architecture Contemporary Ar-

 wrote: 
technology, but it has to rationalise it, readapt it and to make 

 [9]. An excel-
lent combination of Islam and Persian building tradition with 

Fig. 2. Model of Beijing in The Beijing Planning Exhibition Hall 
showing plans of the city development and illustrating the scale on 
which the traditional architecture is replaced by modern buildings 

(photo: J. Krajewska)

(fot. J. Krajewska)

symbolic gates of the capital city; example of symbiosis of tradition 
and modern technology (by J. Krajewska)

techniki (rys. J. Krajewska)

Fig. 3. Example of combining the modern architectural form with 
stylised detail, Beijing (photo: J. Krajewska)
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a modern technology is  by Hossein Amanat
in Teheran (1971) – a symbolic gate to the capital city of Iran 
(Fig. 4). The most spectacular example of the new Arabian 
architecture is the highest building in the world – -
lifa
Merrill LLP, which was built in Dubai in 2009 (Fig. 5). The 
so the designers derived inspirations from the building’s sur-
roundings. However, the scale of the building as well as the 
uniqueness of the whole enterprise makes it a kind of a man-
ifest of possibilities of the modern technique and emirates 
power. And in spite of its location and due to the international 
character of works connected with its construction, it consti-
tutes a world scale civilisation achievement.
of preserving the identity of the urban space which is, among 
other things, a quality of this space as well as the local cul-
ture recorded in it. In recent years in Poland there have been 
three open architectural competitions which were supposed 

to choose the best designs of typical detached houses for giv-
en regions: Opolski House (Opolski Silesia, 2007), Sudeten 
region (2010)4. The aim of all competitions was to introduce 
into the space of regions the architecture with high quality (in-
cluding aesthetic one), and a program dialogue with tradition 
was supposed to preserve the models for rural constructions 
in the regions and bring back the best features of local archi-
tecture which have been forgotten during recent decades5. It 
is worth noting that the interest in this type of competition has 
unusually increased during the last three years. Twelve works 
entered the ‘Opolski House’ competition6 and 184 works en-

7.
The process of incorporating new architecture into the 

old urban tissue in the spirit of cultivating tradition takes 
place in London. Old fashioned functional models are not 
copied there; however we can see a continuation of cer-
tain forms as well as material procedures as echoes of the 
basement with non-plastered bricks which were used in 
higher storeys (Fig. 6). An industrial and austere character 
of architecture is also preserved and thanks to the revalori-
sation of post-industrial buildings, the identity of the city 
space is maintained.

4 See: www.a-ronet.pl [accessed: 30.01.2011].
5 In the period of the Polish People’s Republic the so called ‘dice’ 

constituted the model of detached houses – a standard, plastered build-
ing with a flat roof. After the change of the system, typical one-family 
architecture was catalogue houses which were built according to ready 
designs. This caused levelling of architectural differences between 
regions and introduced urban chaos. 

6 Information from the following website: polskalokalna.pl/news/
7 Information from the following website: architektura.warmia.

Fig. 6. Continuation of local tradition in modern architecture of 
with light service basement (stone, plaster) (photo:  J. Krajewska)

Fig. 5. Burj Khalifa, designed by Skidmore, Owings & Merrill LLP, 
Dubai, 2009 – now the tallest building in the world (photo from 

author’s archives)
Il. 5. Burj Khalifa, proj. Skidmore, Owings & Merrill LLP, Dubaj, 
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Identification
The architecture identity can be considered in two aspects: 

the one which comes from the building tradition and the his-
and recognisability. Modern designers, who, in their works, 
take into consideration the issue of identity, use the means 
which aim at exposing at least one of these aspects.

-
ed with the notion of identity, in relation to the urban space 

-
velopment of technology and in some cases a contracting 
area of life of each inhabitant led to the situation in which 
cities all over the world are overcrowded with skyscrapers 
modern architecture (not connected with a local tradition) 
in the same way as it imitates foreign trends or patterns of 
behaviour. However, the new generation grows up in the 
space deprived of cultural features and losses one of the 
aspects of its identity. Thus, we can ask a question wheth-
er the coexistence in the global network of dependencies 
sets us free from taking care of our own autonomy. How 
to treat the situation in which the whole civilisation builds 
its identity from scratch?

A Pas-
 describes the life of 

Beijing residents in the 1990s: -
-
-

already several hundred bars of this kind opened in Bei-
[…]

[…] “
-

[…] End of the art of 
-

 [7, pp. 272 273]. Post-revolution 
a new image of the capital city – by metropolitan standards 
of the 21st century – with the help of designers from all 
over the world. The complex with the features of the old 
architecture, which is mentioned in the previous chapter, 
is now disappearing in the sea of scrapers built of concrete 
place in Beijing in 2008, the metropolis was additionally 

from a new stadium, a futuristic structure of -
quarters
be a new icon of the city (Fig. 7).

Buildings-icons are in fact an architectural sign of our 
times. Cities all over the world seem to compete to have 
with. There are already some of them in the capital city 

 (the so called 
London Gherkin) by Sir Norman Foster built in 2004 with 
a characteristic shape of a cigar represents the newest ar-
chitecture of London. A skyscraper with a round structure 
was opened a bit later in Barcelona – The Torre Agbar 
designed by Jean Nouvel. In some cases the designers 
derived inspirations from locations; some other buildings 
could be built in any city. Undoubtedly, such structures 
one has the knowledge to recognise them. The identity 
of those buildings – as unique of a kind – also seems to 
agree that creating the identity of the modern urban space 
is to be based on buildings-icons surrounded by culturally 
neutral architecture. 

Brand quality
The icon of architecture may also serve the purpose of 

promoting a city by becoming its recognisable sign. Prob-
ably the most known example is The Guggenheim Mu-
seum Bilbao
A characteristic form of the building, typical of this ar-
chitect’s style, as well as the function – a museum which 
belongs to the international network – attracted plenty 
of tourists to Bilbao. Hence, the term ‘the Bilbao Effect’ 
was created, which meant a situation in which one invest-
ment contributed to the development of the whole city. 
The building itself balances between its own identity and 

Also, cities with strong cultural identities constitute 
a tourist attraction. A district of Hutongs in Beijing can 
Drum Tower and Bell Tower from the 13th century) locat-
ed in the northern part of the capital city on the axis of the 
palace complex – the Forbidden City situated in the very 

one-storey houses and service points is characteristic for 
the capital city of China and attracts tourists who look for 
the atmosphere of the old Beijing.

