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Lapides vivi, Deus est lux, ecclesia est paradisus — kosciol cysterski
w Sredniowieczu nosnikiem znaczen symbolicznych

Lapides vivi, Deus est lux, ecclesia est paradisus — the Cistercian church
in the Middle Ages as a carrier of symbolic meanings

Schemat bernardynski $wiatyni cysterskiej, uwazany
powszechnie za najstarszy typ klasztornego kosciota cy-
stersOw, z prostymi rozwigzaniami architektonicznymi
i wyposazeniem, byl odzwierciedleniem cysterskiej du-
chowodci i liturgiil. Ta pierwsza, uksztattowana na Regule
Sw. Benedykta 1 jej interpretacji przez opatow-zatozycieli,
pozostawala pod silnym wptywem charyzmatycznej oso-
bowosci §w. Bernarda z Clairvaux [1, s. 117-123]. Zre-
formowana przez cystersow liturgia, prosta i surowa,
akcentowata wewnetrzng poboznos¢ o charakterze medy-
tacyjnym, przepetniong sensem duchowym, wolng od
splendoru okazatych ceremonii. W poczatkowym okresie
formowania zakonu klasztorny kos$ciol, nieposiadajacy
zewnetrznych ozdob, nie byl pozbawiony bogactwa du-
chowych znaczen, ktére ksztaltowaly od poczatku jego
architekture i wnetrze. Cysterska §wigtynia samg swoja
struktura, prostota i symbolicznymi rozwigzaniami archi-
tektonicznymi ma prowadzi¢ ducha na wyzyny mistyczne
[2, s. 148], [3, s. 90-92]. Chociaz koncepcja zakonnego
ko$ciota nigdy nie zostata oficjalnie zdefiniowana i po-
twierdzona autorytetem cysterskiej kapituly generalne;j,
jego zasadniczy ksztalt, wytyczne funkcjonalne i sym-
boliczna interpretacja istniaty w $wiadomosci cystersow,
byly czgscia niepisanej tradycji zakonu — okreslanej ter-
minem forma ordinis. Skala recepcji i funkcjonowania
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A Bernardine scheme Cistercian church, commonly
perceived as the oldest type of the Cistercian monastery
church with its simple architectural solutions and furnish-
ings, constituted a reflection of the Cistercian spirituality
and liturgy!. The former, which was developed on St Be-
nedict Rule and its interpretation by founders-abbots re-
mained under a strong influence of the charismatic per-
sonality of St Bernard of Clairvaux [1, pp. 117-123]. The
liturgy reformed by the Cistercians was simple and stern
and it emphasized the inner piousness of a meditative na-
ture filled with spiritual sense, free of splendour of osten-
tatious ceremonies. At the beginning of the Order forma-
tion, the monastery church which did not have any external
ornaments, was not deprived of the richness of spiritual
meanings which shaped its architecture and interior since
the very beginning. The Cistercian church thanks to its
structure, simplicity and symbolic architectural solutions,
is supposed to raise our spirits to the mystical heights [2,
p- 148], [3, pp. 90-92]. Although the concept of the mon-
astery church was never officially defined or confirmed by
the authority of the Cistercian General Chapter, its essen-
tial form, functional guidelines and a symbolic interpreta-
tion existed in the minds of the Cistercians and was part
of the unwritten tradition of the Order — defined as forma
ordinis. The scale of reception and functioning of many
solutions proves that they were used not only due to imi-
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wielu rozwigzan dowodzi, ze byly stosowane nie tylko
z racji nasladowczych i estetyczno-praktycznych, lecz
réwniez z powodu duchowych warto$ci i znaczen, ktore
soba reprezentowaty, i ktore byly czytelne dla mnichow.

Rectitudo i lapides vivi — swigtynia cystersow
w interpretacji sw. Bernarda z Clairvaux

Istotng cechg pierwotnej tradycji budowlanej i artys-
tycznej cysterséw byta krytyka i odrzucenie wszystkiego,
co miato charakter okazato$ci i wyrafinowanej wytworno-
sci (splendor, venustas), zbytku (superfluitas) oraz proz-
nej ciekawosci (curiositas), na rzecz prostoty i czystosci
form (simplicitas, sanitas), trwaloéci (firmitas) 1 funkcjo-
nalnej uzytecznosci (utilitas) [4, s. 104—107]. Gladkie, nie-
mal pozbawione dekoracji $ciany cysterskiego kosciota
nie sg efektem oszczednego technicznie projektu, lecz
wyrazaja 1 symbolizuja simplicitas ordinis — ducha pro-
stoty 1 rezygnacji z jakiegokolwiek luksusu i okazatosci
budowli [4, s. 655, 670]. Wnetrze kosciota, pozbawione
szeroko rozumianych ornamenta ecclesiae, sprzyjato sku-
pieniu mnichéw obecnych w wydzielonej przestrzeni cho-
ru. Duchowy kontakt z Bogiem pozostawat niezaktocony
przez zmystowe doznania [4, s. 674]. Postulat prostoty
formy znalazt swoje architektoniczne urzeczywistnienie
w dominacji linii i katéw prostych, zarowno w tzw. ber-
nardynskim planie, jak i w bryle cysterskich §wiatyn. Dla
$w. Bernarda z Clairvaux kierunek prosty (rectitudo) wy-
razal prostolinijno$¢ duszy medytujacej i pragnacej tego,
co w gorze, w opozycji do dusz skrzywionych (curvae
animae), poszukujacych tego, co ziemskie2. Geometrycz-
ng prostote form architektonicznych uwazano w tradycji
zakonu za obraz $wigtej prostoty — sanctae simplicitatis
speciem [4, s. 102—103, 670].

Swiety Bernard z Clairvaux wplynat nie tylko na
ksztalt i koncepcje klasztornej $wiatyni cystersow, lecz
réwniez zdefiniowat jej sens mistyczny. Swoje poglady na
temat duchowego znaczenia materialnej §wiatyni zawart
gléwnie w serii kazan na poswigcenie kosciota (In dedi-
catione ecclesiae). Nowo wzniesiona $wigtynia jest dla
niego przede wszystkim miejscem godnym czci i $wigtej
bojazni (terribilis plane locus), gdzie w sposéb oczywi-
sty i pewny jest Bog (evidentius certisque Dominus est in
loco isto), nadajac mu godno$¢ swoja obecnoscia, a takze
aniotowie3. Konsekracja uswieca budynek kosciota, jed-
noczac go, i przebywajacych w nim, ze $wiatynig Boga
w niebie. Tak zjednoczona duchowa jednos$cig mistyczna
$wiatynia zbudowana jest z aniotow i ludzi — zywych ka-
mieni (lapides vivi). Obecni w niej uczestniczg w boskim
zgromadzeniu i poznaja tajemnice Trojcy Swictej*. Za-

2 Ergo querere et sapere quae sunt super terram, curvitas animae
est; et e regione meditari ac desiderare quae sursum sunt, rectitudo |...]
Rectum revera te dixerim, si recte in omnibus sentias, et factis non
dissentias [5, XXIV, 7].

3 Quam terribilior est iste locus, quam evidentius certiusque Do-
minus est in loco isto [...]. Terribilis plane locus, et dignus omni reve-
rentia, quem fideles viri inhabitant; quem angeli sancti frequentant;
quem sua quoque praesentia Dominus ipse dignatur [6, Sermo VI, 2].

4 In benedictione tota complebitur gratia sanctificationis, quando
Jjam in domum transibimus non manufactam, aeternam in coelis. Ipsa est

tative, aesthetic and practical purposes but also because
of spiritual values and meanings that were represented by
them and which were clear for the monks.

Rectitudo i lapides vivi — the Cistercian church
in the interpretation of St Bernard of Clairvaux

An important feature of the original Cistercian building
and artistic tradition was criticism and rejection of every-
thing that was of a splendour and refined elegance nature
(splendor; venustas), luxury (superfluitas) and vain curios-
ity (curiositas) for the good of simplicity and purity of the
form (simplicitas, sanitas) durability (firmitas) and func-
tional utility (utilitas) [4, pp. 104—107]. The walls of the
Cistercian church — smooth and almost devoid of decora-
tions —are not the result of a technically efficient design but
they express and symbolise simplicitas ordinis — the spirit
of simplicity and abandonment of any luxury and grandeur
of buildings [4, pp. 655, 670]. The church interior, which
was not equipped with widely understood ornamenta ec-
clesiae, facilitated the monks’ meditations in the separated
area of the gallery. Spiritual contact with God was not
disturbed by sensual experiences [4, p. 674]. A simplic-
ity postulate of the form had its architectural realization
in the dominance of lines and right angles, both in the so
called Bernardine plan and in the form of the Cistercian
churches. For St Bernard of Clairvaux the simple direction
(rectitudo) expressed the simplicity of a soul that meditates
and desires that which is above as opposed to curved souls
(curvae animae) striving for that which is earthly?. The
geometric simplicity of architectural forms was perceived
in the Order’s tradition as an image of the holy simplic-
ity — sanctae simplicitatis speciem [4, pp. 102—103, 670].

St Bernard of Clairvaux influenced not only the shape
and concept of the Cistercian monastery church but he
also defined its mystical sense. His views on the spiritual
significance of the material church are mainly included in
a series of sermons on the church sanctification (/n dedi-
catione ecclesiae). For him, a newly erected church is first
of all a place worthy of reverence and holy fear (terribilis
plane locus), where God is present in an obvious and cer-
tain way (evidentius certisque Dominus est in loco isto),
by His presence giving it dignity, as well as angels3. The
consecration sanctifies the church building and unites it,
along with the congregation, with the temple of God in
heaven. The mystical church united in this way by means
of spiritual unity is built of angels and people — living
stones (lapides vivi). Those who are present there partici-
pate in the divine assembly and they learn the secrets of
the Holy Trinity*. The monks, who as living stones create

2 Ergo querere et sapere quae sunt super terram, curvitas animae
est; et e regione meditari ac desiderare quae sursum sunt, rectitudo |...]
Rectum revera te dixerim, si recte in omnibus sentias, et factis non
dissentias [5, XXIV, 7].

3 Quam terribilior est iste locus, quam evidentius certiusque Do-
minus est in loco isto [...]. Terribilis plane locus, et dignus omni reve-
rentia, quem fideles viri inhabitant; quem angeli sancti frequentant;
quem sua quoque praesentia Dominus ipse dignatur [6, Sermo V1, 2].

4 In benedictione tota complebitur gratia sanctificationis, quando
Jjam in domum transibimus non manufactam, aeternam in coelis. Ipsa est
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konnicy, tworzacy jako zywe kamienie mistyczny gmach
Swiatyni Boga, uswiecaja swoja obecnosécig mury wias-
nej $wiatyni, ktora — konsekrowana przez biskupa — urze-
czywistnia si¢ w swojej sakralnej funkcji dzigki nim. Nie
kamienie 1 mury sa w niej $wiete, lecz ci, ktorzy w nich
przebywaja, ich ciala sg $wiatynia Ducha Swietego i oni
uswiecajag budowled. W takim rozumieniu materialne-
go gmachu kosciota $w. Bernard jest kontynuatorem mysli
$w. Augustyna: Ten kosciol uczyniono dla was, lecz wy bar-
dziej jestescie kosciotem®.

