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Wstep

1. Zakres pracy i terminologia

Niniejsza publikacja stanowi¢ ma opracowanie dziatalnosci lwowskiej rodziny artystycznej

Polejowskich przypadajacej na druga potowe XVIII wieku. Jej gtéwnym celem jest zatem

mozliwie jak najpelniejsze zrekonstruowanie funkcjonowania rodzinnego warsztatu arty-
stycznego — w tym wypadku architektoniczno-rzezbiarskiego. Mimo iz w XVIII-wiecznym

Lwowie dziatato przynajmniej osiem rodzin artystycznych (Fesingerowie, Marquartowie,
Starzewscy, Sztylowie, Wiirtzerowie, Obroccy i Polejowscy), zagadnienie to nie zostato do-
tychczas odnotowane w literaturze przedmiotu. Co wiecej, badania nad twérczoscia catych

rodzin artystycznych — zamiast biografiami pojedynczych artystéw - réwniez nie znalazty
swego miejsca w polskiej historii sztuki. Najbardziej jaskrawym przyktadem braku zainte-
resowania badaczy tym tematem jest rodzina rzezbiarzy Schmidtéw dziatajaca na Warmii,
ktérej dwaj gtéwni przedstawiciele (ojciec i syn) otrzymali oddzielne monografie®. Ten stan

rzeczy zaczal ulega¢ zmianie dopiero w ostatnich latach, po serii publikacji Jakuba Jagietty
i Pawta Migasiewicza, ktére — co symptomatyczne — dotycza artystéw dziatajacych na Sla-
sku i koncentruja sie na pomnazaniu atrybucji dziet®.

To gléwnie niemiecka historia sztuki juz od drugiej potowy XIX wieku intensywnie roz-
wijala badania naukowe nad Kiinstlerfamilien®, a temat szczegélnie popularny stat sie w la-
tach 70.180. XX wieku. Swoje monografie otrzymatly najwazniejsze rody, jak Ziirn*, Schwanthal-
ter’ czy Sommer®, na réwni z lokalnymi lub mniej stawnymi warsztatami, m.in. rodziny Kern’,
Keller®, Auwera, pochodzacej z Brabancji, a osiadtej w Aub (z ktérej wywodzit sie Johann

1 Zob. SMOLINSKI 2006; WAGNER 2007. Warto zaznaczy¢, ze Arkadiusz Wagner, omawiajac tworczoéé
Chrystiana Bernarda Schmidta, podjal watek jego nauki i odziedziczenia warsztatu rzezbiarskiego po
ojcu, Janie Chrystianie Schmidcie, a takze prébe zebrania wiadomosci o twérczosci braci Chrystiana
Bernarda, rzezbiarzach Andrzeju, Jézefie i Ignacym, zob. WAGNER 2007, s. 50-69.

2  JAGIERLO, MIGASIEWICZ 2012a; JAGIEELO, MIGASIEWICZ 2012b; JAGIEELO, MIGASIEWICZ 2012¢;

JAGIELEO, MIGASIEWICZ 2015; JAGIEEEO 2015. Krytyczne uwagi na temat metody badawczej, powierz-

chowno$ci ustalen i konstrukecji publikacji o rodzinie rzezbiarskiej Rohnéw (JAGIELLO 2015) zob. KOL-

BIARZ 2017, s. 180, przyp. 445.

STURM 1863, s. 363.

Die Bildhauerfamilie Ziirn 1979; MANTEUFFEL 1998.

Die Bildhauerfamilie Schwanthaler 1974; GARNERUS 1974; HUBER 1981.

Die Kiinstlerfamilie Sommer 1988.

Die Kiinstlerfamilie Kern 1998.

TYROLLER 1987.
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Wolfgang von den Auwera, nadworny rzezbiarz biskupéw w Wiirzburgu)® czy Mutschele, ro-
dzina rzezbiarska z Bambergu®. Na uwage zastuguje takze nowy, miedzynarodowy projekt za-
ktadajacy zebranie informacji o twérczosci rodziny artystycznej Straubéw dziatajacych na te-
renach dzisiejszych Niemiec, Austrii, Stowenii i Chorwacji**. Jest to chyba pierwsza inicjatywa
podejmujaca ten temat realizowana na tak szeroka skale. Sposréd kilkupokoleniowej rodziny
monografie otrzymali dotychczas jedynie Johann Baptist Straub*® oraz jego mtodszy brat Phi-
lip Jakob Straub®. Na rozpoznanie dorobku i poglebione studia czeka w dalszym ciggu o$miu
pozostalych przedstawicieli rodziny, wéréd ktérych sa rzezbiarze, stolarze oraz malarz*4.

Stosunkowo czesto informacje o rodzinach artystycznych, ich wspétpracy lub tez na
temat przejecia warsztatu w ramach familii znajduja sie na marginesach rozwazan mono-
graficznych dotyczacych gtéwnych artystéw danego rodu. Mozna przywota¢ w tym miej-
scu cho¢by postaé¢ Johanna Bernarda Kamma, nadwornego rzezbiarza bamberskich bisku-
p6éw w drugiej potowie XVIII wieku®, Johanna Baptista Strauba, Ignaza Giinthera*®, Jose-
pha Matthiasa Gétza', Josepha Antona Feuchtmayera'®, Johanna Friedricha Vollmara™
czy Josefa Winterhaldera starszego® i Aegida Verhelsta®*. To wtasnie rodziny artystyczne
z kregu niemieckojezycznych krajéw Rzeszy wydaja sie gtéwnym punktem odniesienia do
tych dzialajacych w Rzeczypospolitej, szczegdlnie w XVIII wieku, kiedy naptyw artystéw
z Cesarstwa byt najbardziej intensywny.

Popularno$é rodzin artystycznych zdeterminowato kilka czynnikéw. Przede wszystkim
wypracowany w §redniowieczu system cechowy, ktéry sformalizowat system nauki w warszta-
tach i faworyzowat , dziedziczenie” zawodu w ramach rodzin rzemie$lniczych i artystycznych
(zwalniajac z wnoszenia przepisowej czesci optat na poczet organizacji). Powszechna praktyka
bylo rozpoczynanie nauki w warsztacie ojca, stryja czy brata, a po odbyciu ksztatcenia w ramach
struktur cechowych i zostaniu samodzielnym mistrzem podejmowanie ostatecznie przynaj-
mniej okresowej wspélpracy z warsztatem rodzinnym. Ograniczanie ilo$ci warsztatéw rzez-
biarskich w miastach, w ktérych dzialaty organizacje cechowe, powodowato duza mobilnosé

9 MENTH 1987 oméwitjedynie gataz rodziny Auwera wywodzaca sie od brata Johanna Wolfganga - Johanna
Michaela Josepha Auwery (1711-1758) i jego synéw. Na temat Johanna Wolfganga von den Auwera
zob. RAGALLER 1979; TRENSCHEL 1986; NEUBERT 2007.

10 TROST 1987.

11 Projekt ,TrArS” (,Tracing the Art of the Straub Family”) zostal rozpoczety w pazdzierniku 2017 roku
ijest wspétfinansowany przez Unie Europejska, Ministerstwo Kultury Republiki Chorwackiej i Bawarskie
Ministerstwo Edukacji, Nauki i Sztuki, a wyniki publikowane sa na stronie internetowej projektu, zob.
<http://trars.eu>.

12 VOLK 1984, s. 7, gdzie zostal przedstawiony pokrétce wywdd genealogiczny Johanna Baptista Strauba,
z odnotowaniem zawoddéw ojca i braci oraz pokrewienstwa z Frantzem Xavierem Messerschmidtem.
Na uwage zastuguja ponadto dwa teksty zbierajace podstawowe informacje o rodzinie Straubéw, zob.
SCHERL 1963; KLEMENCIC 2006, s. 105-108.

13 Cho¢tak naprawde trudno méwié¢ w tym wypadku o pelnej monografii, publikacja jest bowiem katalogiem-
-broszura towarzyszaca wystawie w muzeum miejskim w Grazu, zob. SCHWEIGERT 1992.

14 Najpelniejsze informacje o powigzaniach rodzinnych poszczegdlnych przedstawicieli zob. <http://trars.
eu/family.php>; cze$ciowo rozpisane byty one takze w VOLK 1984, s. 7.

15 POHL 2016, s. 44-48.

16 STATNIK 2019, s. 17-18.

17 HEISING 2004, s. 15-16, gdzie przed oméwieniem biografii rzezbiarza autor zebral informacje na temat
dziatalnosci jego ojca Johanna Georga Go6tza, nadwornego rzezbiarza biskupéw bamberskich.

18 BOECK 1948, s. 9-10.

19 W tym przypadku to Johann Friedrich Vollmar, rzezbiarz, malarz, architekt i sztukator (prowadzacy
warsztat w Laufenburgu), byl pierwszym artysta w rodzinie (jego ojciec byl katem w miescie Wil koto
Riedlingen). Warsztat i zawdd po ojcu odziedziczyt Josef Vollmar (1801-1870), ktéry przekazat go nastep-
nie swojemu synowi, malarzowi w Bazylei Viktorowi Vollmarowi (ur. 1831) oraz Ludwigowi Vollmarowi
(ur. 1842), malarzowi w Monachium; zob. ABFALG 2002, s. 14-16 (drzewo genealogiczne z rozpisanymi
zawodami cztonkéw rodziny Vollmar w koricu XVIII i w XIX wieku zob. s. 213-214).