Until the beginnings of the 20th century the Beijing so-
-

eral buildings principles (supported by feng shui rules) did 
-

ings, applied materials, forms and colours of buildings 
had to be complied with. Families lived within the range 
of a residential complex ( ) and around the court-
yard, whereas the world of neighbour contacts and busi-
ness affairs was situated behind the wall [6]. A collapse 
of feudalism in China and the revolution which started in 
1966 and lasted ten years led to a breach of tradition on 
many levels. Moreover, the Chinese buildings, which had 
not changed for hundreds of years, did not meet contem-
porary functional and social requirements. Thus, the space 
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of Hutongs – in spite of its indisputable strong identity – 
became a relic of the past époque (Fig. 8).

A luxurious complex Medinat Jumeirah in Dubai designed 
by Mirage Mille in which there are, among other things, ho-
tels, SPA and a conference and banquet centre is on the other 
pole of this phenomenon. This exclusive multi-functional 
complex, which constitutes the whole district situated in 
a new part of the capital city of the Emirates, reminds an an-
cient Arabian citadel8. Stylised details of the buildings, high 
wind towers and wall facing are based on traditional local 
structures built of mud and wood (Fig. 9). Apart from the obvi-
ous promotional action which is aimed at attracting customers, 
these architectural quotations are supposed to express pride of 
the regional culture. Unfortunately, literal transfer of traditional 
forms and ‘wrapping’ the modern functions with them created 

In the post-modern époque in the times when more 
and more spheres of human activities are perceived in the 
trade categories and when a city itself becomes a brand 
– a product whose image is shaped according to the pro-
motion needs, the identity – built from scratch and un-
derstood as cultural heritage starts to be (in a sense) an  

8 See: www.jumeirah.com [accessed: 30.01.2011].

Fig. 7. Seat of CCTV in Beijing under construction (February 2008) 
designed by OMA. Futuristic structure is one of the ‘icons’ of 

part: Sanlitun VILLAGE North Area EAST designed by Beijing 
Matsubara and Architects, 2007; bottom part: old buildings in the area 

Sanlitun VILLAGE North Area EAST proj. Beijing Matsubara and 

the traditional Arab buildings (photo from author’s archives)
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Heritage
The pace of changes in the modern world makes us think 

about the future image of the urban space. Will new local 
styles be created on the basis of the universal language of 
post-modern architecture? Does the modern architecture 
construct the space which has a strong identity on a dif-
ferent level of associations? Although centres of Tokyo or 
New York full of skyscrapers are similar to each other at 

Chaos of the modern space is the chaos of our apparent-
ly ordered life. Multiplication of forms and overlapping of 

-
ous pulsing of the global network of invisible connections. 

Contemporary man is like a small cogwheel in the 
rushing machine of civilisation. Man’s life was shred-

ded into small sections of time and assigned for particular 
information…

Paul Auster in his novel The New York Trylogy de-
scribes the main character’s walk along the streets of the 
metropolis: Each time he took a walk, he felt as though he 
were leaving himself behind, and by giving himself up to 
the movement of the streets, by reducing himself to a see-
ing eye, he was able to escape the obligation to think, and 
this, more than anything else, brought him a measure of 
peace, a salutary emptiness within... By wandering aim-
lessly, all places became equal and it no longer mattered 
where he was. On his best walks he was able to feel that 
things: to be nowhere [10].

-

-

-
-

-
wa 2008.

-
Ukryty wymiar -

wa 1976.

The Hutongs of Beijing – Between Past and Present

-
wa 2007.

-

-
gy.html [accessed: 7.01.2011].
6.01.2011].
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This is how Ferdinand Lassale – the 19th century 
socialist activist – described Bucharest and its social 
inequities in his writings from Romania. This comment 
seems correct also in regards to the spatial plan of the 
capital city. What distinguishes that city is the excep-
tional diversity of its architectural elements. Bucharest’s 
architecture is a melting pot of contrasts of scale, 
shapes, style and function (Fig. 1). The city’s architec-
tural forms are grandiose. The local characteristic fea-
tures are spectacular and they include eccentric forms 
and abundance of details. The architects of Bucharest 
always wanted to create something exceptional. The 
most daring attempts were not only typical of eminent 
masters, but a standard of architectural designs. [...]
Bucharest drew without any qualms from all sources 
and adopted all patterns only to astonish and show 
diversity – wrote the Romanian architect, Marian Celac 
[1, p. 14].

The origin of this special surrealism lies in the spe-
cific Romanian culture developed as a result of mixture 
of the motifs of the East and the West over the centuries. 
Bucharest’s urban plan and architecture demonstrate 

a myriad of directions which formed under the influ-
ence of Western European ideas. On the other hand, the 
picturesque disorder of Bucharest and the magnificence 

Wojciech Januszewski*
Between Europe and the East 

– draft on architectural landscape of Bucharest

Bucharest – the capital city and the most important 
center of industry and services in Romania – is in many 
respects an exceptional city compared to other Central 
European metropolises. One of the most interesting 
aspects of Bucharest is its architecture and the land-

scape created by it. Its beauty defies conventional 
aesthetic criteria, creating a special genius loci. This 
paper presents an outline description of this extraordi-
nary landscape and the factors which affected its devel-
opment. 

* Institute of Architecture and Urban Planning, Kielce University of 
Technology.

Introduction

“Savage hotchpotch”

Fig. 1. Neo-Romanian style, modernism and eclecticism in architecture 

DOI: 10.5277/arc120112



118

The original Romanian architecture is an account of 
the complex historical process which shaped the culture 
of Romania. 

In this respect 106 AD is an important turning point 
when the area of Romania, inhabited at that time by Indo-
– was conquered by Emperor Trajan. Consequently, 
around the 9th century, after the period of the Barbarian 
Invasions, the lands by the Danube became part of the 
Bulgarian state and the Thraco-Roman people inhabiting 
that area were converted to Eastern Christianity and sub-

In the 14th century, two independent Romanian princi-
15th century, after the fall of Constantinople, they fought 

Ottoman Empire. The first mention of Bucharest dates 
back from that time (1459). Until the middle of the 19th

of hospodars (local rulers) [2]. 
The peak development of the Romanian national style 

is associated with the reign of Constantin Brâncoveanu 
(1654–1714) who became famous as an excellent politi-
cal leader and patron of the arts. Consequently, that style 
is often termed the Brâncovenesc style. A number of 
buildings in the Brâncovenesc style have been preserved 
in their original form – especially orthodox churches and 
monasteries from the 17th–18th century scattered over the 
area of the center of Bucharest (Fig. 3). 