Deus totus est lux — mistyczne znaczenie swiatta

Jedna z istotnych cech wngtrza cysterskiej $wiatyni jest
wypelniajace ja, rozproszone stoneczne $wiatto. Jego do-
minujgca obecno$¢ wyrdznia w sposob szczegdlny prze-
strzen prezbiterium (sanctuarium). W nauczaniu $w. Ber-
narda z Clairvaux mistyczne znaczenie $wiatta petni
wazng funkcje, jest ono $rodkiem zdolnym da¢ zmystom
pojecie o naturze rzeczywistosci transcendentnej i bywa
przywotywane w roznych odniesieniach. Na pierwszym
miejscu, w duchu Ewangelii i Pierwszego Listu sw. Jana
(J 1, 1-9; 1J 1, 5-7) oraz najstarszej tradycji chrzescijan-
skiej [9], $w. Bernard taczy $wiatto (lux, lumen) z obrazem
Boga. Pytajac: Kim zatem jest Bog?, Bernard odpowiada:
swiatlosciq wieczng (lumen aeternum), caly jest swia-
tlem (totus sit lux) [10, V, cap. XI, IV]. Podobnie jak dla
wspoélczesnego mu Honoriusza z Autun (Honorius Au-
gustodunensis, zm. ok. 1150)7, materialne $wiatlo ston-
ca jest dla opata z Jasnej Doliny analogig najczystszego
swiatta boskiego, w ktorym zawarta jest tajemnica Trojcy
Swietej: Bog Ojciec (lux) jest zrodtem wszechrzeczy, Syn
(lumen de lumine) to blask zycia wiecznego i $wiatto$¢
prawdziwa o$wiecajaca wszystkich ludzi, Duch Swigty —
swiatto$cig pochodzaca od Ojca, pokojem i zréodlem zy-
cia wiecznego®. Opisujac zjednoczenie mistyczne duszy

quae construitur vivis ex lapidibus, angelis scilicet et hominibus. Simul
enim aedificatio et dedicatio ipsa complebitur. [...] Sic coelestium spiri-
tuum perfecta unitas, sine ulla sibi divisione connexa, integram et con-
gruam Deo reddit habitationem, quam ineffabiliter beatificat inhabitans
gloria majestatis. [...] Itaque coelestis illius curiae lapides vivi ac ra-
tionabiles divinis intersunt consiliis, et Trinitatis mysteria norunt, au-
diuntque verba ineffabilia, quae non licet homini loqui. Beati qui ha-
bitant in domo tua, Domine; in saecula saeculorum laudabunt te! [6,
Sermo 1, 6].

5 Festivitas hodierna, fratres [...] nostra est, quia de ecclesia nostra;
magis autem nostra, quia de nobis ipsis. [...] Quid enim lapides isti po-
tuerunt sanctitatis habere ut eorum solemnia celebremus? Habent utique
sanctitatem, sed propter corpora vestra. An vero corpora vestra sancta
esse quis dubitet, quae templum sancti Spiritus sunt, ut sciat unusquisque
possidere vas suum in sanctificatione? Itaque sanctae sunt animae pro-
pter inhabitantem Spiritum Dei in vobis; sancta sunt corpora propter
animas; sancta est etiam propter corpora domus [6, Sermo 1, 1], [7, s. 63].

6 Facta est vobis haec ecclesia: sed vos magis estis ecclesia [8].

7 Quomodo intelligitur Trinitas unus Deus? Aspice solem, in quo
sunt tria, scilicet, ignea substantia, splendor et calor: quae in tantum
sunt inseparabilia, ut si velis inde splendorem segregare, prives mun-
dum sole; et si iterum calorem tentes sejungere, careas sole. In ignea
igitur substantia intellige Patrem, in splendore Filium, in calore Spiri-
tum Sanctum [11, 1, 1].

8 Oculum quoque purga, ut videre possis merissimam lucem. |...]
Lux enim est propter serenitatem, pax propter tranquillitatem, fons pro-

a mystical building of the temple of God, through their
presence sanctify the walls of their own church, which —
consecrated by the bishop — is realized in its sacred func-
tion thanks to them. It is not stones or walls that are holy,
but those who reside in them, their bodies are the temple
of the Holy Spirit and they sanctify that building?. In this
sense of the material church building St Bernard conti-
nues the thought of St Augustine: This church was made
for you, but it is you who are more church®.

Deus totus est lux — mystical meaning of light

One of the significant features of the Cistercian church
is the diffused sunlight that fills it. The dominant presence
of the sunlight in a special way distinguishes the space of
the presbytery (sanctuarium). In the teaching of St Ber-
nard of Clairvaux the mystical meaning of light performs
an important function, it is a means that can help the sens-
es grasp the essence of the transcendent reality nature and
it is sometimes referred to in various contexts. In the first
place, according to the spirit of the Gospel, the First Let-
ter of St John (J 1, 1-9; 1J 1, 5-7) and the oldest Christian
tradition [9], St Bernard connects light (lux, lumen) with
the image of God. Asking Who is God then?, Bernard an-
swers eternal light (lumen aeternum), He is all light (totus
sit lux) [10, V, cap. XI, IV]. Similarly to his contempo-
rary Honorius of Autun (Honorius Augustodunensis, died
circa 1150)7, for the Abbot of the Bright Valley the mate-
rial sunlight is an analogy of the purest divine light which
contains the secret of the Holy Trinity: God the Father
(lux) is the source of all things, the Son (lumen de lumine)
is the radiance of eternal life and true light enlightening
all people, the Holy Spirit — the light coming from God,
peace and the source of eternal life8. When describing the

quae construitur vivis ex lapidibus, angelis scilicet et hominibus. Simul
enim aedificatio et dedicatio ipsa complebitur. [...] Sic coelestium spiri-
tuum perfecta unitas, sine ulla sibi divisione connexa, integram et con-
gruam Deo reddit habitationem, quam ineffabiliter beatificat inhabitans
gloria majestatis. [...] Itaque coelestis illius curiae lapides vivi ac
rationabiles divinis intersunt consiliis, et Trinitatis mysteria norunt,
audiuntque verba ineffabilia, quae non licet homini loqui. Beati qui ha-
bitant in domo tua, Domine; in saecula saeculorum laudabunt te! [6,
Sermo 1, 6].

5 Festivitas hodierna, fratres [...] nostra est, quia de ecclesia nostra;
magis autem nostra, quia de nobis ipsis. [...] Quid enim lapides isti po-
tuerunt sanctitatis habere ut eorum solemnia celebremus? Habent utique
sanctitatem, sed propter corpora vestra. An vero corpora vestra sancta
esse quis dubitet, quae templum sancti Spiritus sunt, ut sciat unusquisque
possidere vas suum in sanctificatione? Itaque sanctae sunt animae pro-
pter inhabitantem Spiritum Dei in vobis; sancta sunt corpora propter
animas; sancta est etiam propter corpora domus [6, Sermo 1, 1], [7, p. 63].

6 Facta est vobis haec ecclesia: sed vos magis estis ecclesia [8].

7 Quomodo intelligitur Trinitas unus Deus? Aspice solem, in quo
sunt tria, scilicet, ignea substantia, splendor et calor: quae in tantum
sunt inseparabilia, ut si velis inde splendorem segregare, prives mun-
dum sole; et si iterum calorem tentes sejungere, careas sole. In ignea
igitur substantia intellige Patrem, in splendore Filium, in calore Spiri-
tum Sanctum [11, 1, 1].

8 Oculum quoque purga, ut videre possis merissimam lucem. |...]
Lux enim est propter serenitatem, pax propter tranquillitatem, fons pro-
pter affluentiam et aeternitatem. Fontem assigna Patri, ex quo nascitur
Filius et procedit Spiritus sanctus; lucem Filio, qui est utique candor
vitae aeternae, et lux vera illuminans omnem hominem venientem in
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z Bogiem, podczas ktorego zanurza si¢ ona w Nim i roz-
ptywa, $w. Bernard przywotuje obraz swiatta stonecznego
przenikajacego i rozswietlajacego powietrze tak, ze samo
zdaje sie by¢ $wiatloscig®. Kontemplujac boskg $wiatlosé,
dusza przybliza sie do samego Boga!?. Obecno$¢ termi-
néw 1 metafor zwigzanych ze §wiattem w nazwach wielu
opactw jest potwierdzeniem funkcjonowania symboliki
i mistycznych tresci z nim zwigzanych we wspolnotach
cysterskich!!.

Skoro kosciot cystersdw jest mistyczng Swiatynig Boga
— $Swiattosci wiecznej, to konsekwentnie nalezy przyjaé,
ze $wiatlo padajace z okien wyraza i uobecnia obecno$é
w nim Boga. Najstarsza tradycja zakonu nakazywata prze-
szklenie okien jasnym szktem, bez jakichkolwiek ozdob
(vitreae albae fiant). Takiej formy broniono bezkom-
promisowo do XIII w., nakazujac usunigcie rozwigzan
sprzecznych z przyjeta zasada!2. Obecno$é¢ bezbarwnego
szkla w oknach cysterskich §wigtyn interpretowana jest
wspotczesnie w duchu zakonnej ascezy i w powigzaniu
z pogladami §w. Augustyna, cenigcego w sposob szcze-
g0lny biate swiatto jako ,.krolowg barw”; Augustyn po-
strzegal je najblizej boskiego $wiatta — zrodta duchowego
o$wiecenia [17, s. 181], [18, s. 183—184]. Praktyke wy-
pelniania okien jasnym szktem nalezy interpretowac tak-
ze, a moze przede wszystkim, w kontekscie symboliczne;j
roli $wiatta we wngtrzu klasztornego kosciota — czyste,
niczym niezmienione $wiatto stofica najpetniej wyrazato
mistyczng obecno$¢ Boga w sakralnym wnetrzu i w du-
szach modlacych si¢ w nim mnichow.

Mistyczng obecno$¢ Trojjedynego Boga w obrazie
$wiatla bardzo wymownie prezentuje kompozycja okien
Sciany szczytowej prezbiterium wczesnych kosciotow
cysterskich, z charakterystycznym uktadem symetryczne;j
triady 1 kolista rozeta ponad nimi. W kazdym przypad-
ku symbolika trynitarna nasuwa si¢ jednoznacznie. Nie
trudno sobie wyobrazi¢ sytuacj¢ porannej modlitwy mni-
chow w chorze otwartym ku sanctuarium, ktdorego okna
roz§wietlone sa $wiattem wschodzacego stonca — Swietli-
sty blask dominuje wowczas w przestrzeni prezbiterium.
Trzeba jednak zauwazyé, ze odnosnie do kompozycji

pter affluentiam et aeternitatem. Fontem assigna Patri, ex quo nascitur
Filius et procedit Spiritus sanctus, lucem Filio, qui est utique candor
vitae aeternae, et lux vera illuminans omnem hominem venientem in
hunc mundum; pacem Spiritui sancto, qui nimirum super humilem et
quietum requiescit. Nec hoc dico, tanquam propria ista sint singulorum:
nam et Pater lux est, ut sit Filius lumen de lumine; et Filius pax est, pax
nostra, qui fecit utraque unum; et Spiritus sanctus fons est aquae sa-
lientis in vitam aeternam [12, Sermo 1V, 9].