20 PAVLICEK 2005, S. 14-15, 19-20, 44, 54, 56, 97, 111.

21 Aegid Verhelst pochodzil z antwerpskiej rodziny artystycznej parajacej sie gtéwnie rzezbiarstwem
i snycerka, cho¢ kilku jej przedstawicieli jeszcze w XVII wieku byto malarzami. Obszerne oméwienie
poszczegblnych cztonkéw familii Verhelst zob. DIETRICH 1986, s. 12-16.



1 « Zakres pracy i terminologia

czeladnikéw, poszukujacych podczas wieloletnich wedréwek czeladniczych nie tylko mozli-
wosci doskonalenia swego warsztatu, ale takze okazji do ozenku z wdowa utrzymujaca war-
sztat rzezbiarskilub do wykupienia koncesji warsztatu rozwigzanego po $mierci jego mistrza®>.
W XVII i XVIII wieku w Europie Srodkowej koncentracja licznych zleceri, przy ograniczonym
czasie ich realizacji, prowadzita do okresowego taczenia sie mniejszych warsztatéw artystycz-
nych w ,,sp6tki” oraz do rozpowszechnienia sie, na szeroka skale, praktyki dziedziczenia war-
sztatu przez kolejnych cztonkéw rodziny badz przez wzenionych w nia wspétpracownikéw™.
W badaniach nad socjologia sztuki zwraca sie takze ostatnio uwage na powigzania pomiedzy
organizacjami cechowymi a warsztatami rodzinnymi artystéw, w ktérych waznym ogniwem
byty gildie kupieckie dostarczajace materialéw, wzornikéw czy narzedzi*+.

Pomimo czestego podejmowania przez badaczy niemieckich tematyki Kiinstlerfamilien
i pojawiania sie tego terminu w literaturze co najmniej od 1863 roku®, nie przyktadano uwa-
gi do sformulowania jego definicji*. Stosowany intuicyjnie i powszechnie zrozumiaty nie
znalaz! sie on w niemieckich stownikach terminologicznych czy encyklopediach?, nie byt
takze ttumaczony w stownikach artystycznych®®. We Wtoszech mianem ,famiglia artistica”
okreslano od XIX wieku stowarzyszenia artystéw, wsréd ktérych najwieksza stawa cieszy-
ta sie grupa zawiazana w Mediolanie w 1873 roku®® (na jej corocznych wystawach w latach
1907-1911 swe prace prezentowal m.in. Umberto Boccioni i pozostali futurysci)®°. W sred-
niowieczu i wczesnej nowozytnosci ,,familiami” nazywano wedrowne warsztaty artystycz-
ne?’. Réwniez angielskie i francuskie kompendia nie wyksztatcity wlasnej definicji, szeroko
stosujac okreslenia opisowe, jak na przyktad ,family of sculptors™>.

Mozna sie zastanawia¢, czy taka definicja w ogdle jest potrzebna. Biorac jednak pod
uwage nieznaczne réznice w funkcjonowaniu rodziny Polejowskich w stosunku do najle-
piej przebadanych rodzin niemieckich, wydaje sie zasadne okreslenie przynajmniej robo-
czego desygnatu.

Termin ,rodzina artystyczna” bedzie zatem w niniejszej publikacji odnosit sie do wie-
lopokoleniowej familii, w ktérej zawdd o profilu artystycznym byl przekazywany z ojca na
syna, uprawiany przez braci badz tez kuzynéw. Kolejne pokolenia, z reguty rozpoczynajace
nauke w warsztacie krewnego, z czasem stawaly sie wlascicielami tych warsztatéw (narze-
dzi, modeli, rycin, sieci kontaktéw i zleceniodawcéw, a czasem takze wspétpracownikéw).
Z pojeciem warsztatu rodzinnego nierozerwalnie laczylo sie kilka stosowanych praktyk.
Przede wszystkim, przynajmniej okresowa, wspétpraca kilku cztonkéw familii przy wyko-
nywaniu zlecenia, a takze wzajemne cedowanie lub podzlecanie sobie zaméwien i polecanie
ustug swych krewnych zleceniodawcom (szczegélnie jesli cztonkowie reprezentowali rézne

22 KALINOWSKI 1995, s. 110; OSTROWSKI 19964, s. 366; BRZEZINA 2004, s. 56-57.

23 KALINOWSKI 1995, s. 106-107; £YCZAK 2018, s. 19, 34.

24 CARMELLINI 2011, s. 8.

25 STURM 1863, s. 363.

26 Zaden zwymienionych powyzej autoréw monografii rodzin artystycznych nie zawart w swoich publika-
cjach definicji terminu. Nie zrobit tego takze autor wydanej w 2017 roku monografii XV-wiecznej rodziny
malarzy Strigel, dziatajacej w Memmingen, zob. ZSELLER 2017.

27 LEXER 1872; SCHMELLER, FROMMANN 1872; GRIMM, GRIMM 1873; SCHADE 1882.

28 FUSSLI 1763; NAGLER 1835-1852; MULLER, SEUBERT, KLUNZINGER 1857-1870; THIEME, BECKER 1907-
-1950; MULLER, SINGER 1922; AKL 1969-.

29 Esposizione retrospettiva 1913 / La Famiglia artistica 1913; MANGIAROTTI 2004. W literaturze mozna znalez¢
opinie, ze mediolariska grupa ,Famiglia Artistica” byla radykalna w pogladach organizacja zrzeszajaca arty-
stow otwartych na wszystkie dziedziny sztuki. Z jej szeregéw wyszli twércy, ktérzy zawiazali pézniej wlasne
grupy, jak ,Futurysci” czy ,Nuove Tendenze” skupione wokét Antonio Sant’Elia, zob. WHYTE 2000, s. 356.
Warto doda¢, ze ,Famiglia Artistica Milanese” dziata do dzisiaj, zob. <https://famigliaartisticamilanese.
wordpress.com>.

30 COEN 1988, s. XIX, XXII-XXIII, 72, 93. Na wystawie w 1910 roku po raz pierwszy zaprezentowali sie
wspdlnie wloscy futurysci: Umberto Boccioni, Aroldo Bonzagni, Carlo Carra, Luigi Russolo, zob. COHEN
2004, S. 221-222.

31 KUNKEL 2007, s. 15.

32 BENEZIT 1976; The Dictionary of Art 1996-.
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dziedziny sztuki). W takim rozumieniu warsztat rodzinny mégt wéwczas formalnie dziata¢,
uzgadniajac udziat krewnych z fundatorem i rozliczajac wynagrodzenie wedtug oficjalnego
podzialy, lub tez prowadzi¢ wspélprace na poziomie prywatnej umowy, dzielac sie samo-
dzielnie zarobionymi pieniedzmi wewnatrz warsztatu. Ten ostatni sposéb funkcjonowania
powoduje znaczne utrudnienia przy probie analizy dziatalnosci warsztatu rodzinnego, nie
pozostawil on bowiem uchwytnych zrédet pisanych.

W przypadku lwowskiego srodowiska artystycznego ma miejsce specyficzna sytuacja, kiedy
znacznej liczbie rodzin artystycznych dzialajacych wjednym czasie towarzyszy znikoma baza
archiwalna, niepozwalajaca zrekonstruowac rodzinnych powiazan. We Lwowie w XVIII wieku
najpelniej powyzej przytoczona definicje realizowaly trzy wspomniane wczesniej rodziny: Fe-
singer6éw, obejmujaca dwa pokolenia i az szesciu rzezbiarzy i architektéw, Wirtzeréw, w kto-
rej dwa pokolenia reprezentowalo trzech rzezbiarzy, oraz do pewnego stopnia Polejowskich
obejmujacych przynajmniej jedno pokolenie (dwéch rzezbiarzy i architekt). Znacznych trud-
noéci nastreczaja pozostate rody, wymieniane w literaturze i a priori traktowane jako rodziny
artystyczne. [ tak w przypadku rodziny malarzy Mileréw (wlasc. Miilleréw), znanych z dekre-
tu komisji porzadkowej z 1756 roku, wymieniono wéwczas Franciszka, Mikolaja, Piotra i Sta-
nistawa?®?. Natomiast zachowane wiadomosci archiwalne i znane dzieta odnosza sie wylacz-
nie do Mathiasa Miillera, szwagra Polejowskich. Co prawda w metrykach wzmiankowany jest
takze Jan Miler, lecz bez okreslenia zawodu3*. Zasadne zatem wydaje sie pytanie, czy znany
lwowski malarz i poztotnik Mathias Miiller byt w jakikolwiek spos6b powiazany z wymienio-
nymiw 1756 roku malarzami o tym samym nazwisku. Nie da sie réwniez uchwyci¢ Zrédtowego
powiazania pomiedzy Jerzym J6zefem a Janem Marquartami (poza brzemieniem nazwiska).
Podobnie sprawa wyglada w przypadku Antoniego i Josefa Sztyléw. Na bazie wlasnorecznych
podpiséw obu artystéw nalezy przyjaé, ze nie byli ze sobg spokrewnieni. Josef Still podpisywat
sie w znanych zrédlach zawsze jako Still, natomiast Antoni Sztyl po polsku. Poza tym Zrédta
zdaja sie wskazywac, ze dzieli ich takze wyznanie rzymsko- i greckokatolickie®.