At the beginning of the 20th century, after a period of 
these buildings inspired the architects who wished to express 
the national ideas (Fig. 4). One of the most prominent repre-

of architectural forms resemble the spirit of the 
Levantine cities (Fig. 2). The specific natural features 
of the city also affect its special landscape. An increased 
seismic activity of that area results in a faster technical 
degradation of the city structures. The buildings which 
were damaged, or the ones which did not meet the 
growing needs, were replaced with bigger or more 
imposing ones – erected in line with currently fashion-
able stylistic conventions. 

Despite the complexity of the architectural land-
-

the city, there can be distinguished a few main “lay-

division is rather stylistic than chronological in its 
character because these layers often overlapped and 
mixed in time, creating hybrid forms or they reap-

(fot. )

Indigenous style

Fig. 4. Town Hall in Bucharest (1906–1910) designed in the Neo-
Romanian style by Petre Antonescu (photo: )

)
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sentatives of that group was Ion Mincu (1852–1912) who 
first designed a series of public buildings, townhouses and 
other Neo-Romanian houses. 

The Brâncovenesc style and its Neo-Romanian interpre-
tation use artistic motifs of various origin. That architecture 
features the Renaissance harmony of elements, rhythmic 
articulation and frequent repetition of arcaded loggias and 
full arches, short columns – sometimes with spiral twisted 
shafts – and abundant floral decorations of archivolts and 
stone ornamented openwork in balustrades are also used. 
The style’s characteristic feature adopted from the Medieval 
body of the building, strengthened base course and the pres-
ence of oriels and towers. However, the most characteristic 
element is the steep roof with overhanging eaves [5]. 

The indigenous style has numerous variations which 
vary depending on the moment of origin and the archi-
tect’s ingenuity. Apart from academic examples of the 
Neo-Romanian school, the indigenous elements were 
introduced selectively into eclectic architecture and even 
modern designs from the 1930s (Fig. 5). 

 Architecture of the “Little Paris” 
The turning point in the growth of the city was the incor-

emergence of the Kingdom of Romania in 1881 with its 
capital in Bucharest. Romania broke free from the political 
influence of Turkey. The second half of the 19th century 
Europe. This is when the European patterns were adopted 
consisting in replacing the words with Slavic, Hungarian, 
and Turkish origin with the words borrowed directly from 
Italian or French, was symbolically significant and it was 
supported by the authorities [2]. 

Consequently, it is not surprising that the expansion of 
capital city, followed the then popular French patterns. 
Paris were applied. The design included broad avenues 
and east-west (Regina Elisabeta and Carol I boulevard) 

Over the last two decades of the 19th century, 
a number of representative buildings of public utility and 
government administration were erected in the area of the 

Fig. 5. In the foreground, Neo-Romanian city house; in the back-
ground, modern building with details inspired by indigenous style 

(fot. )

(fot. )

Fig. 7. City house with rich decorations from the period of the “Little 

(fot. )
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new center. They were designed by Romanian architects 
educated in Ècole des Beaux Arts in Paris and often by 
French designers themselves. 

The buildings from that period are monumental and 
they feature sophisticated details as well as impeccable 
workmanship. The style of the new buildings was cosmo-
politan and generally followed the trends popular then in 
French architecture. The dominant conventions included 

neo-classicism, eclecticism, and French neo-renaissance 
as well as Art Nouveau around 1900. 

The expansion of the city, which was carried out on 
a grand scale, followed the idea of transforming Bucharest 
into “Little Paris.” The fashion for imported architecture 
affected not only huge public investments but also indi-
vidual buildings such as palaces of aristocracy and rich 
bourgeoisie, townhouses and city houses [6] (Fig. 7). 

Modernism
The next stage of the city’s rapid growth was the period 

between the wars when Bucharest was the capital of so called 
Great Romania which significantly expanded to include new 
territories. A new literary and art movement inspired by the 
ideas of European avant-garde played an important role in the 

cultural life at that time. Its advocates gathered around 
Contimporanul – a magazine published between 1924 and 
1934. It was a forum for the young generation of designers 
who adopted the ideas of architecture of the Bauhaus, Le 
Corbusier or de Stijl. Hundreds of new buildings in the 

Fig. 8. Modern architecture of Bulevardul Magheru – ARO insurance 
building from 1929 – designed by Horia Creanga  

(photo: W. Januszewski)
Il. 8. Modernistyczna zabudowa Bulevardul Magheru – budynek 
towarzystwa ubezpieczeniowego z 1929 r. – arch. Horia Creanga 

(fot. W. Januszewski)

Fig. 9. Coexistence of modernism and eclecticism  
(photo: W. Januszewski)

(fot. W. Januszewski)

Fig. 10. Examples of modern houses in Bucharest   
(photo: W. Januszewski)

(fot. W. Januszewski)

Fig. 11. Modern body of the building and historicizing detail 
(photo: W. Januszewski)

(fot. W. Januszewski)
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International style, including monument office buildings, resi-
dential buildings and houses, were designed in Bucharest 
especially in the middle of the 1930s, when, after the great 
crisis, the building investments became the best means to save 
the capital [4] (Fig. 8, 9). 

Despite the fact that the Romanian modernism was an 
imported idea, the avant-garde architecture of Bucharest is 
extraordinary on the European scale and its modern designs 
are remarkable. It is surprising how easily the interwar soci-
ety adopted the completely new style of architecture. On the 
other hand, the activities of the state in respect of social hous-
ing – so typical of modern ideas – were insufficient. The new 
style was mainly applied in private building. Modernism was 
perceived separately from its original, social principles and 
consequently it was only a kind of fashionable modern cos-
tume (Fig. 10, 11).

That is why the specific features of Bucharest avant-
garde focus on the external form of the buildings. 

Architects freely and skillfully used all resources of mod-
ern formal means. New architecture used asymmetrical 

-
dows, loggias and balconies, brise-soleil, ship balus-
trades, rounded corners resembling the designs by Erich 
Mendelsohn, etc. The minimalist solutions were not 
popular – on the contrary – the buildings were composed 
of many sections and they had a lot of details (cornices, 
frames, etc.) [3].

This way modernism of the capital city falls in line 
with the long tradition of extravert and decorative 
architecture of Bucharest. Frequently, this continuity 
can be perceived literally when the functional archi-
or pseudo-Moorish bars as well as warm colors. 
These surprising deviations from stylistic purity tes-
tify best to the uniqueness of the Romanian avant-
garde (Fig. 11). 

The modern movement ended with the outbreak of the 
destruction of the city. After 1947, Romania became 
a Socialist Republic. New authorities considered avant-
garde bourgeois formalism and it was doomed to artistic 
void. Instead, there was a return of the spirit of neo-clas-
sicism. It did return but in a distorted form. 