9 Quomodo solis luce perfusus aer in eamdem transformatur
luminis claritatem, adeo ut non tam illuminatus, quam ipsum lumen esse
videatur: sic omnem tunc in sanctis humanam affectionem quodam
ineffabili modo necesse erit a semetipsa liquescere, atque in Dei penitus
transfundi voluntatem [13, X, 28].

10" Nie przez zmiane miejsca przyblizamy sie [do Bogal, lecz przez
kolejne jasnosci, i to nie cielesne, lecz duchowe. Niechaj dusza poszu-
kuje swiatla za swiattem podgzajgc. Cyt. za: [2, s. 148].

11 Np.: Claritas Dei, Clarus Locus, Clarus Mons, Claravallis, Lumen
Dei, Lucis Cella, Vallis Clara, Vallis Lucens, Vallis Lucida. Zob. [14].

12 Vitreae depictae infra terminum duorum annorum emendentur;
alioquin ex tunc abbas et prior et cellerarius omni sexta feria ieiunent in
pane et aqua, donec sint emendatae [15, s. 91, Statuta 1183], [16, s. 11].

mystical union of the soul with God during which it is im-
mersed in Him and melts, St Bernard refers to the image
of sunlight permeating and brightening the air so that the
air itself appears to be the light®. By contemplating the
divine light the soul approaches God Himself10. The pres-
ence of expressions and metaphors connected with light
in the names of many abbeys confirms the functioning of
symbolism and mystical contents related to light in Cister-
cian communities!!.

Assuming that the Cistercian church is a mystical tem-
ple of God — the eternal light, it should be consequently
accepted that the light coming from windows expresses
and shows the presence of God inside. According to the
oldest tradition of the Order, the windows should be glazed
with clear glass without any ornaments (vitreae albae fiant).
This form was defended uncompromisingly until the 13th
century and all solutions contradictory to the accepted
rules were removed!2. Today, the presence of colourless
glass in the Cistercian windows is interpreted in the spirit
of the Order’s asceticism and in connection with the views
of St Augustine who particularly valued white light as “the
queen of colours”; Augustine perceived it as being closest
to the divine light — the source of spiritual enlightenment
[17,p. 181],[18, pp. 183—184]. The practice of filling win-
dows with white glass should also be interpreted, perhaps
even first of all, in the context of the symbolic role of light
inside the monastic church — clear sunlight undisturbed by
anything best expressed the mystical presence of God in
the sacral interior and in the souls of monks praying there.

The mystical presence of the Triune God in the image
of light is presented explicitly in the arrangement of the
windows of the gable wall of the presbytery of early Cis-
tercian churches with a characteristic system of a sym-
metrical triad and a circular rosette above. In each case,
the Trinity symbolism can be unambiguously noticed. It is
not hard to imagine the situation of the morning prayer of
monks in a galley open towards the sanctuarium, whose
windows are brightened with the light of the rising sun
— the presbytery space is dominated then by a luminous
glow. It should be noted, however, that there are no direct
indications or interpretations in Cistercian sources as to
the church windows arrangement [4, p. 668]. Their sym-
bolic arrangement can be explained indirectly.

hunc mundum; pacem Spiritui sancto, qui nimirum super humilem et
quietum requiescit. Nec hoc dico, tanquam propria ista sint singulorum:
nam et Pater lux est, ut sit Filius lumen de lumine; et Filius pax est, pax
nostra, qui fecit utraque unum; et Spiritus sanctus fons est aquae sa-
lientis in vitam aeternam [12, Sermo 1V, 9].

9 Quomodo solis luce perfusus aer in eamdem transformatur
luminis claritatem, adeo ut non tam illuminatus, quam ipsum lumen esse
videatur: sic omnem tunc in sanctis humanam affectionem quodam
ineffabili modo necesse erit a semetipsa liquescere, atque in Dei penitus
transfundi voluntatem [13, X, 28].

10 Not by changing place do we get closer [to God] but through
subsequent levels of light, and not carnal but spiritual. Let the soul
search light by following light. Quoted from: [2, p. 148].

Il E.g.: Claritas Dei, Clarus Locus, Clarus Mons, Claravallis, Lu-
men Dei, Lucis Cella, Vallis Clara, Vallis Lucens, Vallis Lucida. See: [14].

12 Vitreae depictae infra terminum duorum annorum emendentur;
alioquin ex tunc abbas et prior et cellerarius omni sexta feria ieiunent in
pane et aqua, donec sint emendatae [15, p. 91, Statuta 1183], [16, p. 11].
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okien w kosciele cysterskie zrodta nie zawieraja bezpo-
srednich wskazan ani interpretacji [4, s. 668]. Ich symbo-
liczny uktad znajduje wyjasnienie posrednie.

W nauczaniu na temat Tréjcy Swietej, dla wyrazenia
troistosci Osob Boskich, Bernard z Clairvaux podkreslat
symbolike liczby 313. Akcentowat tez jedno$¢ ich boskiej
natury (una deitas), istoty (essentia) i substancji (substan-
tia). Jednos$¢ (unitas) 1 troistos¢ (trinitas) sa w Trojjedy-
nym Bogu nieroztaczne. Obrazem jednosci Boga byto dla
niego stonce [19, s. 69, przyp. 47]. Swietemu Bernardowi
i cystersom w Clairvaux zapewne znane byly takze po-
glady Alana z Lille (Alanus de Insulis, p6zniejszy mnich
w klasztorze w Citeaux, zm. 1202/1203), ktorego pisma
posiadata klasztorna biblioteka w czasach Bernarda [19,
s. 69, przyp. 47]. Piszac o Trojcy Swictej, Alan podkre-
slat, ze Bog Ojciec to jednos¢ (unitas), Syn to rownosé
(aequalitas), Duch Swiety to polaczenie rownosci i jed-
nosci (unitatis aequalitatisque connexio)'®. Alan jest tez
autorem stynnej ,,geometrycznej definicji Boga”: Bdog jest
intelektualnie poznawalng kulg, ktorej Srodek znajduje sie
wszedzie, obwod zas nigdzie. Uwazal, ze ksztatt kuli wy-
raza w duchowy sposob wiecznoéé Bogals.

Kompozycja triady okien rownych wielkoscig i ksztal-
tem, najczesciej zestawionych obok siebie i1 potaczonych
Swiatlem, prezentuje symboliczny obraz troistosci, row-
nosci i jednosci osob Trojcy, zjednoczonych boska natu-
rg — $Swiattem. Juz w prezbiterium ko$ciota w Fontenay
pojawia si¢ triada podtuznych, symetrycznych otworow
okiennych!®. W sanctuarium koSciota w Loccum $cia-
n¢ szczytowag przeswietlaja trzy symetryczne ksztaltem
i wielkoscig okna zakomponowane na planie trojkata —
dwa u dotu i jedno ponad nimi w centrum (il. 1). Istotowe
przymioty Trojcy Swietej — troistosé i jednosé¢ sugestyw-
nie obrazowat uktad triady symetrycznych okien zwien-
czonych centralnie usytuowana rozeta. Wezesny przyktad
takiego rozwigzania prezentujg okna w prezbiterium ko-
Sciota w Noirlac (ok. 1140, il. 2) i Preuilly (ok. 1150) [4,
s. 660]. Kompozycja okien w prezbiterium kosciota wtos-
kiego opactwa Fossanova, a takze w prezbiteriach pierw-
szych cysterskich kosciotow w Polsce — w Wachocku,
Sulejowie 1 Koprzywnicy oraz w prezbiterium kosciota
w Mogile w pierwotnym ksztatcie — dowodzi szerokiej
popularnoéci tego schematu w zakonie. Wprowadzenie
do konstrukcji §ciany prezbiterialnej oryginalnego mo-
tywu rozety bylto rozwigzaniem nie tylko nowoczesnym
i efektownym estetycznie, ale takze kosztownym. Mimo
to zadna z kapitut nie uznala rozety — w przeciwienstwie

13 W nauczaniu na temat Trojcy Sw. Bernard z Clairvaux kon-
tynuuje mysl teologiczna $w. Augustyna, ktorego traktat De Trinitate
znajdowat si¢ w bibliotece opactwa Clairvaux [19, s. 69, przyp. 47].

14 In Patre unitas, in Filio aequalitas, in Spiritu sancto unitatis
aequalitatisque connexio [20, IV].

15 Deus est sphera intelligibilis, cuius centrum ubique, circum-
ferentia nusquam. [...] intelligamus ipsum Deum esse spaeram, quia
aeternus est [20, VII].

16 Ostrotukowe okna gérnej kondygnacji pochodza z XIV w., nie
wiadomo, jak prezentowata si¢ ta czg$¢ Sciany prezbiterium przed ich
powstaniem [4, s. 660]. Nie jest wykluczone, Zze byta tam ulokowana
niewielka rozeta (tak jak np. w Fossanova), ktora zastgpiono trzema
wickszymi oknami.

St Bernard of Clairvaux in his teaching on the Trinity
in order to express triplicity of the Divine Persons empha-
sized the symbolism of number 3 13. He also stressed the
unity of their divine nature (una deitas), essence (essen-
tia) and substance (substantia). Unity (unitas) and trinity
(trinitas) are inseparable in the Triune God. For him the
image of the unity of God was the sun [19, p. 69, ft. 47].
St Bernard of Clairvaux and the Cistercians were familiar
with the views of Alan of Lille (Alanus de Insulis, who
later became a monk in the monastery in Citeaux; died
in 1202/1203), whose writings were kept in the monastic
library in the days of Bernard [19, p. 69, ft. 47]. Writ-
ing about the Trinity, Alan emphasised that God the Fa-
ther is unity (unitas), the Son is equality (aequalitas), the
Holy Spirit is a combination of equality and unity (uni-
tatis aequalitatisque connexio)'*. Alan is also the author
of the famous “geometric definition of God”: God is an
intellectually recognisable sphere whose centre is every-
where, whereas a perimeter nowhere. He believed that the
shape of the sphere expressed eternity of God in a spiritual
way!,

The composition of the window triad of an equal size
and shape, most often juxtaposed and connected by means
of light, presents a symbolic image of the trinity, equality
and unity of the Trinity united in the divine nature — light.
The triad of elongated and symmetrical window openings
appears already in the presbytery of the church in Fonte-
nay!©. In the sanctuary of the church in Loccum the gable
wall is bright because of three symmetrical in shape and
size windows arranged on the triangular plan — two at the
bottom and one above them in the centre (Fig. 1). Existen-
tial features of the Holy Trinity — trinity and unity were
vividly pictured by the layout of the triad of symmetrical
windows topped with a centrally placed rosette. An early
example of such a solution is presented in the windows in
the presbytery of the church in Noirlac (circa 1140, Fig. 2)
and Preuilly (circa 1150) [4, p. 660]. The arrangement of
the windows in the presbytery of the church of the Ital-
ian abbey of Fossanova as well as in presbyteries of the
first Cistercian churches in Poland — Wachock, Sulejow
and Koprzywnica and in the presbytery of the church in
Mogita in its original form — proves the wide popularity of
this scheme in the Order. Introducing an original motive of
the rosette to the wall structure of the presbytery was not
only a modern and aesthetically striking solution but also
expensive. Nevertheless, none of the chapters approved of
rosettes — unlike paintings or stone towers — as a sign of

13 In teaching about the Holy Trinity St Bernard of Clairvaux con-
tinues St Augustine’s theological thought, whose treatise De Trinitate
was in the library of the Abbey of Clairvaux [19, p. 69, ft. 47].