Sposréd wymienionych lwowskich rodzin artystycznych najwiecej informacji archiwal-
nych zachowato sie na temat Polejowskich. Z nimi takze mozna polaczy¢ znaczna grupe
potwierdzonych (zachowanych lub znanych z ikonografii) dziel. Co wiecej, Piotra i Macie-
ja uwaza sie za artystéw, ktérzy wywarli najwiekszy wplyw na lwowskie $srodowisko arty-
styczne drugiej potowy XVIII wieku. Dlatego préba opracowania calo$ciowego dorobku ro-
dziny Polejowskich dala szanse na przynajmniej cze$ciowe uzupetnienie panoramy sztuki
Lwowa tego okresu.

Powyzsze zalozenia badawcze doprowadzily do przyjecia postawy, w ktérej starano sie
mozliwie jak najdoktadniej przeanalizowaé w kontekscie Polejowskich desygnaty wyrazone
wczedniej w definicji rodziny artystycznej, a wiec przede wszystkim kwestie wspétprowa-
dzenia czy przejmowania warsztatu oraz polecania i podzlecania pracy. Antycypujac dalsze
rozwazania, juz w tym momencie nalezy stwierdzi¢, ze analiza wspélnych realizacji Piotra
i Macieja Polejowskich pozwala na konkluzje, iz ich rodzinny warsztat funkcjonowat wy-
tacznie okresowo. Nie byt on réwniez zwyczajowa w przypadku zachodnioeuropejskich ro-
dzin ,firma” artystyczna. Z duza doza prawdopodobieristwa mozna przyjaé, ze bracia Pole-
jowscy nie prowadzili statego, wspdlnego warsztatu realizujacego zamdwienia ani nie mieli

setatowych” wspétpracownikéw. Nie byta to zatem ciggla wspdlpraca, lecz podejmowana na
potrzeby konkretnego zaméwienia na zasadzie okresowej ,,spétki”. De facto bracia Polejow-
scy pracowali przez wieksza cze$¢ swych karier artystycznych oddzielnie. W konsekwencji
trudno jest wiec okresli¢ Polejowskich jako typowa rodzine artystyczna, réwniez z powodu
tego, ze wich przypadku zabraklo pokoleniowosci, ktéra mocno definiowata warsztaty i spot-
ki rodzinne. Wypada jednak zaznaczy¢, ze niestosowne byloby catkowite pozbawienie Pole-
jowskich statusu rodziny artystycznej, wszak byli bra¢mi wykonujacymi okresowo wspélne

33 Pozew przeciwko artystom i rzemieslnikom uchylajacym sie od wstapienia do cechéw miejskich w 1756
roku zob. MANKOWSKI 1937, s. 158-159, aneks 3.

34 Zob. DWORZAK 2018, s. 331.

35 Zob. DWORZAK 2018, s. 88, 98-99, 445-447.
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prace, szczegdlnie u progu samodzielnej kariery. Ta konkluzja spowodowala, ze z pierwotne-
go tytutu ksiazki znikneto okreslenie ,rodzina artystyczna”, nie zmienilo to jednak podsta-
wowych zatozen badawczych.

2. Podstawa zrodlowa

Przygotowanie niniejszej ksiazki poprzedzity kilkuletnie badania terenowe i archiwalne.
W ramach tych pierwszych przeprowadzono inwentaryzacje wyposazen kosciotéw, w ktérych
znajduja sie lub znajdowaty dzieta braci Polejowskich, a takze tych, ktére sa wiazane z nimi
na podstawie licznych atrybucji. Badania objely tereny historycznej ziemi sandomierskiej,
Przemysl, Wlodawe, Chelm, Lwéw, Buczacz, Horodenke, Stanistawéw, cerkiew monastyru
w Krechowie i w Poczajowie. Dokonano takze rozpoznania wystrojéw cerkwi znajdujacych sie
w promieniu okoto 30 km od kolebki ,,lwowskiej rzezby rokokowej”, czyli Buczacza3®. Istniato

prawdopodobienstwo, ze w najblizszym sasiedztwie siedziby warsztatu Pinsla moga znajdo-
wac sie wciaz nieznane dziela rzezbiarskie. Paradoksem prac inwentaryzacyjnych na terenie

dawnego wojewddztwa ruskiego jest bowiem doskonate rozpoznanie $wiatyn tacinskich przy
jednoczesnej marginalizacji budowli cerkiewnych. Niestety, objazd ten odbyt sie mniej wiecej

25-30 lat za p6zno. Wiekszo$¢ starszych, czasem jeszcze XVII- i XVIII-wiecznych cerkwi po

odzyskaniu przez Ukraine niepodleglosci w 1991 roku zostata sukcesywnie zastapiona no-
wymi, murowanymi $wigtyniami. W nielicznych ocalatych (jak np. w Dereniéwce) zachowa-
ty sie prowincjonalne ikonostasy wraz z ottarzami bocznymi z przetomu XVIII i XIX wieku,
obficie zdobione rocaille’em?, lecz w zasadzie pozbawione dekoracji rzezbiarskiej (nie liczac
niewielkich figurek puttéw). Jedynym wyjatkiem jest murowana cerkiew pw. Tréjcy Swietej

w Zarwanicy, wzniesiona w 1754 roku z fundacji wlasciciela wsi Piotra Michata Migczynskie-
go, wojewody czernihowskiego3®, ktérej pierwotne wyposazenie obejmowato az szeé¢ ottarzy
oraz ambone3®. Obecnie zachowana jest tylko kazalnica, wiernie powtarzajaca formy i deko-
racje rzezbiarska ambony z Horodenki®°.

36 Sprawdzono cerkwie w nastepujacych miejscowosciach: Bielawirice, Czortkéw, Daleszowa, Dereniéwka,
Duliby, Hothocze, Kolanki, Koropiec, Koszytowce, Michalcze, Mtyniska, Nadriczne, Nagérzanka, Nizniéw,
Nyrkéw, Podgérzany, Podhajce, Podwerbce, Podzameczek, Przewtoka, Repuzynce, Rukomysz, Semendéw
,Sosnéw, Scianka, Wisniowczyk, Zahajce, Zarwanica, Zielona, Zurawince. W przypadku Nizniowa uzy-
skano informacje, ze w cerkwi pw. Ofiarowania Najéwietszej Marii Panny w miescie znajduja sie przed-
mioty (gléwnie obrazy) z nieistniejacego kosciota Paulinéw. Kilka obrazéw faktycznie ma ksztalt pola
obrazowego sugerujacy ich przeznaczenie do ottarza. Informacja ta nie dysponowali inwentaryzatorzy
z zespotu prof. Ostrowskiego, co potwierdzit monografista kosciota Paulinéw, Andrzej Betlej.

37 Nadlugie trwanie form rokokowych w wystrojach i wyposazeniach lokalnych cerkwi na terenie Galicji,
gdzie jeszcze w latach 30. XIX wieku wykonywano ,rokokowe” w formie i ornamencie wieloplanowe
konstrukcje ottarzy gtéwnych z niewielkimi przegrodamiikonostaséw i ottarzamibocznymi, wskazywat
KRASNY 2003a, s. 241; KRASNY 2005b, s. 187.

38 FRIDRICH 1904, s.320; KWICZ 20009, s. 32, 35; KWICZ 2011, 5. 118. Por. KRASNY 2005b, s. 183, przyp. 165,
gdzie btednie uznano ja za zburzona po II wojnie §wiatowe;j.

39 Por. KRASNY 2005b, s. 183. Autor twierdzi, ze okoto 1772 roku wstawiono do wnetrza cerkwi ,trzy okazalte
oltarze”, powolujac sie przy tym na publikacje FRIDRICH 1904, s. 320, 322. Tenze jednak w notatce dotyczacej
Zarwanicy owej informacji nigdzie nie zamiescil. Gléwny ottarz byt struktura z czterema kolumnami, pomie-
dzy ktérymi ustawiono rzezby Swietych Piotra i Pawla, a na przyczétkach belkowania cztery figury Aniotéw.
W protokole wizytacji cerkwi z 1759 roku zapisano, ze byt to ottarz ,bez Deizusa, apostotéw i carskich wrét;
naobecna mode”, awiec catkowicie zlatynizowany (zob. KWICZ 2009, s. 36; por. KWICZ 2011, s. 118, autorka,
powolujac sie na te sama wizytacje co monografista cerkwi, nota bene o tym samym nazwisku, w ogéle nie
wspomina o gtéwnym oltarzu). W literaturze (FRIDRICH 1904, s. 321; KRASNY 2005b, s. 184) publikowany
jest jedynie drzeworyt przedstawiajacy ottarz z obrazem Matki Boskiej, ktéry ze wzgledu na swoje znaczne
rozmiary nie moze by¢ tozsamy z tym opisanym w r. 1759. Oryginalna fotografia znajdujaca sie w Fototece
IHS UJ, na podstawie ktérej zostata wykonana grafika, nie byta dotychczas publikowana.