This is when socialist realism began, which was also 
known in other countries of so called Eastern Bloc. The 
temporary turn towards so called socialist modernism in 
the 1960s–1970s did not stop an urban catastrophe. The 
huge earthquake in 1977, which did a lot of damage in the 
historic fabric of Bucharest, became a pretext for party 
the plans to remodel the capital city and turn it into a 
propaganda flagship of socialist Romania. In 1980, the 
planned on the south side of the existing city center by the 
of Bucharest began. In order to execute that undertaking 
the area of about 7 km2 of the city, that is about 1/3 of the 
area of the city center, was leveled. About 40 000 resi-
dents were relocated. The old street network, the hum-
monasteries as well as numerous other valuable, historic 
buildings were completely destroyed [1]. 

The plan of the new design was based on extremely sim-
plified layout. It had two main elements: the “People’s 

The construction of the People’s House – one of the big-
gest buildings in the world, which was built in the years 
1984–1989 according to the plans prepared by a team of 
a few hundred architects – required a lot of effort. The com-

grandeur of the structure defies all classification. 

-
a source of its builders’ pride – than the Avenue des 
Champs-Élysées in Paris. A number of government and 
apartment buildings were designed with rows of trees and 
tens of fountains along the sides of the Avenue. The 
monumental Unirii Square with commodity warehouses 
was located in the area where the Avenue crosses the 
existing south-north axis. 

The schematic and monumental architecture of these 
buildings is a combination of socialist realism, a sort of 
Ricardo Bofill’s European post-modernism and the style 
of official building in North Korea, with which the dicta-
tor maintained close relations (Fig. 13). 

New Socialist City

Fig. 12. The Palace of the Parliament (former People’s House) at the 

)
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-
es in the face of Bucharest. The diverse historic land-
scape of the city was replaced with a monotonous and 
destroyed district are its historic orthodox churches 
and monasteries which for ideological reasons were 
blocked by new buildings or hidden inside the quarters 
(Fig. 14). 

(fot. )

Fig. 14. Historic Orthodox Church hidden among socialist architecture 

w okolicy Piata Uniri (fot. )

The present
In December 1989, Bucharest became an arena of 

dictatorship was overthrown. The revolution stopped the 
building program of the regime in its prime. The con-
struction of the People’s House was not fully completed. 

-
less and unfinished in Bucharest until today. 

Romania adopted the market economy. The People’s 
House – currently the Palace of the Parliament – became  
tourist attraction and former commodity warehouses were 

)
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converted into shopping centers. The huge walls of the 
advertising banners.  

Today’s Bucharest suffers from a lot of problems con-
nected with the maintenance of its heritage. Its existing 
urban fabric, which demonstrates high architectural 
value, often deteriorates because of neglect of conserva-
tion work or intentional devastation. 

The city lacks an effective space planning policy. The 
face of the capital city is heavily affected by powerful 
investors who force construction of more and more high-
rise buildings, usually with no regard to their surround-
ings. Public opinion was on many occasions appalled at 
suggested locations of commercial architecture. In 2008, 
street protests were held during the debate on the shape of 
one of the most symbolic places in Bucharest – Revolution 
Square in the vicinity of the Royal Palace. The construc-
tion of skyscrapers right next to such temples as the 
Catholic Cathedral or by the historic Armenian Church 
caused huge scandals (Fig. 15). Paradoxically, free mar-

ket today – just like socialism in the past – causes the 
degradation of historic sites and devastation of the cul-
tural landscape of Bucharest. 

Contrasts have always been the defining elements of 
Bucharest’s urban landscape and its unique character. 
However, diversity does not mean complete lack of any 
principles. The architecture of the capital city of Romania 
had impassable limits – the limits of human scale – and 
because of those limits the streets and squares of old 
Bucharest offer true public spaces. However, since the 
second half of the 20th century, this natural border has 
just like socialist boulevards, are the most evident exam-
ples of that violation. New architecture also breaks the 
limits of schematism beyond which form becomes cliché. 
The architecture of glass boxes whose presence in 
Bucharest has become universal today does not match the 
artistic value of the interwar modernism. Maybe the con-
temporary builders of Bucharest should learn more from 
their great predecessors. 
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In order to develop the method to select the planks 
forthe construction of carrying elements, the author called 
the attention to the potential selection of wood basing on 
the dynamic testing.

To recognize the issue, the author conducted the bibli-
ography research in the field of the dynamics and theory of 
viscoelastic materials. In Poland, several authors dealt with 
the issues of the viscoelastic construction dynamics. The 
first problem in the theory of viscoelastic materials was 
formulated and resolved by Kowal in the 60s of the 20th
Century. In his paper [1], he studied the vibrations: of 
a viscoleastic beam and a rigid beam on the supports: vis-
cous, viscoelastic and rigid. He determined the dynamic 

coefficients to determine the maximum vibration amplitude 
and maximum forces in the system. In his paper [6], 
Nowacki presented the mathematical rudiments of the 
dynamics of linear viscoelastic constructions. In his paper 
[3], Langer specified the solutions related to the dynamics 
of viscoelastic system and the propagation of viscoelastic 
waves. He demonstrated that the model of an elastic body 
was insufficient to describe the state of stress and strain of 
the majority of building structures. The method of dynamic 
vibration coercion was applied by Kowal et al. [2] in prac-
tice, to detect damaged girders in the ceiling roof having 
a construction of pre-tensioned pre-stressed girders. Upon 
the induction of vibration in successive girders, the fre-
quencies of their vibration were measured, and their values 
showed the girders of a lower rigidity. The girders of 
a reduced rigidity due to mechanical damages demonstrat-

Barbara Misztal*
Dynamic parameters of the free vibrations of various wood species

Wood used for the construction of prestigious building 
facilities has to show high strength parameters taking into 
account the required durability of the building. The wood 
selection and choice is a difficult task. Such wood selec-
tion is required that out of the mass of planks the best 
wood is selected in order to build it into the most strained 
sections whilst the elements of a worse quality should be 
used in less burdened zones, or rejected. In the daily prac-
tice the wood choice follows against visual inspection. 
For instance, the Japanese company, Miyazaki Prefectural 
Wood Utilization Research Center, in charge of the 
accomplishment of the Konohana Dome in the city of 
Miyazaki made, in 2002, the choice of the best planks 
according to the measurement of the spacing between 
wood fibers. Figure 1 shows the sections of planks cut out 
in 45-year-old Sugi trees (Cryptomeria japonica) used for 
the construction of the carrying element. Those planks 

were picked out for the elements of the structure so that 
the spacing distances between the fibers are included in 
the range of 4 mm through 14 mm.