14 In Patre unitas, in Filio aequalitas, in Spiritu sancto unitatis
aequalitatisque connexio [20, IV].

15 Deus est sphera intelligibilis, cuius centrum ubique, circumfe-
rentia nusquam. [...] intelligamus ipsum Deum esse spaeram, quia
aeternus est [20, VII].

16- Ogival windows of the upper storey date back to the 14 century
and it is not known what this part of the presbytery wall looked like
before they were built [4, p. 660]. We cannot rule out the fact that a small
rosette was situated there (like, for example, in Fossanova), which was
replaced with three larger windows.
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I1. 1. Prezbiterium kosciota opactwa Loccum, po 1240.
Krucyfiks na belce teczowej umieszczony w latach 30. XX w.
(fot. F. Hiinecke; www.panoramio.com, data dostepu: 14.04.2015)

Fig. 1. Presbytery of the church in the Loccum abbey, after 1240.
The crucifix on the rood-screen beam was placed there in the 1930s
(photo by F. Hiinecke; www.panoramio.com, accessed: 14.04.2015)

do malowidet czy kamiennych wiez — za przejaw zbyt-
ku naruszajacy simplicitas ordinis. Ta okoliczno$¢ wraz
z szeroka popularnoscia motywu triady okien z rozeta
wskazuja, ze taka kompozycja byta takze postrzegana
jako istotny w aranzacji sanctuarium cysterskiego koscio-
a noénik znaczen symbolicznych [4, s. 668—669].

Symboliczne rozumienie $wiatta padajacego do wne-
trza $wiatyni przez okna/okno w prezbiterium byto kon-
tynuowane w cysterskiej tradycji. Przyktadem moze by¢
m.in. kompozycja gotyckiego okna z charakterystyczny-
mi trojpodziatami w szczytowej $cianie prezbiterium ko-
$ciota opactwa w Rudach oraz barokowa aranzacja ottarza
glownego kosciota w Oliwie (1686), gdzie wizja otwar-
tego nieba jest zakomponowana wokoét okraglego okna
i $wiatla, ktore symbolizuje obecno$é Boga Ojca.

Mpnisi jako ,,Zywe kamienie” swigtyni —
zakonny chor i nadwieszone nad nim sklepienie

Od potowy XII w. rozwigzaniem charakteryzujacym
cysterskie koscioty jest oryginalne wyprowadzenie kon-
strukcji sklepienia nawy gtownej. Gurty miedzyprzesto-
we, 1 czasami takze zebra i shuzki wspierajace sklepienie,

11. 2. Sciana szczytowa prezbiterium koéciola opactwa Noirlac,
okoto 1140 (fot. Patrick; www. flickr.com, data dostgpu: 14.04.2015)

Fig. 2. Presbytery gable wall of the church in Noirlac abbey,
about 1140 (photo by Patrick; www. flickr.com, accessed: 14.04.2015)

luxury infringing simplicitas ordinis. This circumstance
together with a wide popularity of the window triad mo-
tive with a rosette indicate that this composition was also
perceived as a significant carrier of symbolic meanings
in the arrangement of the Cistercian church sanctuary [4,
pp. 668—669].

The symbolic understanding of light entering the interi-
or of the church through windows/window in the presby-
tery was continued in the Cistercian tradition. An example
can be, among other things, the composition of the Gothic
window with characteristic three divisions in the gable
wall of the presbytery in the abbey church in Rudy and
the Baroque arrangement of the main altar in the church
in Oliwa (1686) where a vision of the open sky is designed
around the circular window and light which symbolizes
the presence of God the Father.

Monks as “living stones” of the church —
a monastic gallery and a suspended vault above it

Since the mid-13h century a unique arrangement of the
vault structure of the nave was a solution that character-
ised Cistercian churches. Inter-bay arches and sometimes
ribs and pillars supporting the vault, do not reach the floor
but they are suspended over it and are supported by con-
soles embedded in the wall or in the pillarl”. As a result,
there is an impression that the vault, which is supported
by suspended pillars, rises like a canopy over the space of
the nave and the monastic gallery. The originality of such
a structure differed from the functioning solutions and es-
tablished way of the reception of the church nave space,
which made it an intriguing phenomenon [4, p. 658].

In the current literature on architecture of Cistercian
churches the vault pillar suspension was interpreted as
an element of space structure simplicity of their interiors
which were intended to have an ascetic and conservative

17 This solution of the vault will also appear in the interiors of the
Cistercian chapters and in refectories.
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nie dochodza tu do posadzki, lecz sg nadwieszone ponad
nig i wsparte na konsolach osadzonych w $cianie lub fila-
rze!7. W efekcie takiego rozwigzania powstaje wrazenie,
ze oparte na nadwieszonych stuzkach sklepienie unosi si¢
niczym baldachim nad przestrzenig nawy gtownej i za-
konnym choérem. Oryginalno$¢ takiej konstrukeji odbie-
gata od funkcjonujacych rozwigzan i ustalonego sposobu
odbioru przestrzeni nawy kosciota, co czyni ja zjawiskiem
intrygujacym [4, s. 658].

W dotychczasowej literaturze na temat architektury
cysterskich §wiatyn interpretowano nadwieszenie stuzek
sklepienia jako element prostoty struktury przestrzeni ich
wnetrza, ktoremu chciano nada¢ ascetyczno-konserwa-
tywny charakter, lub jako przejaw redukcji form i oszczed-
nosci w architekturze zakonu. Widziano w tym rozwia-
zaniu takze sens praktyczno-funkcjonalny — nadwieszone
stuzki uwalnialy przestrzen posadzki w nawie dla uloko-
wanych w niej stalli mnichow i konwersow.

Matthias Untermann uznal te interpretacje za mato
przekonujace, wykazujac w analizie licznych przyktadow,
ze nie mozna definitywnie wyjasni¢ tego rozwigzania
w oparciu o techniczno-konstrukcyjne lub funkcjonalne
podstawy [4, s. 655—658]. W interpretacji sklepienia opar-
tego na nadwieszonych stuzkach autor ten zwrocit uwage
na fakt, ze w pierwotnej aranzacji cysterskich kosciolow
— czemu nie odpowiada ich mocno przeksztatcony stan
obecny — stuzki konczyly si¢ zazwyczaj bezposrednio nad
stallami, a ich konsole byly nawet za nimi ukryte (il. 3).
W takiej sytuacji powstawato wrazenie, ze stuzki wyra-
staja bezposrednio ze stalli, a obecni w stallach mnisi
kontynuuja ich konstrukecyjng funkcje, dzwigajac sklepie-
nie $wiatyni jako jej ,,zywe kamienie” (lapides vivi) [4,
s. 659]. Poniewaz nie znamy wygladu wczesnych stalli
cysterskich, a ich najstarsze zachowane przyktady pocho-
dza z potowy XIII i poczatku XIV w., zaproponowang
przez Untermanna rekonstrukcje nalezy przyjaé jako hipo-
teze. Niezaleznie od ulokowania stuzek w relacji do stalli,
nadwieszenie sklepienia nad chorem mnichow tworzyto
wrazenie, ze kontynuacja jego podpér sa pionowe ryt-
my stalli, a obecni w nich mnisi realizuja konstrukcyjna
funkcje stuzek, ,,dzwigajac” sklepienie §wiatyni jako jej
»zywe kamienie” [4, s. 659]. W takim ujgciu zakonnicy
sa nie tylko uzytkownikami budowli, ale takze jej czgscia
sktadowa. Ich obecno$¢ dopetnia konstrukcj¢ materialnej
Swiatyni tak, jak ich modlitwa ja uswigca. Interpretacja ta
wyjasnia fakt, ze motyw architektoniczny nadwieszonych
stuzek wystepuje w cysterskich kosciotach tylko w prze-
strzeni nawy glownej, nad stallami mnichow i konwer-
sow. Rozwiazanie to realizuje praktycznie mistyczng wi-
zj¢ cysterskiej $wiatyni zbudowanej z mnichow — zywych
kamieni, przedstawiong przez $w. Bernarda z Clairvaux.

Kompozycja sklepienia — postrzeganego jako obraz
nieba [21, s. 278] — ,,wspartego” na obecnych w stal-
lach zakonnikach i w ten sposéb z nimi zjednoczone-
go wyrazata takze jedno$¢ liturgii klasztornej z liturgia
niebianska. Modlitwe chorowa — sacrificium laudis be-

17 Takie rozwigzanie sklepienia pojawi si¢ takze we wnetrzach
cysterskich kapitularzy oraz w refektarzach.

I1. 3. Sklepienie nawy gtoéwnej z nadwieszonymi shuzkami,
kosciot opactwa w Sulejowie (fot. J. Nowinski)

Fig. 3. Vault of the main nave with suspended pillars,
church of the abbey in Sulejéw (photo by J. Nowinski)

nature or as a manifestation of the reduction of forms and
savings in the architecture of the monastery. This solution
was also perceived as having a practical and functional
sense — suspended pillars freed the floor space in the aisle
for the stalls for monks and other brethrens, which were
located there.