40 Opracowaniem dziejéw wyposazenia cerkwi w Zarwanicy zajmuje sie w artykule przygotowywanym do
druku.
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Kwerenda archiwalna na Ukrainie objela kilka placéwek. W Centralnym Panistwowym
Archiwum Historycznym we Lwowie sprawdzono przede wszystkim dwa obszerne zespo-
ty archiwalne (akta miejskie i metrykalne): Lwowskie ksiegi sadowe z dawnego zespotu Akt
Miasta Lwowa (fond 52), obejmujace tomy za lata okoto 1750-1786 (czyli do czasu austriackiej
reformy administracyjnej), oraz wybrane ksiegi tzw. Tabuli Galicyjskiej (fond 166) za okres
1787-okoto 1800 (zespoly ksiag testamentéw, plenipotentéw i wlascicieli nieruchomosci)
i Sadu Grodzkiego Lwowskiego (fond 9). Drugim gléwnym zespotem byly rzymskokatolic-
kie ksiegi metrykalne (fond 618), dotyczace katedry Iwowskiej i obejmujace caty XVIII wiek.
Ponadto sprawdzono m.in. dokumenty zwiazane z fundacja i sprawami majatkowymi Rze-
wuskich z Rozdotu (fond 181), klasztorami bazyliariskimi (fond 648) oraz zbiér inwentarzy
kos$ciotéw zebrany w aktach Namiestnictwa Galicyjskiego (fond 146, op. 88) i zbi6r planéw
architektonicznych (fond 742). Zrezygnowano ze szczegétowego sprawdzania dokumentéw
rzymskokatolickiej kapitulty katedralnej we Lwowie (fond 197) z uwagi na opublikowane
w ostatnich latach drobiazgowe opracowanie dziejéw katedry lwowskiej**.

W Bibliotece Naukowej Akademii Nauk Ukrainy im. Wasyla Stefanyka we Lwowie wy-
konano kwerende w zbiorach oddziatu rekopiséw, dotyczaca dokumentéw klasztoréw ba-
zylianiskich (fond 3), dokumentéw pozostawionych w spusciznie po Antonim Petruszewi-
czu (fond 77, wypisy do ,Historii malarstwa ikonowego”), przechowywanych Archiwum Ba-
worowskich (fond 209), w rekopisach Urzedu Konserwatorskiego wojewddztwa lwowskiego
(fond 26), w zbiorze Aleksandra Czotowskiego (fond 141) oraz w dziale rekopiséw Pawlikow-
skich (fond 76). Ponadto przeszukano zbidr fotografii przechowywany w Dziale Sztuki (obej-
mujacy fotografie czeSciowo pochodzace ze zbioréw przedwojennego wojewddzkiego Urzedu
Konserwatorskiego, Uniwersytetu im. Jana Kazimierza we Lwowie i inne).

Badania w instytucjach muzealnych we Lwowie polegaly na szczegétowej kwerendzie
w magazynach rzezby Lwowskiej Galerii Sztuki, znajdujacych sie w Olesku, stalej ekspo-
zycji Galerii we Lwowie oraz na zamkach w Olesku i Ztoczowie. W Muzeum Historii Mia-
sta Lwowa poszukiwania objety bogaty zbiér fotografii kosciotéw i kaplic z terenu Galicji,
a w Muzeum Historii Religii ekspozycje stala, na ktérej znajduja sie dzieta ,lwowskiej rzez-
by rokokowe;j”.

Ostatnia instytucja lwowska, w ktérej podjeto kwerende, byto Muzeum Narodowe Ukrain-
skiej Sztuki im. biskupa Andrzeja Szeptyckiego. Niestety, badania w tej placéwce napotka-
ty szereg trudnosci. Wlasciwie przeprowadzono jedynie rozpoznanie rzezb znajdujacych sie
na statej ekspozycji muzeum. Wielokrotnie ponawiane w ciagu kilku lat préby podjecia po-
szukiwan w zbiorach negatywéw muzeum, dziale rekopiséw (gdzie przechowywane sa plany
i projekty) oraz w magazynach rzezby byly uniemozliwiane przez dyrekcje muzeum. Udalo
sie jedynie przeprowadzi¢ bardzo ograniczona kwerende w zbiorach odbitek fotograficznych
Fototeki Muzeum (ktéra nie przyniosta wiekszych znalezisk) oraz zobaczy¢, ale juz nie sfoto-
grafowad, plany i projekty Bernarda Meretyna na cerkiew pw. $w. Jura we Lwowie, Klemensa
Ksawerego Fesingera na lwowski patac biskupéw greckokatolickich, Franciszka Ksawerego
Kulczyckiego na wystrdj wnetrz tegoz patacu oraz Jana Szczurowskiego na dekoracje egzekwii
po $mierci Marii Teresy, jakie miaty miejsce w cerkwi $wietojurskiej**. Dyrekcja lwowskiej in-
stytucji odmoéwita takze wszelkiego dostepu do zbioréw rekopiséw przechowywanych w mu-
zeum, wérdd ktérych znajduja sie dokumenty ,fabryki” cerkwi pw. $w. Jura we Lwowie.

Badania poza Lwowem byly prowadzone w Paristwowym Archiwum Obwodowym w Tar-
nopolu, gdzie jest przechowywane skomasowane z innych miast Archiwum Lawry w Poczajo-
wie (fond 258), oraz na ekspozycji dwdch miejskich muzeéw — Tarnopolskiego Obwodowego

41 ADAMSKI, BIERNAT, OSTROWSKI, PETRUS 2013.

42 Wsréd réznych argumentéw wysuwanych przez dyrekcje muzeum na uzasadnienie odmowy sfotogra-
fowania wymienionych projektéw byt m.in. rzekomy fakt nieopublikowania ich jeszcze w literaturze,
co oczywiscie jest nieprawda. Rysunek Bernarda Meretyna publikowatl jeszcze Tadeusz Mankowski
w 1932 roku, natomiast pozostale po Il wojnie $wiatowej kilkakrotnie wykorzystywat Wotodymyr Wujcyk.
Niestety, zdjecia projektéw byty publikowane w niewielkich rozmiarach, czarno-biale, a czesto takze
na stabej jakosci papierze, dlatego ich przydatnos¢ do szczegétowych badan (zwlaszcza o charakterze
analitycznym i poréwnawczym) jest znikoma.
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Muzeum Krajoznawczego i Muzeum Sztuki. Ponadto poszukiwania objety oddziat Iwow-
skiego Muzeum Historii Religii w Krystynopolu (Czerwonogradzie), ekspozycje muzealna
na Zamku w Zbarazu, w Rejonowym Komunalnym Muzeum Krajoznawczym w Buczaczu
oraz Muzeum Huculszczyzny i Pokucia w Kotomyi.

W Kijowie przeprowadzono kwerende w Centralnym Panistwowym Archiwum Historycz-
nym, w poszukiwaniu dokumentdéw dotyczacych fundacji artystycznych Franciszka Saleze-
go Potockiego (kwerenda z wynikiem negatywnym), oraz w Narodowej Bibliotece Ukrainy
im. W. I. Wernadskiego i na ekspozycji Muzeum Narodowego.