Introduction

Fig. 1. Planks selected against the criterion of the spacing distance 
between the fibers [7]
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This paper describes the dynamic testing of beams made 
of two wood species: oak tree and pine tree. The testing was 
conducted on both dry and wet models. For formal reasons, 
this paper depicts the testing of models in the air-dried state of 
oak and pine wood. The plank models, of a 10×40 mm sec-
tion, 1200 mm long, were prepared for the testing. Before the 
testing experiment, the planks were weighed in the air-dried 
state. The load at the end of the support was applied perpen-
dicularly to the plane of the beam’s lower rigidity (Fig. 2).

In order to eliminate the second-order vibration the mass 
of m = 250.0 g at the end of the support was introduced.

The frequency n and the damping of free vibration 
coerced by the force P = 250.0 g suspended on a thread at 
the end of the support was tested. In all the cases the 
damped free vibration, regardless of the wood species, is 
well described by the function (1) pursuant to [3]:

22
0 cos teyy t

t
(1)

Specified below are the parameters of the vibrating move-
ment measured on the models made of oak and pine wood 
planks, assessed according to the formulae as below:
– the vibration period T was measured in [s],
– vibration frequency: n = 1/T [1/s] (2)
– the circular velocity of the damped free vibration
was calculated from the formula: = 2 n (3)
– the dimensionless logarithmic damping decrement 
was calculated from the formula:

TA
A

10
0lnln

n
(4)

the damping coefficient is:
= /T [1/s] (5)

Figures 3 and 4 show the exemplary charts of dampened 
free vibration of the plank models: oak wood plank and 
pine wood plank, during the first 10 s. For each grade of 
dry planks the following was calculated: The elastic rigid-
ity K is measured using the vibration velocity and the 
damping from the paper [1]:

2 = 2 + 2 =K/mzr (6)
 = free vibration frequency measured [radians],
 = free vibration damping measured,
 = specific vibration (non-damped) measured [radians],

Kef = mzr 2 – effective rigidity of the beam, as measured 
on the model,
yo = P/Kef. – immediate displacement under load 
P = mzr g.
The circular velocity of non-damped free vibration,
required to assess the rigidity of both dry and wet planks,  
was calculated from the formula pursuant to [1]:

]/1[22 ssss (7)
where:  – specific vibration,  – free vibration,  –vibra-
tion dampening.

ed a lower free vibration frequency than the non-damaged 
girders. Those date allowed to conclude on the need for 
their replacement or strengthening. The hypotheses on the 
use of dynamic testing for the evaluation of the strength 
properties of wood were first formulated in the papers pub-
lished by the author [4], [5]. The author suggests recogniz-

ing the features of wood in the dynamic testing that yields 
clear results, instead of visual inspection or long-term test-
ing used to date. Short dynamic tests are recommended for 
the selection of wood chosen for the building of elements 
of prestigious structures, also to detect damaged elements 
in the already constructed wooden structures.

Description of experimental testing

Fig. 3. Schematic diagram of the dry oak model vibration

Fig. 4. Schematic diagram of the dry pine model vibration

Fig. 2. Model of beams being tested: a) Schematic of a beam for 
dynamic testing, b) Section

a

b
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Tab. 1. Parameters of the vibrating movement 
of the dry oak model loaded with a mass at the end

Ts t0 y0 s ns s s

[s] [s] [mm] [1/s] [1/s] [1/s] [°]

0.253 0.11067 25.77 0.1673 3.953 24.835 2.251 0.0423

Table 1 specifies the parameters of the vibrating move-
ment of the models made of oak wood, Table 2 specifies 
those for the model of pine wood, in the air dried condition.

Table 1 comprises the parameters of the vibrating 
movement as measured on the dry oak model, and 
assessed as follows:
– the vibration period measured is: Ts = 0,253 s,
– vibration frequency: ns =1/TsTs ns = 3.953 [1/s],
– the circular velocity of free vibration, as measured
from the formula: s = 2 ns is: 24.835/s,
– the dimensionless logarithmic damping decrement
of a dry plank s is: s = s Ts = 0.04233
– the dimensional damping s is:

s = s/T = 0.04233/0.253 = 0.1673 (8)

Tab. 2. Parameters of the vibrating movement 
of the dry pine model loaded with a mass at the end

Ts t0 y0 s ns s s

[s] [s] [mm] [1/s] [1/s] [1/s] [°]

0.186 0.5733 13.68 0.14 5.38 33.8 11.15 0.026

Table 2 comprises the parameters of the vibrating 
movement as measured on the dry pine model, and 
assessed as follows:
– the vibration period measured is: Ts = 0.186 s,
– vibration frequency: ns = 1/TsTs ns = 5.38 [1/s],
– the circular velocity of free vibration, as measured
from the formula: s = 2 ns is: 33.8/s,
– the dimensionless logarithmic damping decrement
of a dry plank s is: s =  T = 0.026
– the dimensional damping s is:

s = s/T = 0.026/0.186 = 0.14 (9)

Conclusions
The comparison of the formulation of the vibration of 

planks made of various wood species shows evident dif-
ferences in the vibration period, damping, circular fre-
quency and logarithmic damping decrement. The follow-
ing conclusions were drawn on the basis of the testing 
performed:

1. There is a potential for drawing conclusions about 
the mechanical properties of the constructional wood bas-
ing on the dynamic testing.

2. The free damped vibration as shown in Figures 3 
and 4 is well described with the function (1), regardless of 
the wood species.

3. Dry beams of a coniferous tree species, as repre-
sented by pine wood, have a lower period of specific 

vibration than beams made of deciduous trees, as repre-
sented by oak tree.

4. An oak wood beam has a significantly higher damp-
ing r of free vibration than that of pine wood, and 
a higher period of free vibration damped.

5. The dimensionless logarithmic decrement  =  T 
of free vibration damping of free beams made of decidu-
ous trees is significantly higher than for those made of 
coniferous trees.

6. The conclusions drawn from the analysis of the 
experimental testing can be a basis for the dynamic diag-
nostics of wooden elements, both monumental and mod-
ern, for the use of qualifying them for replacement, repair 
or application in prestigious facilities.
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We can talk about Drohobych in two ways: we can talk 
about a provincial town with its present culture and soci-
ology with reference to the existing space or read Bruno 
Schulz’s prose and talk about today’s ‘Real Drohobych’ 
which is not even aware of its own existence, although it 
contains ‘Transcendent Drohobych’.

-
-

which is unreal and was described by Schulz also consti-
and sends out signals of its existence.

The purpose of the project was to generate space on the 
The Street of Crocodiles (lit. 