According to Matthias Untermann these interpretations
were not convincing enough and by analyzing numerous
examples he stated that it is impossible to definitely ex-
plain this solution on the basis of technical, structural and
functional aspects [4, pp. 655-658]. In the interpretation
of the vault supported by the suspended pillars this author
drew attention to the fact that in the original arrangement
of Cistercian churches — which does not correspond to
their strongly transformed current state — pillars usually
ended directly over the stalls and their consoles were even
hidden behind them (Fig. 3). In this situation we can have
the impression that the pillars seem to grow directly from
the stalls and monks in the stalls continue their structural
function by carrying the vault of the church as its “living
stones” (lapides vivi) [4, p. 659]. Since we do not know
the appearance of the early Cistercian stalls and their old-
est preserved examples date back to the mid-13th and
early 14h centuries, the reconstruction proposed by Un-
termann should be adopted as a hypothesis. Regardless of
the location of pillars in relation to the stalls, the suspen-
sion of the vault over the gallery of monks created the
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nedyktynska tradycja, opisana w IX w. przez Hildema-
ra, postrzegala jako partycypacje w liturgii niebianskiej
w przekonaniu, ze podczas officium divinum przestrzen
choru jednoczy si¢ z przestrzenig nieba i modlitwa za-
konnikéw dokonuje si¢ bezposrednio przed obliczem
Boga i aniotow — in conspectu Dei et angelorum. Chor
mnichdéw $piewajacych w stallach psalmy jednoczyt sig
z chorami anielskimi $§piewajacymi laus perennis przed
Tronem Boga!8. Cysterska interpretacja modlitwy choro-
wej kontynuuje benedyktynska tradycje [23, s. 86-87].
Swiety Bernard z Clairvaux pouczatl mnichéw, aby
gorliwie sprawowali officium divinum, gdyz modla si¢
w obecnosci aniotow (in conspectu angelorum) 1 uczest-
niczg w ich niebianskiej stuzbie!®. W jednym z kazan
na poswigcenie koSciota $w. Bernard przedstawit obraz
jedno$ci $wigtyni Boga w niebie 1 $wiatyni klasztorne;j.
Zjednoczona duchowa jedno$cig mistyczna $wigtynia
zbudowana jest z aniotow i ludzi, a obecni w niej uczest-
niczag w boskim zgromadzeniu w niebie?0. Sugestywna
ilustracja jednosci modlacych si¢ w chorze mnichow
z niebianskg modlitwa anioldw jest opisana przez Kon-
rada z Eberbach w Exordium Magnum (ok. 1190) wizja
bt. Krystiana, ktory ujrzat konwent zakonnikéw opactwa
w Citeaux (Cistercium) zgromadzonych w chorze koscio-
ta podczas officium divinum, spowitych blaskiem wielkiej
jasnosci. Ponad mnichami w stallach ujrzal zgromadzo-
nych w takim samym porzadku na niebianskiej liturgii
aniotéw, promieniejacych jeszcze wigkszym blaskiem,
towarzyszacych modlitwie zakonnikow?2!,

Oryginalna konstrukcja sklepienia wspartego na nad-
wieszonych stuzkach, dopetniona ,,wspierajacymi” je
w stallach mnichami, w obu interpretacjach prezentuje si¢
w Scistym zwigzku z cysterska wizjg klasztornej $wiaty-

18 Istud enim, quod dicit In conspectu angelorum psallam tibi,
duobus modis intelligi potest: uno modo intelligitur, quia, cum psallimus
Deo, assistentibus angelis psallimus, quia Deus non est sine suis nuntiis
atque ministris; altero modo intelligitur, quia si nos intendimus corde,
quod ore dicimus, nostra intentio intentioni angelorum jungitur. [...]
Ergo, si ita est, id est si cum timore Deo serviendum credimus esse [illi]
et in conspectu angelorum illi psallimus, consideremus, qualiter opor-
teat nos in conspectu divinitatis et angelorum ejus esse — subaudiendum
est enim: cum timore et reverentia, quatenus valeamus cognoscere et
intelligere, quantum humana infirmitas permittit, ejus praesentiam. Ex-
positio Regulae ab Hildemaro tradita, [w:] Vita et Regula SS. P. Be-
nedicti una cum expositione Regule [22, cap. XIX], [21, s. 273-274].

19" Credimus angelos sanctos astare orantibus, offerre Deo preces
et vota hominum: ubi tamen sine ira et disceptatione levari puras manus
perspexerint. [...] Puto id vobis satis et ex aliis Scripturae testimoniis
persuasum. Nam quod psallentibus quoque dignanter admisceri sancti
angeli soleant, quid eo manifestius quod Psalmista ait: Praevenerunt
principes conjuncti psallentibus in medio juvencularum tympanistria-
rum? (Psal. LXVII, 26). Unde et dicebat: In conspectu angelorum
psallam tibi (Psal. CXXXVII, 1). [...] Usurpemus officium quorum sor-
timur consortium, [...] Dicamus eis: Psallite Deo nostro, psallite; atque
audiamus eos vicissim respondentes: Psallite regi nostro, psallite [5,
Sermo VII, 4].

20 Zob. s. 26, zwlaszcza przyp. 4.

2V [...] raptus sum i spiritu Cistercium, et vidi conventum mona-
chorum in choro in ordine suo stantem multa claritate perfusum, laudes
Deo devotissime persolventem. Supra eum vero conventum vidi alium
conventum sanctorum angelorum eodem ordine stantim, qui etiam multu
majoris luminis claritate radiantes, fratrum devotioni congratulari
videbatur [24, Distinctio 1, cap. XXVI].

impression that the continuation of its cantilevers are ver-
tical rhythms of stalls and the monks in them perform the
structural function of the pillars “carrying” the vault of the
church as its “living stones” [4, p. 659]. In this perspec-
tive, the monks are not only users of the building but also
its component. Their presence complements the structure
of the material church as their prayers sanctify it. This in-
terpretation explains the fact that the architectural motive
of suspended pillars can be found in Cistercian churches
only in the nave space over the monks’ and other breth-
rens’ stalls. This solution practically performs a mystical
vision of the Cistercian church built of monks — living
stones, which was presented by St Bernard of Clairvaux.

The composition of the vault — perceived as the im-
age of heaven [21, p. 278] — “supported” by monks in the
stalls and thus united with them also expressed the unity
of the monastic liturgy with the heavenly liturgy. The gal-
lery prayers — sacrificium laudis, according to a Bene-
dictine tradition described in the 9™ century by Hildemar
were perceived as participation in the heavenly liturgy in
the belief that during officium divinum the gallery space
unites with the space of heaven and prayers of monks are
carried out directly in front of God and the angels — in
conspectu Dei et angelorum. The choir of monks singing
psalms in the stalls united with the angelic choirs singing
laus perennis in front of God’s throne!8. The Cistercian
interpretation of the choral prayer continues the Bene-
dictine tradition [23, pp. 86—87]. St Bernard of Clairvaux
instructed monks to diligently perform officium divinum
because they pray in the presence of angels (in conspectu
angelorum) and participate in their divine service!®. In
one of his sermons on the church consecration St Bernard
presented the image of unity of God’s church in heaven
and the monastic church. The mystical church, which is
united by means of spiritual unity, is built of angels and
people and the people present participate in the divine
congregation in heaven?. A suggestive illustration of the
unity of praying monks in the gallery with the heavenly

18 Istud enim, quod dicit In conspectu angelorum psallam tibi,
duobus modis intelligi potest: uno modo intelligitur, quia, cum psallimus
Deo, assistentibus angelis psallimus, quia Deus non est sine suis nuntiis
atque ministris; altero modo intelligitur, quia si nos intendimus corde,
quod ore dicimus, nostra intentio intentioni angelorum jungitur. [...]
Ergo, siita est, id est si cum timore Deo serviendum credimus esse [illi]
et in conspectu angelorum illi psallimus, consideremus, qualiter opor-
teat nos in conspectu divinitatis et angelorum ejus esse — subaudiendum
est enim: cum timore et reverentia, quatenus valeamus cognoscere et
intelligere, quantum humana infirmitas permittit, ejus praesentiam.
Expositio Regulae ab Hildemaro tradita, [w:] Vita et Regula SS. P. Be-
nedicti una cum expositione Regule [22, cap. XIX], [21, pp. 273-274].

19" Credimus angelos sanctos astare orantibus, offerre Deo preces
et vota hominum: ubi tamen sine ira et disceptatione levari puras manus
perspexerint. [...] Puto id vobis satis et ex aliis Scripturae testimoniis
persuasum. Nam quod psallentibus quoque dignanter admisceri sancti
angeli soleant, quid eo manifestius quod Psalmista ait: Praevenerunt
principes conjuncti psallentibus in medio juvencularum tympanistria-
rum? (Psal. LXVII, 26). Unde et dicebat: In conspectu angelorum
psallam tibi (Psal. CXXXVII, 1). [...] Usurpemus officium quorum sor-
timur consortium, [...] Dicamus eis: Psallite Deo nostro, psallite; atque
audiamus eos vicissim respondentes: Psallite regi nostro, psallite [5,
Sermo VII, 4].

20 See p. 26, especially ft. 4.
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ni i liturgiczng tradycja zakonu. Powszechno$¢ stosowa-
nia tego rozwiazania, ktore — mimo bogactwa wariantow
— bywa pojmowane jako znak rozpoznawczy architektury
cysterskiego kosciota [4, s. 659], znajduje swoje wyja-
$nienie w symbolicznej interpretacji.

Tradycja postrzegania celebracji officium divinum w jed-
nosci z modlitwg choréw anielskich w niebie byta kon-
tynuowana w aranzacji wngtrz nowozytnych kosciolow
cysterskich, przede wszystkim w programach dekoracji
stalli. Motyw in conspectu angelorum jest tu czgsto roz-
budowywany o obecno$¢ postaci §wietych, zwykle patro-
néw zakonu i danego opactwa. Dobrym przyktadem ta-
kich kompozycji sa m.in. barokowe stalle w Kamiencu
Zabkowickim, Lubigzu (niezachowane in situ) i Henryko-
wie, oraz XVII-wieczne stalle i towarzyszace im kompo-
zycje malarskie Adama Swacha (1713) w Ladzie, a takze
XVIl-wieczne stalle i freski ponad nimi (autorstwa braci
Giovanniego Battisty i Giovaniego Mauro Della Rovere)
w Chiaravalle Milanese. Nalezy tez przywota¢ w tym kon-
tekécie wspominang juz kompozycj¢ barokowego reta-
bulum oftarza gtéwnego w Oliwie, gdzie wizja otwartego
nieba — prezentowana obecnym w stallach zakonnikom
— ukazuje chory anielskie i $wigtych oddajacych chwate
Trojey Swicte;.

Ecclesia est Paradisus —
kosciol cysterski obrazem Raju

Od najwczesniejszych form wspdlnego zycia mnisze-
go w zachodnim chrzescijanstwie klasztor byl uwazany
za symbol Raju (Paradisus) [25, s. 152]. W nurcie tej tra-
dycji zycie w cenobium, a takze caty kompleks klasztor-
ny wraz z ko$ciolem byly dla $w. Bernarda z Clairvaux
i wspotczesnych mu cystersow obrazem Raju — paradisus
claustralis?2. Termin ten oraz jego interpretacje Doktor
z Jasnej Doliny zaczerpnat z pism Piotra Damianiego (Pe-
trus Damiani, zm. 1072). Wyjasniajac znaczenie paradi-
sus claustralis, Piotr Damiani przywotat nie tylko klasz-
tor, w ktorym mnisi spetniajg gorliwie praktyki religijne
i zakonne, ale takze ko$ciot z jego oltarzem, gdzie Bog
jest karmigcym i pokarmem, ofiarujagcym i ofiara, oraz
sprawowane w kosciele przez mnichoéw o réznych porach
nocy i dnia officium divinum®3. W tym sensie $w. Bernard
rozumie paradisus claustralis jako oboz Bozy — klasztor
(castra Dei) 1 miejsce budzgce trwoge, dom Bozy i bra-

22 Vere claustrum est paradisus, regio vallo disciplinae munita, in
qua pretiosarum est mercium fecunda fertilitas. [...] poteris dicere:
Castra Dei sunt haec. Quam terribilis est locus iste! non est hic aliud
nisi domus Dei, et porta coeli [26, Sermo XLII, 4], [19, s. 73-74].
Interpretacj¢ paradisus claustralis w duchu Piotra Damianiego i $w.
Bernarda z Clairvaux podaje rowniez Mikotaj Cysters (Nicolaus Clarae-
vallensis, zm. ok. 1176, PL 184, szp. 1058).