Poszukiwania w zbiorach polskich byty prowadzone przede wszystkim w archiwach za-
konnych - Archiwach Prowincji Bernardynéw, Franciszkanéw, Karmelitéw Trzewiczkowych,
Karmelitéw Bosych, Misjonarzy i Dominikanéw w Krakowie, oraz archiwach klasztornych
Franciszkanéw w Kalwarii Pactawskiej i Przemyslu. Poniewaz wkrétce po rozpoczeciu ba-
dan do niniejszej publikacji w Instytucie Historii Sztuki UJ zostala obroniona praca dok-
torska Magdaleny Ludery, w ktérej autorka z wielka szczegétowoscia oméwita dzieje po-
wstania wyposazenia kosciota Paulinéw we Wlodawie (ktére postuzyly jej do zadatowania
freskow w kosciele, bedacych przedmiotem jej doktoratu), zdecydowano sie zrezygnowac
z ponownej kwerendy archiwalnej zaréwno w archiwum samego klasztoru, jak i Prowin-
cji Polskiej Paulinéw w Czestochowie. W Archiwum Opactwa Siéstr Benedyktynek w Krze-
szowie udalo sie odnalez¢ dokumenty jurydyki przyklasztornej siéstr benedyktynek we
Lwowie, a w Archiwum Archidiecezjalnym w Przemyslu pojedyncze dokumenty dotyczace
klasztoru w Kalwarii Pactawskiej. Przeprowadzono takze poszukiwania w zbiorach Muze-
um Misyjnego Prowincji Polskiej Franciszkanéw w Lezajsku, ktére zaowocowaty zidentyfi-
kowaniem kilku przedmiotéw ztotniczych z klasztoru w Zastawiu. Kwerenda w Archiwum
Kurii Metropolitalnej w Krakowie obejmowata dokumenty parafii z terenu ziemi sando-
mierskiej i uzupelniona zostata badaniami prowadzonymi w Bibliotece Diecezjalnej w San-
domierzu, Archiwum Diecezji Sandomierskiej oraz w Archiwum Panstwowym w Radomiu.
W zbiorach Archiwum Archidiecezji Lwowskiej im. biskupa Eugeniusza Baziaka w Krako-
wie sprawdzono gtéwnie ksiegi metrykalne parafii Matki Boskiej Snieznej na Krakowskim
Przedmiesciu oraz nie w pelni wykorzystane dotychczas akta wizytacyjne parafii z diecezji
lwowskiej. Kolejna czes¢ ksiag metrykalnych (parafii katedry lwowskiej oraz parafii z oko-
lic Buczacza) analizowanych w pracy wykorzystano ze zbioréw Archiwum Gléwnego Akt
Dawnych w Warszawie. Kwerendy przeprowadzono takze w Tekach Antoniego Schneidera
w Archiwum Narodowym w Krakowie, Bibliotece XX. Czartoryskich w Krakowie oraz w Bi-
bliotece Jagielloniskiej w Krakowie. Ponadto zapoznano sie z wypisami archiwalnymi Ta-
deusza Mankowskiego oraz jego zbiorem fotografii przechowywanych w Archiwum Nauki
PAU i PAN w Krakowie. Ze zbioréw Zaktadu Narodowego im. Ossoliniskich we Wroctawiu
pozyskano m.in. kopie pracy doktorskiej Julii Hornungowej, obronionej na Uniwersytecie
im. Jana Kazimierza we Lwowie w 1932 roku, zapoznano sie z korespondencja Mieczystawa
Gebarowicza i Jerzego Kowalczyka do Zbigniewa Hornunga, a takze ze zbiorem klisz i fo-
tografii po Hornungu. Przeprowadzono réwniez kwerende w zbiorach fotografii Muzeum
Narodowego Ziemi Przemyskiej w Przemyslu, Fototece Instytutu Historii Sztuki UJ oraz
Fototece Instytutu Sztuki PAN w Warszawie.

3. Kwestie edytorskie, pisownia nazwisk artystow

W przypadku, kiedy nazwisko omawianej osoby bylo réznie zapisywane, za podstawowa wer-
sje przyjeto te najczesciej pojawiajaca sie w zZrédtach. Sytuacja ta dotyczy przede wszystkim
czol6éwki artystycznej Lwowa, czyli architekta Bernarda Meretyna (zapisywany takze jako
Merderet, Martyn, Merdin, Merder, Meredin, Merthrar, Merderr, Merrder), rzezbiarzy Se-
bastiana Fesingera (Feysinger, Fesinier, Fesingier, Fesinger, Pedzingier, Fesingierr, Faysin-
gier, Fensingier, Fezingier, Fenzinger), Georga Michaela Wiirtzera (Wercer, Wercell, Worcell,
Worcerr) i Johanna Gertnera (Getner, Giettner).
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W przypadku Bernarda Meretyna zdecydowano sie trzymac utrwalonej w literaturze wer-
sji zaréwno imienia, jak i nazwiska, szczegdlnie wobec uzywania przez architekta réznych
wersji podpisu (m.in. Merettini, Merettinus, ale takze wlasnie Meretyn)*. Zaréwno Tade-
usz Mankowski, jaki i Piotr Krasny wskazywali ponadto, ze za utrzymaniem i stosowaniem
w literaturze tradycyjnej pisowni tego nazwiska przemawia fakt, iz wlasnie przy takiej for-
mie pozostata rodzina architekta, byl to takze jeden z wariantéw jego wlasnego podpisu®*.

Nieco inna sytuacja zachodzi w przypadku Sebastiana Fesingera, ktéry podpisywat sie
alfabetem lacinskim, z imieniem w brzmieniu tacinskim (Sebastianus) i nazwiskiem Fe-
singer. Tymczasem jego syn, architekt Klemens Ksawery Fesinger konsekwentnie stosowat
inny wariant nazwiska — Fessinger. Zdecydowano sie wiec na ujednolicenie zapisu zgodnie
z forma stosowana przez Sebastiana. Co wiecej, mozna takze zauwazy¢, ze Sebastian Fesin-
ger byl sktonny do przyjecia kultury stowa pisanego miasta, w ktérym przyszto mu spedzi¢
przeszlo 30 lat zycia. Z krétkich zapiséw w aktach sadowych jurydyki swietojanskiej, ktérej
byt kilkakrotnie wéjtem i tawnikiem, oraz w archiwaliach dominikanskich wiadomo, ze opa-
nowat pisownie polska®. Przeciwna postawe prezentowat z kolei rzezbiarz Georg Michael
Wiirtzer, ktéry na znanych dokumentach podpisywat sie wylacznie alfabetem niemieckim
z adnotacjami w tym wlasnie jezyku, a takze rzezbiarz Josef Still, réwniez podpisujacy sie
i piszacy szwabacha. Ci rzezbiarze, zgodnie z lekcja swych podpiséw, beda wiec zapisywani
takze z niemieckimi wersjami imion4®.

Lektura ksigg sadowych ujawnilta wlasnoreczne podpisy czesci artystéw i rzemieslnikéw
lwowskich i taka wlasnie pisownia ich imion i nazwisk zostala zastosowana w niniejszym
opracowaniu (czasem zmieniajaca utarta w literaturze wersje)¥. Dotyczy to rzezbiarzy: Se-
bastiana Fesingera, Georga Michaela Wiirtzera, Blosiusa Josefa Hoselwandera, Josefa Stil-
la, Antoniego Sztyla (z uwspélczesnieniem nazwiska do wersji z pojedynczym ,17), Michala
Filewicza, Jana Szczurowskiego, Kaspra Kolerta, Stanistawa Trojanowskiego; architektéw:
Pierre’a Denisa Guibauta, Jean’a Ignace’a Du Defilles’a, Petera Miillera; malarzy: Mathiasa
Millera, Marcina Biatobrzyskiego, Piotra Witawickiego, Jézefa Ziembickiego, Szymona Ja-
remkiewicza i Jakuba Kistowskiego; ztotnika i jubilera Pierre’a Chaliera; rytownika Jana J6-
zefa Filipowicza; geometry Wincentego Urbanika; typografa i drukarza Antona Pillera oraz
jego zony ,typografki” Josephine Piller (najczesciej zapisywanej jako Pillerin). W przypad-
ku stolarza i architekta Konrada Kotschenriuttera przyjeto wersje ustalona przez Jakuba
Site i Rafata Nestorowa na podstawie zachowanych autograféw artysty*®.

Nazwiska zon owych artystéw, bez wzgledu na ich narodowos¢, beda pisane wedtug za-
sad przyjetych dla form meskich, przyktadowo: Magdaleny z Polejowskich Miillerowej, Tekli
Chalier czy Marianny Wiirtzerowej i Marianny Elzbiety de domo Ricaud de Tirregaille Cha-
lier. Pewnych trudno$ci nastrecza pisownia imion dzieci artystéw i rzemie$lnikéw obcego
pochodzenia, ktére w ksiegach metrykalnych wystepuja w formie tacifiskiej. Przyjeto wiec
zasade, w my$l ktérej potomkowie urodzeni na terenie Rzeczypospolitej beda pisani z pol-
ska wersja imienia, na przyklad rzezbiarze J6zef i Jan Michal Wiirtzerowie (ich podpisy nie
sa znane, ale wiadomo, ze urodzili sie we Lwowie).

Niestety, brak sygnatur nie pozwala rozstrzygna¢ narodowosci Jerzego J6zefa i Jana Mar-
quartéw. Nie wiadomo nawet, czy Jerzy Jézef byl w jakikolwiek sposéb spokrewniony z Ja-
nem Marquartem, bowiem ten drugi praktycznie nie utrzymywat kontaktéw z lwowskim $ro-

43 Na ten temat zob. MANKOWSKI 1932, s. 85; KRASNY 2001, s. 199.

44 MANKOWSKI 1932, s. 85; KRASNY, Bernard Meretyn, s. 5. Na analogiczna sytuacje w stosunku do dziatajacego
we Lwowie rzezbiarza Thomasa Huttera wskazywal niegdy$ Jakub Sito. Artysta ten wystepowat w zrédtach
pod réznymi transkrypcjami nazwiska (Hutter, Huetter, Hiitter, Hudder), podpisywat sie takze w kilku
wariantach, w tym Hutter. Ostatecznie te wersje zapisu, jako ugruntowana w literaturze, przyjat réwniez
monografista artysty, zob. SITO 2001, s. 17-18.

45 APPDKr., Lw.-437, k. 13/57r.

46 Zaprzyklad takiej praktykiniech ponownie postuzy posta¢ Thomasa Huttera, ktéry takze do konica zycia
nie spolonizowat sie i uzywatl niemieckiej wersji imienia, zob. SITO 2001, s. 18.