Cinnamon Shops
and characteristic features constitute a foundation of the 

‘Antiquarter’

a border between Real and Transcendent Drohobych. In 

-
-
-

a quarterly shaped town tissue. I did not think about shap-

-
opened place to a closed one and a substitute of the object 
of closing space and create a sort of an urban set design.

Antiquarter
the synagogue view and Transcendent Town axis resulting 

-
scribed in The Street of Crocodiles
often not fully expressed or has several variants of using 
space. In the area of elaboration the following functional 

free transformations, enigmatic func-
function as well as a zone of theatrical transformations, in-

Intrigue of Infinity on the Border of Two Worlds on the basis 
of ‘The Street of Crocodiles’ by Bruno Schulz, i.e. a metaphor 

Author: *, Jacek Kotz**, Roman Czajka**

Technology.
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The Street of Crocodiles
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-

and

object strictly connected with Bruno Schulz’s prose. The 

-

ily house described by Schulz in The Street of Crocodiles.

through the plot of land. The building is a place for one 

The Street of Crocodiles.

The building constitutes real concentration of Schulz’s 

-

-

-

-

-

picture of the world to us and it is possible that he wants us 

to follow the plots of his unique work and participate in his 

-

thor’s elaboration is, clad in space and architecture, the bor-

different, each of which cannot do without the other one: the 

-

Transcendent 

-

The 

Street of Crocodiles. In other words, the said Transcendent 

story constitutes the locus, background and the entire universe 

-

-

The author in her considerations, which are contained in 

the written part, arrives at such understanding of the town as 

-

-

sense that at the brink of its beginnings it always possessed its 

which it was created. In the presented work, this Transcendent 

-

living there is different, its statehood has changed as well as 

the culture and language which is spoken there; also its space 

and architecture has undergone changes. Finally, the attitude 

of its residents towards Bruno Schulz and his creative activ-

indifference. Schulz and his short stories are known only by 

the cultural elite of the town. Therefore, the author’s intention 

short stories; the presented project consequently constitutes  

For the needs of the project the author constructed sev-

relations connecting the places of those two Drohobyches, 

‘The Street of Crocodiles’ and the idea of antiquarter

a ‘quarter the other way round’ which is one of the foun-

 and the language itself of Schulz’s prose 

-

-

author considers her project as an event which does not have 

-

where 

character which was greatly changed after the war. The city 

shaped Market Square along with the town hall with full 

-
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in the years 1960–1980, which destroyed the scenery and dis-
persed development of single-family houses.

The author locates her project with the particular 
square-sculpture character in the area of the Old Town near 
the Market and the so called Small Market – on the border 
of disintegration of the quarterly arranged Old Town tis-
sue. The author situates it on the plot of land surrounded 
by disorganized development which does not form uniform 
frontages and comes from various historical periods, main-
ly from the 1990s. Concurrently, the area of the develop-
ment is situated near an important pedestrian street. A vista 
closed by the Synagogue dominant goes through this area, 
whereas the Town Hall tower can be seen from the western 
side. A further part of a broadly understood context con-
sists of the abovementioned dominants, i.e. trade streets, the 
market square and – enormous in the scale of the town – 
residential districts.

The author accepted, among other things, the following 
project assumptions: maintaining view axes (vistas), respect-
ing cultural landscape by selecting an appropriate scale of the 

 a 
perception of the entire complex from the streets leading to the 
square. The designed development was based on partly mutu-
ally entwined functional zones of theatrical transformations, 
free transformations, functional mysteriousness, marketplace, 

-
tion. The author used here the aforementioned tools. In this 
respect, a particular role is played by The Sphere of Theatri-
cal Transformations 
that works based on Grotowski’s ideas, i.e. eliminating the 
difference between the actor and the spectator and secondly, 
entwining the market function with the aforementioned one, 
similarly to a mediaeval town.

The designed square consists of three intermingled 
objects:

-
The entire complex 

is built according to the idea of antiquarter.
Object of a theatrical character consists of a café 

which opens to The Sphere of Theatrical Transformations,
a small forum with a mezzanine and a rehearsal room on 

 the Gallery Ob-
ject. The Gallery Object consists of a city information 

whole object is connected with an underground garage.
 is strung on 

 that is derived from Topographical Com-
binatorial Analysis of the places described in The Street of 
Crocodiles. Having been designed for a stay of one person 
who can be confronted here with some experiences, it con-
stitutes a spatial metaphor of Bruno Schulz’s family house 
according to the author’s interpretation. Symbolic meanings 
here. The concept of  – by Emmanuel Levi-
nas as it is used by the author when translating the fragments 
of his works which had never been published in Poland into 
the native language – refers to the constant process of sur-
round creation, transformation, disintegration and reactiva-
tion of macro- and micro-cosmos. This concept that was the 
basis of his vision of cosmogony was transferred to the area 
of philosophical and literary studies on Schulz and his prose 
metaphorical circle. The author refers this concept to the im-
agination and she uses it in her project as a sort of strategy.

The author’s quest, which intentionally refers to the cat-
egories derived from Bruno Schulz’s short stories: multi-di-
making their spatial images and she assumes a changeable, la-
bile and uncompleted functional programme, and consequent-
ly advanced changeability of the proposed spaces which con-
stitute both exterior and interior of forms. Similarly, the entire 
complex which is supposed to constitute a multi-thread town 
square – public space with liquid boundaries – is smoothly 
connected with labile interior spaces. The opposition interior/
exterior like in the anthropological category of boundary is 
eliminated here. Everything is in constant dynamic movement 
with internal spaces being transformed while people move 
within them. Similarly, the dynamic character of deconstruct-
ing structures – sculptures oscillates on the brink of explosion 
being consciously contrasted with the provincial (in a positive 
sense) nature of ‘this real’ Drohobych.

In conclusion, it must be said that the presented diploma 
project constitutes a remarkable study which goes far be-
yond the scope of requirements for MA theses. The discussed 
project is characterised by remarkable consistency and logic 
of the project activities based on an equally deep logical foun-
dation – and as a consequence – perfectly designed spaces and 
architecture having the features of almost certain virtuosity.

-
Sklepy cy-

-
czesnego Drohobycza.

Key words: metaphor of Bruno Schulz’s prose  metafora prozy Brunona Schulza

 Translated by 
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This work is a summary of diploma project at the fac- -

The complex of monastic buildings
with St. Michael the Archangel Orthodox Church in Jaroszówka

Author:

Introduction

Greek , hermit’s 
-
-

-

without 

Monasticism

-
-

-

-

-

-
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approach as the one applied in urban planning as in fact  

-

its further operation or decrease its aesthetic qualities. What 

through all successive stages a space adequate to the needs 

context.