23 Vere claustrum est paradisus [...] Haec est illa sublimis mensa,
in qua Deus est et cibus et cibans, munerans et munera, offerens et
oblatum [...] Videas hunc sacris lectionibus intendentem, illum incum-
bentem orationis, hunc pro suis excessibus lacrymantem, illum in Dei
laudibus exultantem, hunc vigilantem, jejuniantem, et illum officio pie-
tatis sibi ad lavicem invidere. Nocte consurgunt ad confitentendum Deo;
vespere, mane et meridie narrant et annuntiabant laudem ejus, et omnia
illorum sedulitas in orbem divini rotatur obsequii [27, Sermo LIX].

prayer of angels is the vision of Blessed Christian, which
was described by Conrad of Eberbach in Exordium Mag-
num (ca. 1190), who saw the Order of monks of the abbey
in Citeaux (Cistercium) gathered in the church gallery
during officium divinum veiled in a glow of great bright-
ness. Over the monks in the stalls he saw angels gathered
in the same order during the heavenly liturgy radiating
with even greater brilliance who accompanied the monks
with prayers?!.

The original structure of the vaults supported by sus-
pended pillars and complemented by monks who “sup-
ported” them in the stalls, in both interpretations is pre-
sented in close relation with the Cistercian vision of the
monastic church and the liturgical tradition of the Order.
The commonness of this solution application, which —
despite the richness of variations — is perceived as a di-
stinctive sign of architecture of the Cistercian church [4,
p. 659], finds its explanation in the symbolic interpretation.

The tradition of perceiving the celebration of officium
divinum in union with the prayer of the choirs of angels
in heaven was continued in the interior designs of modern
Cistercian churches, primarily in the stall decorations pro-
gram. The motive in conspectu angelorum is here often
extended to the presence of the saints, usually patrons of
the Order and of a given abbey. A good example of such
compositions include, among other things, the Baroque
stalls in Kamieniec Zabkowicki, Lubigz (not preserved
in situ) and Henrykéw as well as the 17t-century stalls
and the accompanying painting compositions by Adam
Swach (1713) in Lad, and the 17%-century stalls and
frescos above them (by brothers Giovanni Battista and
Giovani Mauro Della Rovere) in Chiaravalle Milanese.
In this context, the already mentioned composition of the
Baroque altarpiece of the main altar in Oliwa should be
referred to, where the vision of open heaven — presented
to the monks in the stalls — shows the choirs of angels and
saints manifesting glory to the Holy Trinity.

Ecclesia est Paradisus —
Cistercian church as an image of Paradise

Starting from the earliest forms of common monastic
life in Western Christianity a monastery was considered as
a symbol of Paradise (Paradisus) [25, p. 152]. According
to this tradition, life in the cenobium (a monastic commu-
nity) as well as the whole monastery complex along with
the church were for St Bernard of Clairvaux and other
contemporary Cistercians a reflection of Paradise — para-
disus claustralis??. This expression along with its inter-

2L 1...] raptus sum i spiritu Cistercium; et vidi conventum mona-
chorum in choro in ordine suo stantem multa claritate perfusum, laudes
Deo devotissime persolventem. Supra eum vero conventum vidi alium
conventum sanctorum angelorum eodem ordine stantim, qui etiam multu
majoris luminis claritate radiantes, fratrum devotioni congratulari
videbatur [24, Distinctio 1, cap. XXVI].

22 Vere claustrum est paradisus, regio vallo disciplinae munita, in
qua pretiosarum est mercium fecunda fertilitas. [...] poteris dicere:
Castra Dei sunt haec. Quam terribilis est locus iste! non est hic aliud
nisi domus Dei, et porta coeli 26, Sermo XLII, 4], [19, pp. 73—74]. The
interpretation of paradisus claustralis in the spirit of Peter Damian and
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me niebios — ko$cidt (locus terribilis, domus Dei, porta
coeli). Nie jest przypadkiem, ze w wielu nazwach cyster-
skich opactw przywotywany jest rajski ogrod i jego sym-
bolika?*.

Wedtug opisu Ksiegi Rodzaju (Rdz 2, 8-9) biblijny Raj
(Paradisus) byt stworzonym przez Boga ogrodem szczg-
sliwosci, w ktorym Bog umiescit cztowieka; w centrum
ogrodu rosto Drzewo Zycia (lignum vitae). W interpre-
tacji wspolczesnego $w. Bernardowi z Clairvaux Hono-
riusza z Autun kos$ciot jest alegorycznie postrzegany jako
obraz rajskiego ogrodu (ecclesia est paradisus). Wérdd
drzew w nim rosngcych Honoriusz na pierwszym miejscu
wymienia Drzewo Zycia — lignum vitae, ktorym jest dla
niego swigty krzyz z ciatem Chrystusa jako owocem daja-
cym zycie wieczne?>, Honoriusz nawigzuje w swojej iden-
tyfikacji do znanej od V w. tradycji wyobrazenia krzyza
Chrystusa jako rajskiego Drzewa Zycia (lignum/arbor vi-
tae). W sztuce $redniowiecza temat ten przybrat oryginal-
ng forme¢ krzyza skomponowanego z se¢katych gate¢zi lub
tez o belkach otoczonych na krawedziach lis¢mi, a takze
owocami, najczesciej winnej latorosli [29, s. 7-24], [30,
szp. 262-263], [31, s. 78-79]. Krzyz w takim rozumieniu
i postaci przywotal w swojej pasyjnej medytacji Sw. Ber-
nard z Clairvaux, nazywajac go bogatym w owoce Drze-
wem Zycia, ktore jest w centrum Raju (arbor vitae, quae
est in medio paradisi). To dzigki krzyzowi dusza wznosi
si¢ ponad ziemi¢, aby kosztowaé zyciodajnych owocow
z Drzewa Zycia2.

Pora postawi¢ kluczowe dla powyzszych ustalen py-
tanie: czy idea paradisus claustralis w odniesieniu do
kosciota (ecclesia est paradisus) oraz interpretacja krzy-
7a jako Drzewa Zycia znalazly swoje odzwierciedlenie
w aranzacji wnetrza cysterskich §wigtyn? Przypomnijmy,
ze w centrum Sredniowiecznego kosciota cysterséw, nad
przegroda choru wznosit si¢ monumentalny krucyfiks jako
jedyne przedstawienie plastyczne. Jego usytuowanie oraz
okazata forma powodowaty, ze stanowit element dominu-
jacy w przestrzeni $wiatyni. Najstarsze zachowane przy-
ktady malowanych obustronnie krucyfiksow wienczacych
pierwotnie przegrode choru to krzyze z koSciolow opactw
w Loccum i Pforcie. Oba krucyfiksy powstaty okoto poto-
wy XIII w. i oba prezentuja krzyz w wersji lignum vitae.
Krzyz z Pforty ukazuje Chrystusa rozpigtego na s¢katych
gateziach, z ktorych wyrastaja na boki liScie, zaznaczo-
ne potokragtymi profilami na krawedziach belek (il. 4).
Krzyz z Loccum, przed renowacjg w potowie XIX w., byt
otoczony na krawedziach bogatym, liSciastym ornamen-
tem, ktorego fragment zachowat si¢ w dekoracji rozety
u nasady krzyza [33, s. 35, 37]. Waskie belki krzyza, na
ktoérych rozpiety jest Chrystus, sg w kolorze zielonym.

24 Np.: Castrum Dei, Hortus Dei, Locus Coeli, Locus Dei, Lumen
Dei, Paradisus Dei, Paradisus Sanctae Mariae, Vallis Coeli, Vallis
Paradisi, zob. [14].

25 Allegorice ecclesia est paradisus, omnibus spiritualis deliciis
plenus. [...] Lignum vitae est sancta crux, cujus fructus est Christi cor-
pus, de quo qui digne comederit, non morietur in anima in aeternum
[28, szp. 425].

26 In cruce enim pendet omnis fructus vitae, quia ipsa est arbor
vitae, quae est in medio paradisi [...] In hac cruce anima suspenditur
a terra, et dulcia poma de ligno vitae decerpit [32, Cap. VI, 15].

pretation was taken by the Doctor of Bright Valley from
Peter Damian’s works (Petrus Damiani, died in 1072).
Peter Damian explained the meaning of paradisus claus-
tralis by referring not only to a monastery where monks
diligently fulfill their religious and monastic practices, but
also to the church with its altar, where God is the one who
feeds and is the food itself, offerer and the sacrifice, and
the monks celebrate their officium divinum?3 in the church
at different times of day and night. In this sense, St Ber-
nard understands paradisus claustralis as God's camp —
monastery (castra Dei) and place that is fearsome, Divine
house and gate of heaven — church (locus terribilis, domus
Dei, porta coeli). It is no coincidence that in many Cister-
cian names of abbeys a reference is made to the garden of
Eden with its symbolism?4.

According to the Book of Genesis (Gen 2, 8-9) Biblical
Paradise (Paradisus) was a garden of happiness created
by God where He placed man; in the centre of the garden
was the Tree of Life — lignum vitae. In the interpretation
of Honorius of Autun who was contemporary to St Ber-
nard of Clairvaux the church is allegorically perceived as
an image of the Garden of Eden (ecclesia est paradisus).
Among the trees that grow there Honorius first mentions
the Tree of Life (/ignum vitae), which for him is the holy
cross with the body of Christ as a fruit giving eternal life2>.
In his identification Honorius refers to a tradition known
from the 5t century according to which the cross of Christ
was imagined to be the Tree of Life (lignum/arbor vitae).
In the mediaeval art this motive took on an original form
of the cross composed of gnarled branches or of beams
surrounded at the edges with leaves and fruits, most com-
monly with grapevine [29, pp. 7-24], [30, col. 262-263],
[31, pp. 78-79]. It was the cross in this understanding
and form that St Bernard of Clairvaux recalled in his Pas-
sion meditation and named it the rich in fruit Tree of Life
which is in the centre of Paradise (arbor vitae, quae est in
medio paradisi). It is thanks to the cross that the soul rises
above the earth in order to taste life-giving fruits from the
Tree of Life?°.

It is time now to formulate the key question in the
above discussed issue: did the idea of paradisus claus-

St Bernard of Clairvaux can also be noticed in works of Mikotaj Ci-
stercian (Nicolaus Claraevallensis died circa 1176, PL 184, col. 1058).