47 Zob. Aneks1.

48 SITO, NESTOROW 2011, s. 292.
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dowiskiem artystycznym®. Przez wzglad na powyzsze trudnosci zdecydowano sie zachowa¢
powszechnie przyjeta i stosowana w literaturze wersje polskich imion Marquartéw.

W edycji tekstéw zrédlowych cytowanych w pracy i umieszczonych w aneksach w wiek-
szo$ci zastosowano sie do zasad zawartych w Instrukcji wydawniczej do Zrédet historycznych
od X VI do potowy XIX wieku (oprac. K. Lepszy, Wroctaw 1953). W zrédtach rozwigzano skréty,
wszelkie uzupelnienia tekstu pochodzace od wydawcy umieszczono w nawiasach kwadra-
towych, podobnie jak numery kart/stron rekopisu. Oryginalne skreslenia w tekstach zréd-
towych zostaly zachowane, zastosowano znak <> na zaznaczenie fragmentéw nadpisanych
lub umieszczonych na marginesach oraz pdzniejszych uzupelnient. Znajdujace sie w archi-
waliach nieliczne wyrazy nieczytelne zaznaczono przez zastosowanie symbolu [...]. W teks-
tach publikowanych w aneksach uzupelniono brakujace znaki diakrytyczne, zachowujac jed-
nak charakterystyczne dla epoki obocznosci i formy. Ujednolicono réwniez pisownie wy-
raz6éw zakorniczonych na ,-ja”, usunieto podwojone spétgloski. Lacinski skrét ,s.” (sanctus)
przy imionach $wietych pozostawiono zgodnie z pisownig autora w przypadku zastosowania
go we fragmentach w jezyku tacinskim, zamieniono go jednak na polska wersje tego skrétu
(,$w.”) przy spolszczonych imionach $wietych. Nie ujednolicano natomiast zapisu liczebni-
kéw, pozostawiajac je w formie wystepujacej w zrédtach.

Niniejsza ksiazka jest skrécona i uzupelniona wersja dysertacji doktorskiej pt. ,Dziatalnogé¢
Polejowskich - lwowskiej rodziny artystycznej w drugiej potowie XVIII wieku”, napisanej pod
kierunkiem dr. hab. Andrzeja Betleja i obronionej w Instytucie Historii Sztuki Uniwersytetu
Jagielloniskiego w 2018 roku. I jak kazda praca naukowa nie mogtaby powstac bez zyczliwo-
$ci i pomocy ze strony wielu 0séb i instytucji. Dziekuje przede wszystkim memu Promoto-
rowi za opieke naukows, pomoc, za dyskusje, wskazowki, za wprowadzenie mnie w tematy-
ke badan na dawnych kresach i pokazanie kolejnych $ciezek naukowych. Pomoc i zyczliwe
zainteresowanie moimi badaniami okazal prof. dr hab. Jan K. Ostrowski, ktéremu zawdzie-
czam nie tylko inspirujace wskazéwki, ale takze cze$¢ fotografii publikowanych w redago-
wanej przez Niego serii Materiaty do dziejéw sztuki sakralnej na ziemiach wschodnich dawnej
Rzeczypospolitej (Koscioty i klasztory rzymskokatolickie dawnego wojewédztwa ruskiego). Dzie-
kuje réwniez recenzentom mej dysertacji, dr. hab. Jakubowi Sicie, prof. IS PAN, dr. hab. Pio-
trowi Oszczanowskiemu, prof. UWr oraz prof. dr. hab. Piotrowi Krasnemu, ktérych cenne
uwagi przyczynily sie do ulepszenia niniejszej ksigzki.

Wykraczajaca poza zwykla kolezeriska pomoc okazali mi Dagny i Rafal Nestorow,
dr hab. Jakub Sito, prof. IS PAN, Piotr Jamski, dr Tomasz Dywan, prof. dr hab. Piotr Kras-
ny, prof. dr hab. Wiktor Lyjak, dr Katarzyna Brzezina-Scheuerer, dr Dorota Piramidowicz,
dr Anna Oleniska, dr Andrzej Siwek, Stanistaw Makara, Stanistaw Ktosowski, dr Magdalena
Ludera, dr Nazar Kozak i Alla Ilnytska ze Lwowa, dr Stefaniia Demchuk z Kijowa, a takze
dr Kamil Ruszata, Piotr Lugowski, Bozena Figiela i Urszula Stepien, o. Jan Szpyt OFMConv
oraz konserwatorzy Ewelina i Marcin Gruszczynscy, Jan Witkoj¢, Albina i Krzysztof Gar-
gas. Za konsultacje wdzieczna jestem dr. hab. Krzysztofowi Slusarkowi z Instytutu Histo-
rii Uniwersytetu Jagielloriskiego. Podziekowania za wspieranie mych badan zechca takze
przyja¢ prof. dr hab. Jan Swiech, dziekan Wydziatu Historycznego UJ oraz dr hab. Jozef
Grabski (IRSA). Osobne podziekowania winna jestem Tarasowi Wozniakowi, dyrektoro-
wi Lwowskiej Galerii Sztuki za okazana duzg zyczliwo$é¢, zrozumienie, pomoc i udostep-
nienie mi magazynéw rzezby w Olesku, bez zbadania ktérych nie bytabym w stanie ukon-
czy¢ mojej pracy.

49 Na ten temat zob. DWORZAK 2018, s. 32-35, 69, 308-311.
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Wiekszos¢ kwerend archiwalnych nie dosztaby do skutku, gdyby nie przychylnosé¢ dy-
rektoréw i pracownikéw archiwéw i bibliotek zakonnych, ktérym w tym miejscu sktadam
serdeczne podziekowania. Pozwole sobie takze podziekowa¢ za szczegdlna pomoc s. Edycie
Wojcik OSB z opactwa krzeszowskiego, o. Piotrowi Aniewskiemu OFMConv z Kalwarii Pac-
tawskiej, gwardianowi o. Zbigniewowi Kubitowi OFMConv z Przemysla oraz ks. Emilowi
Hapakowi z Archiwum Diecezji Sandomierskiej.

Badania prowadzone w ramach niniejszej pracy byly finansowane z grantu Narodowego
Centrum Nauki nr UMO-2014/13/N/HS2/02923, pt. ,Lwowskie rodziny artystyczne drugiej
potowy XVIII stulecia”, a takze dotacji celowej Wydziatu Historycznego Uniwersytetu Ja-
gielloniskiego. Zapoznanie sie z najnowsza literatura oraz zabytkami Frankonii byto mozli-
we dzieki dwutygodniowemu stypendium Kancelarii Rzadu Bawarskiego w Wiirzburgu.

Podziekowania kieruje takze do wydawcéw, w szczegé6lnosci Pani Doroty Janiszewskiej-
-Jakubiak, dyrektor Narodowego Instytutu Polskiego Dziedzictwa za Granica POLONIKA,
dr. Piotra Rabieja, Prezesa Towarzystwa Naukowego ,Societas Vistulana” oraz Piotra Jam-
skiego, bez ktérego inicjatywy i wsparcia ksiazka nie przybrataby obecnej formy.



Summary

Polejowski brothers. A chapter in the history of Lviv’s artistic
milieu in the second half of the eighteenth century

I. Introduction and the past research on the “Lvivian Rococo sculpture”
and architecture

The objective of the present work was to discuss activity of the artistic family of Polejowski
brothers, operating in Lviv in the second half of the eighteenth century. Therefore, the
chief objective was to achieve the fullest possible reconstruction of the family-run artistic
workshop - in this case, functioning as both architectural and sculptural studio. Despite
the fact that at least eight artistic families were active in eighteen-century Lviv (Fesinger,
Marquart, Starzewski, Sztyl, Wiirtzer, Obrocki and Polejowski), so far this phenomenon
has not been noticed in the literature on the subject. Furthermore, research on entire ar-
tistic families — rather than biographies of individual artists — also failed to find its place
in Polish art history studies to date. The term “artistic family” in this work will refer to
mostly a multi-generational family in which a specific artistic profession is inherited or
passed on from father to son, practised and cultivated by brothers or cousins. As a rule,
subsequent generations would start their learning in a relative’s workshop, and eventually
became the owners of these workshops (including the tools, models, engravings, networks
of contacts and principals, and sometimes also co-workers). Certain practices they applied
were inseparably connected with the concept of “family workshop”. These included, first
of all, and at least periodically, collaboration between several family members in the per-
formance of the order, as well as mutual assigning or subcontracting orders and recom-
mending the services of their relatives to the principals (especially if the family members
represented various fields of art). In this sense, the family workshop could then operate in
a formal way - by arranging the participation of relatives with the principal and settling
remuneration by way of an official distribution, or alternatively the collaboration could
be based on a private contract, with the money earned being shared internally within the
workshop. This latter manner of functioning poses significant difficulties to the scholar
trying to analyse the operation of the family workshop - as in this case it would not have
left any tangible, written records.