Its inhabitants should perceive it as diverse and as a result 

they should feel safe there and in the right place.

-

the heart of the design.

requires the assurance of the possibility to satisfy future 

spite of being insufficient to provide enough food, due to their 

to live in a place that can satisfy their needs. The internal 

The windows of the house for guests as well as other 

-

possible and their windows should also look out east yet not 

should have an easy access to refectory and chapter house. 

-

such a way that they could be built without technologi-

possible to build the whole design in traditional technol-

ogy by people who are not experienced constructors and 

Il. 2. Widok z drogi dojazdowej

Fig. 1. Site 

Il. 1. Sytuacja

Idea

Monastery  town

design. The easiest logical way to separate a given area is to 

build a wall and locate all activities in the buildings enclosed 

-
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operate provisionally. The idea is to divide the enterprise into 

-

of the “wall” would prevent the necessity to build a separate 

external walls. That is why functions were planned in six 

separate buildings, each of which was protected by external 

walls without significant perforations, opens only to its inter-

nal courts with diverse, abundant gardens. The functions 

shapes of buildings and different kinds of division of eleva-

tions were analyzed. It was decided to choose the design 

with a centrally located church surrounded by the first 

-

 The proportions, relations between individual build-

-

plicity. In order to achieve an effect of lightness as well as 

a strong connection of these buildings with earth at the 

–

Il. 3. Rzut parteru

Fig. 5. Elevations

Il. 5. Elewacje

Fig. 7. Sections B 
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The sacred space was created by building up borders 
to be crossed over by pilgrims. The first of them was 
a low concrete wall at the edge of the monastery painted 
white. White color, in stark contrast with the grass of the 
meadow and forest surrounding the monastery, shall be 
seen and recognized from far away as an ideological 
representation of the sacred. That passage is allowed in 
a designated place that is through an entrance gate 
which, though it is open all the time, marks a mentally 
perceived border (Fig. 8). Next pilgrims, approaching 
the bare walls of monastic buildings covered with larch 
shingles, begin to feel a kind of dread, discomfort, and 
fear. Their eyes, however, focus on a large glazing 

through which they can see the life going on inside and 
on crosses glaring in the sun which extend above the 
walls. Finally, they get to the monastery gate which is as 
narrow as the “eye of the needle.” The uncertainty about 
what they are going to see builds up in them. This is 
when they go across the border of the walls and this is 
when they are dazzled by what seemed from outside 
austere and cold, is clear, elevated, and fresh inside (Fig. 
9–11). The next border is the orthodox church building. 
When they enter it from the daylight court the pilgrims 
are surprised by a dimmed and quiet interior with bright 
candle flames and light flowing from the openings in the 
ceiling and walls (Fig. 12, 13).

Fig. 8. View at front gate 

Fig. 12. View at iconostas inside orthodox church Fig. 13. View at choir inside orthodox church 

Fig. 9. View at orthodox church entrance

Fig. 10. View at orthodox church main court Fig. 11. View at garden in workshops and library section 

The sacred
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Beauty is the distinctive feature of the Eastern Orthodox 
Church and its theology is full of mysticism; it is a legacy of 
Hellenistic culture, Platonism and Neo-Platonism which 
developed until the fall of Constantinople. It is clear in East-
ern Orthodoxy that God is revealed in art and art without the 
sacred space quickly dies or it is not possible at all. The liturgy 
affects the faithful with beauty in every possible way. All 
human senses are affected. Hearing – the beauty of choral 
signing, intonations, diversity; vision – icons, iconostasis, 
theatricality of rites; smell – incense, aromatic oils. Architec-
ture must conform to that thought too. Architecture is per-

ceived here in a similar way to that by Peter Zumthor or 
Herzog & de Meuron. Historically, the aesthetic simplicity 
was imposed by limited means and that restriction forced 
designers to apply well-thought-out solutions. An objective 
must have been achieved despite unfavorable circumstances 
– frequent robberies and damage. The aesthetic effect was 
supposed be intensified and built up in the inhabitants through 
different simple measures. Today, the aesthetic simplicity, 
which is achieved though incomparably huge means, is the 
result of the development of art that achieved what the “spir-
itual artists” created then and what proved timeless. 

Due to their symbols, all ecclesiastical buildings tend 
to direct the eyes of the viewers upwards, maximizing the 
perception of vertical divisions. Logically, one could come 
up with the idea to use only those. However, the space cannot 
be described only with the use of vertical direction. Let’s take 
for instance a vertical line. One such line will not create 
space but if two lines are used, their ends will mark horizon-
tal direction (the lines must end somewhere). The way an 
architect copes with that uppermost horizontal direction 
determines the quality of the ecclesiastical architecture. The 
most original result of that thinking is the use of barrel vaults 
or domes where the vertical directions shaped by the curva-
ture of arches meet. They also symbolize the heavenly vault 
by analogy of shape. However, both of these shapes cause 
significant formal and aesthetic problems which have been 
addressed over the centuries by using different kinds of 
vaults (cloister, ribbed) and arches (pointed, flamboyant 
arches.) The barrel must be closed by a wall, which causes 
a formal disturbance in the place where the arch meets the 
wall. Termination with an apse offered a kind of solution, 

however, it caused a problem with the functioning of the 
interior of the sanctuary (altar is a rectangular prism to the 
left of which there should be a table of Preparation – a place 
of preparation of the Holy Gifts). The dome placed on 
a square base requires pendentives. This problem can be 
avoided by using a circular base but then it makes it difficult 
to expose the sanctuary and iconostasis. 

The designers of the church decided to us a rectangular plan 
with elongated sides for the sanctuary and narthex with a choir 
above it. The design of the towers, typical of the Eastern 
Orthodox Church, four corner ones and one in the middle, 
symbolizes Christ and four evangelists. Each tower is a little 
different just like the Biblical accounts of the apostles slightly 
differ from one another. The elevations refer to the universally 
known graphic symbol: the Golgotha cross where the mount 
is symbolized by a pedestal. On top of the elevation, in the 
shape of a stepped pedestal, there is a cross. The church ceiling 
has five openings, additionally lit through the towers, symbol-
izing the stellar heavenly vault. At the bottom of the central 
opening there is a mandylion (holy face of Christ).

Aesthetics

Symbols

 Translated by 

Finishing elements
Two finishing materials were used on the elevations: 

white cream Venetian plaster and oak or larch shingles. 
The materials were selected in such a way as to contrast 
the passage between different spaces. The edges of the 
shingles straight, the cuts in the white plastered planes 
with full boarding and the elevation timber impregnated 
against water and fire. The color applied corresponds to 
the windows and doors.