23 Vere claustrum est paradisus [...] Haec est illa sublimis mensa,
in qua Deus est et cibus et cibans, munerans et munera, offerens et obla-
tum [...] Videas hunc sacris lectionibus intendentem, illum incumbentem
orationis, hunc pro suis excessibus lacrymantem, illum in Dei laudibus
exultantem, hunc vigilantem, jejuniantem, et illum officio pietatis sibi ad
lavicem invidere. Nocte consurgunt ad confitentendum Deo; vespere,
mane et meridie narrant et annuntiabant laudem ejus, et omnia illorum
sedulitas in orbem divini rotatur obsequii [27, Sermo LIX].

24 E.g. Castrum Dei, Hortus Dei, Locus Coeli, Locus Dei, Lumen
Dei, Paradisus Dei, Paradisus Sanctae Mariae, Vallis Coeli, Vallis Pa-
radisi, see [14].

25 Allegorice ecclesia est paradisus, omnibus spiritualis deliciis
plenus. [...] Lignum vitae est sancta crux, cujus fructus est Christi cor-
pus, de quo qui digne comederit, non morietur in anima in aeternum
[28, col. 425].

26 In cruce enim pendet omnis fructus vitae, quia ipsa est arbor
vitae, quae est in medio paradisi [...] In hac cruce anima suspenditur
a terra, et dulcia poma de ligno vitae decerpit [32, Cap. VI, 15].
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1. 4. Polichromowany krucyfiks-Drzewo Zycia
z kosciota opactwa Pforta, ok. 1250 r.
(fot. Michael Déring; www.flickr.com, data dostgpu: 14.04.2015)

Fig. 4. Polichromed Tree of Life-crucifix from the church of Pforta
abbey (photo by M. Déring; www.flickr.com; accessed: 14.04.2015)

Analogiczna forma i ikonograficzna posta¢ obu krucy-
fiksow (pochodzacych z odlegtych od siebie opactw) nie
zaistniaty przypadkiem. Sa wynikiem realizacji tego sa-
mego programu ideowego: kosciol jest Rajem, a w jego
centrum stoi Drzewo Zycia — ecclesia est paradisus et
lignum vitae est in medio paradisi. Trwanie tej koncep-
cji w aranzacji wnetrza cysterskich §wiatyn potwierdza,
zrealizowany sto lat pozniej, monumentalny krucyfiks-
-lignum vitae nad przegroda choru kosciota opactwa
w Doberanie (il. 5). RzeZbiona posta¢ Chrystusa rozpigta
jest na zielonych belkach krzyza, ktorego monumentalny
ksztalt otaczaja plastycznie oddane i polichromowane li-
Scie oraz owoce winnej latorosli, a takze glowy prorokow
z banderolami [16, s. 66—68].

Zwiazek krucyfiksow wienczacych przegrode chéru
z idea kosciota jako Raju potwierdza nie tylko ich forma
lignum vitae i usytuowanie in medio ecclesiae, ale takze
inskrypcje komentujace ich obecnos¢ i ksztalt. Pod krzy-
zem w Loccum znajdowata si¢ pierwotnie tablica z in-
skrypcja: Hic sta, ne cesses, veniunt post semina messes/
Post fletum risus, post hunc habitum paradisus — tu stoj,

T el LA

1L 5. Krucyfiks-Drzewo Zycia
znad przegrody choru kosciota opactwa w Doberanie, ok. 1370 .
(fot. Miinsterverwaltung Ev.-Luth. Kirchengemeinde Doberan;
www.eurob.org, data dostgpu: 14.04.2015)

Fig. 5. Tree of Life-crucifix surmounting the gallery partition
from the abbey church in Doberan, about 1370
(photo by Miinsterverwaltung Ev.-Luth. Kirchengemeinde Doberan;
www.eurob.org, accessed: 14.04.2015)

tralis in reference to the church (ecclesia est paradisus)
and the interpretation of the crucifix as the Tree of Life
find their reflection in the arrangement of interiors of
Cistercian churches? Let us recall that in the centre of the
medieval Cistercian church, above the gallery partition,
there was a monumental crucifix as the only graphic rep-
resentation. Its location and magnificent form made it the
dominant component in the church space. The oldest pre-
served examples of crucifixes painted on both sides sur-
mounting the gallery partition are the crosses from abbey
churches in Loccum and Pforta. Both of these crucifixes
originated from the first half of the 13™ century and both
present the cross in /ignum vitae version. The Pforta cross
features Christ stretched on gnarled branches from which
leaves grow to the sides marked with semicircular profiles
on the edges of beams (Fig. 4). The Loccum cross before
its renovation in the mid-19h century was surrounded
by a rich leafy ornament on the edges whose fragment
was preserved in the rosette ornamentation at the base of
the cross [33, pp. 35, 37]. The narrow beams of the cross
where Christ is stretched are green.

A similar iconographic form of both crucifixes (which
come from the abbeys situated far apart from each other)
is not accidental. It results from implementing the same
ideological program: the church is Paradise and in its cen-
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a nie zginiesz, po zasiewie nadejda zniwa/po placzu
$miech, po stanie (zyciu) obecnym Raj?’. Forme i lokali-
zacje krucyfiksu w Doberanie jednoznacznie w prezento-
wanym kontekscie objasnia inskrypcja na banderoli trzy-
manej przez jednego z prorokow: Lignum vitae in medio
paradise —Drzewo Zycia w $rodku Raju [16, s. 68]. Obra-
zowym dopetnieniem tej identyfikacji jest przedstawienie
w centrum szafiastej nastawy, nad ktora wznosi si¢ krzyz,
sceny grzechu pierworodnego: Adam i Ewa stoja po bo-
kach Drzewa Poznania Dobra i Zla, ktore rosto razem
z Drzewem Zycia w rajskim ogrodzie (Rdz 2, 9; 3, 1-6).

Skoro wienczacy przegrode choru krzyz jest Drze-
wem Zycia posrodku rajskiego ogrodu, to ogrodem tym
jest wnetrze cysterskiej $wigtyni. W takim ujeciu nowe-
go znaczenia nabiera popularno$¢ roslinnej ornamenty-
ki w dekoracji wnetrz cysterskich kosciotow (ale takze
i klasztorow — paradisus claustralis), ze szczegdlnym
podkresleniem kamiennych detali architektonicznych —
kapiteli, wspornikow, zwornikow i fryzéw. Czgstym mo-
tywem jest tu winna latoro$l ukazana w formie lisciastych
pnaczy z owocami lub kompozycji samych lisci. Detal
architektoniczny wnetrza kosciotdow w Doberanie [34,
s. 409-418] i Altenbergu [35, s. 42-44] mozna tu przy-
wotaé jako pogladowy przyktad. Motywy roslinne prze-
wazajg takze w dekoracji najstarszych cysterskich stalli.
Zwtlaszcza szczytowe policzki, ale takze policzki dzielace
siedziska wyrdznia obecno$¢ motywow lisci lub liscia-
stych pnaczy, najczesciej winnej latorosli, czego dobrym
przyktadem sa zachowane fragmenty XIII-wiecznych
stalli w Loccum [36, s. 10, 12] oraz stalle z okoto 1300 r.
w Doberanie [34, s. 397-400], ktorych wysokie, szczyto-
we policzki wypehia gtownie wijaca si¢ winna latorosl
(il. 6). Nie mozna interpretowac tego motywu wylacznie
dekoracyjnie. Przedstawienie winnej latorosli wystgpuje
w sztuce chrzescijanskiej od IV w. jako symbol Eucha-
rystii, ale takze zbawienia i szczgécia Raju, jest tez wy-
obrazeniem Drzewa Zycia [37, szp. 491-492]. Obecno$é
tego motywu w dekoracji stalli wpisuje si¢ w kontekst in-
terpretacji wnetrza klasztornej $wiatyni jako wyobrazenia
Raju. W przypadku kosciota w Doberanie idea ecclesia est
paradisus znajduje swoje petne zobrazowanie: w centrum
$wigtyni wznosi si¢ monumentalny krzyz-Drzewo Zycia,
spowity winng latoro$la; ulokowane przy nim stalle mni-
chow i konwersow dekorowane sg tym samym motywem,
ktory — zakomponowany wertykalnie na szczytowych po-
liczkach — ,,pnie si¢” ku gorze, gdzie przedstawiony jest
w formie lisci i lisciastych pnaczy na fryzach i na konso-
lach nadwieszonych stuzek w nawie gtéwnej. Winna lato-
ro$l otacza w Doberanie takze struktur¢ nastawy otltarza
glownego, wieniczy armarium i szafke na paramenty litur-
giczne w przestrzeni prezbiterium?®, Podobng aranzacje
spotykamy tez we wnetrzu kosciota w Altenbergu, gdzie
motyw winnej latorosli dekoruje m.in. kapitele kolumn
i stuzek w prezbiterium i transepcie kosciota. Monochro-

27 Cyt. za: [33, s. 37, przyp. 5].

28 W opracowaniu Ewy Luzynieckiej liscie winnej latorosli na fry-
zach okres$lone sg jako liscie bluszczu. Na konsoli stuzki w nawie gtow-
nej liSciom o tym ksztalcie towarzysza winne grona, dekoracje¢ tej kon-
soli rozpoznano rowniez jako przedstawienie bluszczu [34, s. 411, 418].

11. 6. Fragment stalli mnichéw w kosciele opactwa w Doberanie,
okoto 1300 r. (fot. Miinsterverwaltung Ev.-Luth. Kirchengemeinde
Doberan; www.eurob.org, data dostepu: 4.04.2015)

Fig. 6. Fragment of monks’ stalls in the abbey church in Doberan,
about 1300 (photo by Miinsterverwaltung Ev.-Luth. Kirchengemeinde
Doberan; www.eurob.org; accessed: 4.04.2015)

tre there is the Tree of Life — ecclesia est paradisus et
lignum vitae est in medio paradisi. The existence of this
concept in the arrangement of the interiors of Cistercian
churches is further confirmed by a monumental crucifix-
lignum vitae, made one hundred years later, above the
gallery partition of the abbey church in Doberan (Fig. 5).
The sculptured figure of Christ is stretched on green cross
beams, whose monumental shape is surrounded by viv-
idly rendered polychrome leaves and fruits of the vine
as well as heads of the prophets adorned with bands [16,
pp. 66-68].

The connection of crucifixes surmounting the gallery
partition with the idea of a church as Paradise is confirmed
not only by their form lignum vitae and location in me-
dio ecclesiae, but also by the inscriptions commenting on
their presence and shape. Under the Loccum cross there
originally was an inscription plate with the following
words: Hic sta, ne cesses, veniunt post semina messes/
Post fletum risus, post hunc habitum paradisus — Stand
here and you will not perish, after sowing harvest will
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matyczne kwatery witrazy gornego rzedu okien tej czeg-
Sci $wigtyni (ok. 1300) wypelnia rysunek roslinnej wici,
w tym winnej latoro$li. Stalle z XIII w., zachowane dzi§
we fragmentach, byty takze dekorowane tym motywem?°.
Z tryumfalnego krucyfiksu, wienczacego pierwotnie prze-
grodg choru, zachowata si¢ rzezbiona figura Chrystusa
zamontowana okoto 1800 r. na nowym krzyzu, ktoérego
belki — podobnie jak w krucyfiksach typu lignum vitae —
dekoruje wi¢ roslinna. Jest wielce prawdopodobne, Ze for-
ma nowego krzyza nawiazuje do jego pierwotnej postaci.
W obu przyktadach wnetrze koSciota w takiej aranzacji
prezentuje si¢ jako spdjny obraz rajskiego ogrodu.