In the case of the Lvivian artistic milieu, we are dealing with a specific situation where
a significant number of artistic families operating at one given time had left behind only
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a minimal trace of archived records, which does not allow for a reconstruction of family
connections. In eighteenth-century Lviv, the aforesaid definition was best satisfied by the
three families mentioned above: the Fesingers, comprising two generations and as many
as six sculptors and architects; the Wurtzers, where two generations were represented by
three sculptors; and to some extent, the Polejowskis, covering at least one generation (two
sculptors Maciej, Jan and sculptor and architect Piotr). Other families, mentioned in the
literature and treated a priori as artistic families, pose significant difficulties. Among the
Lvivian artist families mentioned above, the most archival information has been preserved
about the Polejowski family. Numerous confirmed works (either preserved or known from
iconography) may be attributed to them. Furthermore, Piotr and Maciej are considered to
be the artists who had the greatest impact on Lviv’s artistic milieu in the second half of the
eighteenth century. Therefore, any attempt to discuss comprehensively the oeuvre of the
Polejowski family would serve to at least partially supplement the panorama of Lvivian art
at that time.

Maurycy Dzieduszycki introduced the name of Polejowski to subject literature in 1872,
in his monograph of the Latin Cathedral in Lviv. Dzieduszycki, and later also Ferdynand
Bostel recognised Piotr Polejowski as the manager and architect of the Cathedral’s artistic
transformations, and pointed to Maciej Polejowski as the creator of the monumental sculp-
tures of the four Church Fathers, fitted in the main altar designed by his brother. The par-
ticipation of both siblings in the modernization of the Cathedral commissioned by Archbish-
op Wactaw Hieronim Sierakowski in 1765-1780 is the most famous and the most spectacu-
lar work in which the Polejowski brothers collaborated. For this reason, they are mentioned
in virtually every publication dealing with the art of Lviv in the eighteenth century. Piotr,
Maciej and Jan Polejowski constitute an example of a remedy for the lack of archive-con-
firmed authors of works from the territory of the Ruthenian Voivodeship, the Sandomi-
erz Voivodeship, and even the far reaches of the Podlasie Province of the Polish-Lithuanian
Commonwealth. The high artistic level of the source-confirmed works by Piotr and Maciej
Polejowski was the starting point for numerous attributions covering virtually all the most
important and best quality works of architecture and sculpture that were created in the Ru-
thenian Voivodeship after 1760. At the same time, the researchers emphasized the influence
that the style of Piotr and Maciej had on the work by others artists operating in the Lviv-
ian milieu in the second half of the eighteenth century, such as Jan Obrocki, Michat File-
wicz, and Franciszek Oledzki.

For along time, the Polejowski family were also mentioned in the literature as an exam-
ple of a family-owned artistic company or cooperative. Tadeusz Mankowski was the first to
put forth the thesis, supposing that the brothers collaborated with each other not only on
the Lviv Cathedral modernization (1765-1776), but also earlier, on orders carried out for the
Franciscan convent in Przemysl (1760-1765) and probably likewise for the Jesuit convent, also
in Przemysl. Zbigniew Hornung pointed to the joint work of Piotr and Maciej on the occa-
sion of the commission for the Dominican church Corpus Christiin Lviv, and he deemed the
furnishing the Basilian church in Poczajéw (Pochayiv) to be the joint work of Jan and Maciej
Polejowski. In turn, Piotr Krasny and Jakub Sito hypothesized that the family cooperative
of Piotr and Maciej Polejowski occurred while working in the parish church in Nawaria, in
which Piotr played the primary role, because of his experience. Jacek Gajewski believed all
three Polejowski brothers to have operated one joint workshop. The above hypotheses ap-
peared in the literature on the sidelines of other considerations, and no attempt was made
to verify them. The basic question remained, therefore, whether the Polejowski brothers ac-
tually ran a joint workshop — an “artistic company” — and if so, how the latter was organized
and what were the principles of its operation.

This book is an abbreviated and supplemented version of the doctoral dissertation en-
titled “The artistic realizations of Polejowski family of artists active in Lviv in the 2" half
of 18" century”, completed at the Institute of Art History of the Jagiellonian University
in 2018 under the supervision of dr hab. Andrzej Betlej (PhD), to whom I am most grate-
ful for his academic guidance and help, for discussions and tips, for introducing me to
the subject-matter of research in the eastern territories of the former Polish-Lithuanian
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Commonwealth, and signposting further scientific paths. I am also grateful to the reviewers

of my dissertation: dr hab. Jakub Sito, prof. ISPAN, dr hab. Piotr Oszczanowski, prof. UWr
and prof. dr hab. Piotr Krasny, whose valuable observations contributed to the improve-
ment of this book.

Research conducted as part of this work was financed from the grant of the National Sci-
ence Centre No. UMO-2014/13/N/HS2/02923, titled “Lvivian artistic families of the second
half of the eighteenth century”, as well as a special-purpose grant from the Faculty of His-
tory of the Jagiellonian University. Access to the latest literature and monuments of Fran-
conia was possible thanks to a two-week scholarship from the Bavarian Government Chan-
cellery in Wiirzburg.

Above all I would like to thank the publishers, in particular Dorota Janiszewska-
-Jakubiak, director of the POLONIKA National Institute of Polish Cultural Heritage Abroad;
Piotr Rabiej PhD, President of the “Societas Vistulana” Scientific Society; and last but not
least Piotr Jamski, without whose initiative and support this book would not have taken
its current form.

II. Remarks on the eighteenth-century Lviv’s artistic milieu:
reality and dynamics of changes

Lviv’s artistic milieu was uniquely distinctive within eighteenth-century Polish-Lithua-
nian Commonwealth. Lest we forget, Lviv was the second most important artistic cen-
tre, right after Warsaw. First of all, in no other city with the continued strong standing
of the guild system was there an equally large group of artists formed that had similarly
substantial artistic competencies, and consistently challenged craft organizations. The
second issue is the internal structure of the said group — where instead of the usual com-
petition, there existed close social and working relations. This led to an unprecedented
situation, unknown in other cities of the Polish Commonwealth, in which the need to free
themselves from guild jurisdiction led to a group of sculptors and painters acquiring the
franchise that equated their social status with that of free residents of Lviv. At the dawn
of their careers, all the most important Lvivian artists lived outside the city walls, thus
avoiding the obligation to embrace municipal jurisdiction and join the guild. They set-
tled in two jurydyka districts: All Saints, belonging to the Benedictine Order, and Saint
John the Baptist, governed by the chapter of the Lviv Cathedral. After some time, the con-
centration of a significant number of artists within a small space led to the creation of
a closely interrelated artistic and social milieu, which can best be described by the term
“large artistic family”. After obtaining the franchise from the kangaroo court (law court
during the interregna in Poland) in 1764 for freely practicing their trade, a group of the
most active, and therefore the best remunerated sculptors gradually began to move from
the suburbs into the city, where Ormiariska (Armenian) street grew to become one of the
most attractive locations.

The “colony” in Przedmiescie Krakowskie started forming in the second half of the 1730s
to around 1745. It was then that the most important artists — Fesinger, Wiirtzer, Osinski,
Gertner and Marquart - settled in Lviv, and became an informal group, bringing togeth-
er subsequent masters who settled in the jurydyka districts. The heyday of this milieu was
the second half of the 1750s and through the 1760s, when the so-called “younger generation
of Lvivian sculptors” came of age, became independent, and got married: Maciej, Piotr and
Jan Polejowski, Jan Obrocki, Wojciech Bien, as well as painters Mathias Miiller and Marcin
Bialobrzyski. Subsequent children were also born to Antoni Osinski, Johann Nepomucen
Bechert, Johann Gertner and Szymon Starzewski, as well as the first offspring of Klemens
Ksawery Fesinger. At that time, the intensity of family and social contacts reached its peak.
The situation began to turn in the 1770s. In the last quarter of the eighteenth century in
Lviv, painters remained the only professional group maintaining close and lively social con-
tacts. In fact, in the 1780s and 1790s, only rare and few mentions of artists can be found in
the records.
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III. Biographical information on the Polejowski family

It was necessary to clarify the information reported by Betlej in the biographical note pub-
lished in the Dictionary of Polish Artists about Polejowski’s parents, that is, about Jan and
Katarzyna. The information contained in the biographical note was based on the death cer-
tificate of Rozalia Osifiska (14™ September 1790), whom the author identified as the Pole-
jowskis’ sister. However, Rozalia died at the age of 6 and was certainly the daughter of Jan
Osiriski and Katarzyna née Zawadzki, who got married on 17" May 1777. Unfortunately, the
brothers’ baptism records have still not been discovered, but one might be tempted to pro-
pose their probable place of birth, which was not Lviv as Tadeusz Marikowski would have it,
and all the other researchers reiterated. A clue in this matter is the testimony of Maciej Pole-
jowski about his association with Mikotaj Bazyli Potocki, who was supposed to have known
the sculptor since childhood. It can therefore be assumed that the Polejowskis came from
the vicinity of Buczacz — perhaps even from the Buczacz town itself, whence they quickly
found their way to the workshop of Potocki’s court artists. Had they been brought up in Lviv,
it would have been more obvious to choose a workshop of the Fesingers, for instance, or be-
come apprenticed with the guild. The final confirmation of the immigrant character of the
Polejowski family is the information found in the discovered marriage certificate of Antoni
Osinski with Rozalia Polejowska who wed on 4% February 1747 in the Lviv Latin Cathedral,
where the bride was described to have lived in Lviv for a year. On 7' April 1764, Maciej and
Piotr Polejowski, together with several other sculptors, received permission, issued by the
kangaroo court in Lviv, to carry a sabre or a sword.