The interior of the orthodox church has stone cladding. 
The interiors of the other buildings were designed as plas-
tered and with finish coat (Fig. 14). Mineral gray and 
white paint to correspond with plastered elevations. Fig. 14. Refectory 

Il. 14. Refektarz
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Key words: monastery, cloister, sacral architecture, orthodoxy, sacrum,
Orthodox theology

monaster, klasztor, architektura sakralna, ortodoksja, 
sacrum

w wykreowaniu przestrzeni sacrum
-
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Maria Kiesner is famous for paintings presenting the 
People’s Republic of Poland époque architecture, indus-
trial structures, pre-war architecture or Katarzyna Kobro’s 
sculptures. The life itself prompted her with the topic of 
a city – she was an eye witness of a terrorist attack in New 
York. The atmosphere of emptiness, silence and bringing 
the fast metropolis to a standstill became the motive of 
her diploma thesis which was awarded for searching for 
a new form of artistic expression. Architecture appeared 
again in Kiesner’s creative activity in her series of indus-
trial landscapes inspired by the 19th-century postcards. In 
her paintings she presented factories, chimneys and steel-
works. Kiesner painted pictures by means of a classical 
egg technique which was mainly used in the Middle Ages. 
The author hit a hand-mixed paint against the objects 
symbolising the technological revolution. On the surface 
of canvas she left the paint trickling down and in this way 
she emphasised the role of passage of time. This method 
series. Following the tracks of antiquarian quests, Kiesner 
found travel magazines from the 1970s. The topic of 
empty city spaces illuminated by the specific, contrastive, 
side light came back. The postcards from the 1960s and 
1970s, pre-war Warsaw views and the development of 
first works devoted to sport structures, swimming pools, 
towers are created – a series called ‘Warsaw Vedutes’. In 
again ‘discovers’ classicism of modernism, she uses the 
Housing Estate WUWA.

I have been observing Maria Kiesner’s creative activ-
ity for years. I am fascinated by her method of obtaining 
a clear form out of the chaos of cityscapes. Or the way 
she enlivens buildings from old photographs covered 
with dust and faded travel albums. I appreciate the fact 
that the main characters of her paintings are the objects 
themselves, while she stays in the background. However, 
her painting creation does not disappear from her paint-
ings – they have this special type of tact that prevents 
her from artistic exhibitionism (if we were to look for 
her emotional attitude to the painted objects, we could 

Re: WUWA by Maria Kiesner

Author: Karolina Jaklewicz*

Fig. 1. Maria Kiesner, Terrace from cycle Re: WUWA, 140 × 110, 2010, 
acrylic on canvas 

Il. 1. Maria Kiesner, Balkon z cyklu Re: Wuwa, 140 × 110, 2010, 

DOI: 10.5277/arc120116
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perhaps find it in the fragments of flaming underpainting 
showing through here and there from under the top layer 
of paint. Kiesner can derive a lot from tradition – she has 
regard for the best ‘portraitists’ of architecture – Edward 
Hopper, David Hockney or Jacek Modzelewski. 
However, she quickly comes back to her own character-
istic style and her paintings can be easily recognised. 
The choice of the topic itself has an impact on her style 
– a simple, modernist structure whose age of glamour 
has long been a thing of the past – expressive, however 
not dominating artistic gesture subject to the architec-
tural form. We can see a sophisticated range of grey, 
beige, toned down green colours set against lively 
splashes of blue colours or orange accents. And the light 
– bright and constructive – because Kiesner builds the 
form of a building as well as a disturbing atmosphere of 
her works by means of this light.

As opposed to the previous paintings, in which monu-
mental depictions of architecture dominated, the 

-
phere of the composition. From an objective observer’s 
and documentary writer’s view, Kiesner moves on 

towards a subjective relation with architecture. A dis-
tance disappears. Wide panoramas give way to portraits 

Fig. 2. Maria Kiesner, Entrance from cycle Re: WUWA 150 × 110, 2010, 
acrylic on canvas 

Il. 2. Maria Kiesner, z cyklu Re: WUWA 150 × 110, 2010, 
Fig. 3. Maria Kiesner, Sanatorium from cycle Re: WUWA, 140 × 110, 

2010, acrylic on canvas
Il. 3. Maria Kiesner, Sanatorium z cyklu Re: WUWA, 140 × 110, 2010, 

Fig. 4. Maria Kiesner, Hotel for single... from cycle Re: WUWA 100 × 80, 
2010, acrylic on canvas

Il. 4. Maria Kiesner, Dom samotnych z cyklu Re: WUWA, 100 × 80, 

Fig. 5. Maria Kiesner, Villa from cycle Re: WUWA 110 × 80, 2010, 
acrylic on canvas

Il. 5. Maria Kiesner, Dom z cyklu Re: WUWA, 110 × 80, 2010, 

Fig. 6. Maria Kiesner, Hotel for single... from cycle Re: WUWA 110 × 80, 
2010, acrylic on canvas

Il. 6. Maria Kiesner, Dom samotnych z cyklu Re: WUWA, 110 × 80, 
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of houses. Kiesner observes buildings at close range, 
presents fragments of forms, peers inside. On the basis 
of archival photographs she composes forgotten views 
of WUWA Estate, pays homage to innovative architec-
tural solutions and brings to mind the authors of the 
design. Although the paintings are simple and deter-
mined in their formal aspect, they have intimate charac-
ter of the observed fragments of the reality. Her previous 
works were characterized by a certain sort of austerity 
which was typical of monochromatic compositions. In 
of colours is enriched and the light becomes more natu-
ral and soft. Kiesner depicts architecture without people, 
but it is by no means empty. We do not deal here with 
sterile houses not lived in yet or melancholy of the aban-

doned ones. Kiesner paints the form of the house while 
its owners are temporarily away. There are not many 
traces of the inhabitants, however, we can feel their pres-
ence. A sensual atmosphere of Balcony and Deck Chair 
is a totally new face of Kiesner. The artist admires not 
only aesthetic values of the building but also its func-
tionality. In the geometrical system of planes she discov-
ers their purpose.

The artistic gesture of the author is at the same time 
a gesture of protection. The protection against oblivion 
and destruction. The protection of a simple architectural 
form against the excess of ornaments or richness of form. 
The protection against dirt: the author cleanses her build-
ings – she tears off unnecessary posters, advertisements, 
sign-boards – pity that only in paintings.

-
-
-

-
-

-
-

Key words: WUWA, painting, Kiesner WUWA, malarstwo, Kiesner

Re: WUWA

 Translated by 
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