W kontekscie powyzszej interpretacji cysterskiego ko-
$ciota jako Raju, z krzyzem-Drzewem Zycia w centrum,
intrygujaco wyglada zaproponowane przez Romualda
Bauerreissa wyjasnienie motywu rozety towarzyszace-
go przedstawieniom arbor vitae. Autor ten uwaza rozete
za jeden z rajskich symboli i widzi w nim wyobrazenie
kota jako atrybutu cherubinéw z wizji Ezechiela (Ez 1,
5-6). Wedlug Ksiggi Rodzaju (Rdz 3, 24) po grzechu
pierworodnym cherubiny stan¢ty na strazy zamknigtego
Raju i bronily drogi do Drzewa Zycia. Powolujac si¢ na
ikonograficzne przyktady, Bauerreiss uwaza, ze potacze-
nie rozety z przedstawieniem arbor vitae wyobraza che-
rubina strzegacego Drzewa Zycia i jest symbolem Raju
zamknigtego [29, s. 38-39]. Jesli przyjac t¢ interpretacje
w odniesieniu do wngtrza cysterskiego kosciota jako Raju
z Drzewem Zycia w centrum, wowczas nowe znaczenie
symboliczne otrzymuje czgsta obecnos$¢ rozet w aranzacji
wnetrza cysterskich Swigtyn.

29 W 1872 r., po kasacie opactwa fragmenty stalli trafily do zbio-
row Kunstgewerbemuseum w Berlinie. Na ich podstawie w latach
1907-1909 wykonano kopi¢ dwoch czterosiedziskowych segmentow
stalli eksponowanych dzi§ w altenberskim kosciele [35, s. 57].

come/after crying laughter, after present state (life) Para-
dise?’. The form and location of the crucifix in Doberan
is explained unambiguously in the presented context by
the inscription on the band held by one of the prophets:
Lignum vitae in medio paradise — the Tree of Life in the
middle of Paradise [16, p. 68]. A graphic complementa-
tion of this identification is the scene of the original sin
presented in the centre of the cabinet altar above which
the cross is featured: Adam and Eve stand on both sides
of the Tree of Knowledge of Good and Evil which grew
in the Garden of Eden along with the Tree of Life (Gen 2,
9; 3, 1-06).

If the cross surmounting the gallery partition is the Tree
of Life in the middle of the Garden of Eden, then this gar-
den is the interior of the Cistercian church. In this aspect,
the popularity of plant ornamentation in the décor of the
interior of the Cistercian church gains a new significance
(and also in the case of monasteries — paradisus claustra-
lis), with special emphasis placed on stone architectural
details such as capitals, cantilevers, keystones and friezes.
A frequent motif here is the grapevine presented in the
form of leafy vines with fruits or compositions of leaves.
An architectural detail of church interiors in Doberan [34,
pp. 409-418] and Altenberg [35, pp. 42—44] can serve as
an illustrative example. Plant motifs also prevail in the or-
namentation of the oldest Cistercian stalls. Especially top
faces as well as faces separating the seats are distinguished
by the presence of leaf motifs or leafy vines, mostly grape-
vine, which is exemplified by the preserved fragments of
the 13 century stalls in Loccum [36, pp. 10, 12] and stalls
from circa 1300 in Doberan [34, pp. 397—400], whose
high top faces are mainly filled with curving grapevine
(Fig. 6). This motif cannot be interpreted exclusively as an
ornamentation. The presentation of the grapevine occurs
in the Christian art from the 4th century as a symbol of the
Eucharist as well as salvation and happiness in Paradise
and it is also a representation of the Tree of Life [37, col.
491-492]. The presence of this motif becomes a part of
interpreting the interior of a monastery church as a reflec-
tion of Paradise. In the case of the church in Doberan the
idea of ecclesia est paradisus finds its full visualization:
in the centre of the church there is the monumental Tree
of Life-crucifix, surrounded by grapevine; the situated
nearby monks’ stalls are decorated with the same motif
which — vertically placed on gable faces — “climbs up”
where it is presented in the form of leaves and leafy vines
on friezes and consoles of suspended pillars in the nave.
In Doberan the grapevine also surrounds the structure of
the main altar, surmounts the armarium and the liturgical
equipment cabinet in the space of the presbytery?®. A sim-
ilar arrangement can be observed in the church interior
in Altenberg where the grapevine motif decorates column
capitals and pillars in the church presbytery and tran-
sept. Monochrome quarters of the stained glass windows

27 Quoted from: [33, p. 37, ft. 5].

28 In a study by Ewa Luzyniecka leafs of grapevine are determined
as ivy leafs. On the pillar console in the aisle these leafs are accompanied
by grapes and the ornamentation of this console was also recognized as
ivy presentation [34, pp. 411, 418].
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of the upper row of this part of the church (circa 1300)
are filled with the picture of meandering plant, including
grapevine. The 13t century stalls preserved only in frag-
ments, were also adorned with this motif2°. What was left
from the triumphal crucifix which originally surmounted
the gallery, partition was a sculpture of Christ mounted
circa 1800 on a new cross whose beams — similarly to
the lignum vitae type crucifixes — are decorated by plant
writhe. It is highly probable that the form of the new cross
refers to its original form. In both cases the church interior
in this arrangement is presented as a consistent picture of
the Garden of Eden.

In the context of the above presented interpretation of
the Cistercian church as Paradise, with the Tree of Life-
crucifix in the centre, we cannot fail to notice an intrigu-

29 In 1872 after the dissolution of the abbey, some stall fragments
were housed in Kunstgewerbemuseum in Berlin. On that basis, in the
years 1907-1909 copies of two four-seat stall segments were made,
which are exhibited today in the Altenberg church [35, p. 57].

ing explanation of the rosette motif accompanying the ar-
bor vitae representations that was proposed by Romuald
Bauerreiss. This author considers the rosette as one of
Paradise symbols and he sees in it an image of a circle
as an attribute of the cherubs of Ezekiel’s vision (Ezekiel
1: 5-6). According to the Book of Genesis (Gen 3, 24),
after the original sin cherubs stood guarding Paradise that
was closed and defended the way to the Tree of Life. By
reference to iconographic examples Bauerreiss thinks that
a combination of a rosette with the arbor vitae representa-
tion depicts a cherub guarding the Tree of Life and it is
a symbol of closed Paradise [29, pp. 38-39]. If we accept
this interpretation in relation to the interior of the Cister-
cian church with the Tree of Life in the centre, then we
can perceive a new symbolic meaning of the frequent
presence of rosettes in the interior arrangement of Cister-
cian temples.

Translated by
Bogustaw Setkowicz
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Streszczenie

Kosciot cystersow, uksztattowany w poczatkowym okresie formowania zakonu, z prostymi rozwigzaniami architektonicznymi i wyposazeniem,
odzwierciedlat cysterska duchowo$c i liturgi¢ — jego architekture i wnetrze ksztattowata zakonna tradycja i obecne w niej tresci duchowe. W oparciu
o cysterskie zrodta, ze szczegdlnym wskazaniem na mistyczne tresci obecne w nauczaniu $w. Bernarda z Clairvaux (zwtaszcza w cyklu jego kazan:
In dedicatione ecclesiae), w artykule zostaty zaprezentowane znaczenia symboliczne, ktorych wyrazicielem staty si¢ architektura i wyposazenie
Sredniowiecznych $wiatyn cysterskich.

Liturgia sprawowana przez mnichéow w tradycji zakonnej cystersow byta postrzegana w jednosci z liturgia niebianska, celebrowang przez aniotow
przed tronem Boga. Takie rozumienie liturgii wptyngto na symboliczng interpretacje kosciota klasztornego. Ziemska $wiatynia, zbudowana
z ,,zywych kamieni” (lapides vivi) — zakonnikow, ktorzy ja uswiecaja swoja Swigtoscia, stanowi mistyczng jedno$¢ ze $wiatynia Boga w niebie
i liturgia niebianska celebrowana przez aniotow (officium divinum in conspectu Dei et angelorum). Obecnos¢ Boga w kosciele cysterskim
symbolizowato §wiatto stonca, w szczegdlny sposob obecne w przestrzeni sanctuarium, a kompozycja okien w szczytowej $cianie prezbiterium
w symboliczny sposob wyrazala prawde o jednosci i troistosci 0sob Trojcy Swietej. Symbolika $wiatyni cysterskiej znalazta bogaty wyraz w wys-
troju i wyposazeniu jej wngtrza interpretowanego jako Raj (ecclesia est Paradisus). Mistyczne i symboliczne znaczenia kosciota klasztornego
ksztaltowaty m.in. sens ideowy i ikonografi¢ detalu architektonicznego, monumentalnych krucyfiksow nad przegroda choru (arbor vitae), dekoracji
stalli (m.in. motyw winnej latorosli) oraz nastaw glownych ottarzy, ze szczegdélnym wskazaniem na nastawy typu relikwiarzowego.

Stowa kluczowe: cystersi, kosciot, symbolika, sredniowiecze, Swiatto, Raj

Abstract

With its simple architectural solutions and furnishing, a Cistercian church shaped at the early stage of the Order’s formation, conveyed Cistercian
spirituality and liturgy, its architecture and interior having been formed by the Order’s tradition and the spiritual contents it entailed. Based on
the Cistercian sources, with a particular emphasis on the mystical elements present in the teaching of St Bernard of Clairvaux (especially in his
homily series /n Dedicatione Ecclesiae), symbolic meanings as expressed in the architecture and furnishing of mediaeval Cistercian churches are
analyzed.

Liturgy performed by monks in the monastic tradition of the Cistercians was perceived in unity with heavenly liturgy, celebrated by angels before
God’s throne. Such understanding of liturgy had an impact on the symbolic interpretation of a monastic church. The earthly Church built of “living
stones” (lapides vivi): monks, who sanctified it with their holiness, constituted a mystical unity with God’s Church in Heaven and heavenly liturgy
celebrated by angels (officium divinum in conspectu Dei et angelorum). God’s presence in a Cistercian church was symbolized by sunlight, particularly
present within the space of the sanctuarium, while the window composition in the presbytery gable wall symbolically expressed the truth of the unity
and the Trinitarian character of the persons of the Holy Trinity. The symbolism of a Cistercian church was richly expressed in the décor and furnishing
of its interior interpreted as the Paradise (ecclesia est Paradisus). Mystical and symbolic meanings of a monastic church shaped, among others, the
ideological and iconographic sense of an architectural detail, monumental crucifixes above the rood screen (arbor vitae), choir stalls” decoration (e.g.
vine motif), as well as high altar retables.

Translated by Magdalena Iwinska
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