The architect Piotr Polejowski was born in 1734 and died on 26™ April 1776, at the age
of 42, and was entombed in the Lviv Latin Cathedral. The first archival mention of his stay
in Lviv dates back to September 1759. It is not known when Polejowski married Marianna
Pelczyriska, as neither the parish books of the Lviv Latin Cathedral nor the church of Our
Lady of the Snows possess such marriage certificate in their records. This marriage must
have taken place in the summer of 1763 at the latest, because on 14" February 1764 the bap-
tism of the couples’ first known child was recorded. The Polejowskis had seven children (not
two as previously thought). On 13" November 1765, a royal franchise to practice the profes-
sion of architect for Piotr Polejowski was entered in Lviv municipal records, most probably
procured for him by Archbishop Wactaw Hieronim Sierakowski. In the years 1765-1766, the
architect rented a part of the Bogdanowicz tenement house belonging to Lviv Dominican Or-
der (Ordo Praedicatorum), where he lived with his retinue and servants. In addition, in 1764
he also paid rent to the Dominican friars for part of the Wartanczykowska tenement house.
On 1° February 1769, Polejowski leased a yard belonging to the Discalced Carmelites friars.
The contract stipulated that the nuns receive tenants according to the orders of Archbishop
Wacltaw Hieronim Sierakowski, therefore, this is the second example of the sponsor’s assist-
ance to his architect. On 13* February 1770, the architect bought two tenement houses in
Ormianska street, namely the Cefutowiczowska (also called Seferowiczowska) and the Mu-
ratowiczowska houses, which he later remodelled into one property. The work must have last-
ed for about 3 years, because it was only on 12" February 1773 that the actual ingression was
entered in the property records. On 27" January 1774, Piotr Polejowski bought the Gidzinska
(Gedziniska) tenement house, located on Gedzifiski Square, next to the Armenian Cathedral,
which he rebuilt, designing a two-story tenement house, completed by mid-1774.

The artistic oeuvre of Jan Polejowski as statue-maker (statuarius) is wholly Hornung’s
creation. In fact, all we have are three source references about him: on 18® January 1756 he
married Marianna, who bore him a son Maciej Kajetan in 1774. Furthermore, in 1767 he was
mentioned as a resident of the jurydyka district of All Saints, where he was supposed to have
paid the land rent (and did not).

We know, relatively, a great deal about Maciej Polejowski’s life, especially when compared
to other sculptors of the Lvivian rococo period. Still, the basic information — such as the dates
of birth and death - is missing. The first record of Maciej in Lviv dates to October 1755. It is
also worth noting that it was Maciej who was the first among the brothers to feature in ar-
chival documents. The sculptor was married twice: to Barbara Chocimska (1742-1770), and
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to a Magdalena of unknown family name. His marriage to Barbara - they were wed in the
Lviv Latin Cathedral on 20" February 1757 in the presence of the sculptor Sebastian Fesin-
ger — brought them nine children (so far only six had been mentioned in the literature). Ma-
ciej Polejowski bought the Dragowska tenement house on 30 April 1767, which he rebuilt by
1773. According to archival sources, the property was located at number 198 in Ruska street.
Therefore, these were not two separate tenement houses, as it had been thought before. In
addition, on 2™ July 1769, Polejowski bought a house within the area of All Saints jurydyka,
in Krakowskie Przedmie$cie, which he subsequently sold on 2™ September 1773 to the painter
Tomasz Gertner. It can thus be assumed that just like Sebastian Fesinger towards the end of
his life, also Maciej Polejowski expanded his competence from the profession of sculptor to
that of “building contractor”. It should be remembered that at the same time Mikotaj Bazy-
li Potocki commissioned Maciej to take over the management of the fabrica ecclesiae of the
orthodox church in Poczajéw, and in the 1790s the artist was employed there as an archi-
tect (during the construction of monastery building). The last information about the artist
dates to 1794, when he left the Poczajéw monastery after completing the contracted works,
and this date should be considered a terminus post quem of the sculptor’s death.

Other representatives of the Polejowski family include sisters Rozalia and Magdale-
na. The first, as already mentioned, became the wife of the sculptor Antoni Osinski in 1747.
Magdalena, in turn, became the second wife of the painter Mathias Miiller, whom she mar-
ried in 1756. Both sisters maintained lively social relations with Lvivian artists, often ap-
pearing in witness capacity at family celebrations.

IV. The oeuvre of the Polejowski brothers: education, works, and the evolution
of style, attributions, models, and inspirations

Averyimportant phenomenon in the structure and professional practice of the Lvivian arti-
stic milieu was the “artistic company” created by Bernard Meretyn and Johann Georg Pinsel.
Piotr Krasny points to the introduction by Meretyn of new, previously unknown standards
in the implementation of artistic commissions in eighteenth-century Lviv. Primarily, the
said architect managed to gather a group of permanent, and most probably carefully selected
collaborators, who formed his “artistic company”. In the first phase of his activity, Meretyn
had to depend on guild craftsmen and artists employed for specific commissions; in order
to be able to rely - in the final stage of his work — on collaborators fully trained by himself,
such as Piotr and Maciej Polejowski. As is well known, it is in the workshop of Meretyn and
Pinsel that Maciej Polejowski received his education — he himself admitted to that. It is only
natural, therefore, that the other brothers had also been apprenticed to this workshop. As
one might assume, Maciej and Piotr (perhaps also Jan) gaining artistic independence did
not involve the automatic departure from the workshop of their masters. In the 1750s, Me-
retyn and his “company” continued to dominate the market of commissions in Lviv and the
surrounding area, and this was indeed the peak period of his artistic activity. It seems that
the moment of beginning the actual, independent artistic career of the Polejowski brothers
was the breakup of that “enterprise” after the death of Meretyn, and soon after that of Pin-
sel himself, that is the beginning of the 1760s, when Piotr and Maciej Polejowski undertook
their first joint commissions.

At the beginning of their independent artistic career, Piotr and Maciej Polejowski worked
together, and there were speculations in the literature that the brothers would create a “fam-
ily workshop”. To date, three such commissions have been successfully described, and for each
of these, the collaboration was based on slightly different terms. This information should
be supplemented with another commission with the participation of both Polejowski broth-
ers, carried out as part of their apprenticeship in the workshop of Meretyn and Pinsel. As it
was established, the Polejowskis did not run a permanent joint workshop to implement com-
missions, nor did they employ “full-time” collaborators. They worked together as a periodic

“cooperative” whenever an opportunity arose. One can risk a statement that in the case of
the Polejowski brothers we are not dealing with a customary “artistic company” or a typical
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“family workshop”. In fact, we are aware of only two documented cases of actual collabora-
tion between the brothers (Lviv Latin Cathedral and Dominican friars church) and two al-
leged collaborations (Hodowica and Nawaria). It also seems that this collaboration was rath-
er one-sided, that is, if Piotr Polejowski received a large commission, he then engaged Macie;j.
There is no tangible mention that Maciej was ever the initiator of his brother’s employment
within his own commission. Furthermore, the sculptor probably treated their collaboration
quite loosely, since even when he was occupied with a prestigious order, strategic for his ar-
tistic career — as was the case of figures for the main altar in the Lviv Latin Cathedral - not
only did he fail to meet the contractual deadline (February 1768), but he also accepted inde-
pendent assignments throughout, undertaking works (probably in the same 1768) for Fran-
ciszek Salezy Potocki in Krystynopol as well as furnishing elements of the Bernardine (The
Order of Friars Minor Observant) church in Zastaw (incidentally, he did not complete that
commission on time either, starting the work only five years later, while managing a large
fabrica ecclesiae at the collegiate church in Sandomierz).

For along time Piotr Polejowski’s independent artistic work was perceived narrowly, and
focused exclusively on the field of architecture, whereas after the research by Jakub Sito
and Piotr Krasny, it began to appear as diverse and opening new interpretative fields. The
authors demonstrated that Polejowski began his career as a sculptor, and it was only sev-
eral years later that he devoted himself mainly to the career of an architect. It seems that
the cut-off date when the artist “reskilled” can be determined quite accurately - this would
be the year 1765, when he was franchised as the royal architect, and began working on the
modernization of the Lviv Latin Cathedral. Polejowski’s early sculptural work is known
only from one, but very impressive and a representative work, which is the main altar at
the Franciscan church in Przemys$l. This commission accepted by Piotr in 1761 is also the
first archival record of his independent artistic career. Based on a stylistic and formal anal-
ysis, further works can also be attributed to him, including: the main altar at the Domini-
can church in Podkamien; main altar in the parish church in Nawaria; two stone figures of
Blessed John Duns Scotus and Saint Giles within the stairway leading to the facade of the
Franciscan church in Przemysl; two figures once decorating the main altar in the Domini-
can church in Choroszcz near Biatystok; two statues of the Evangelists from the side altar
in the Carmelite church in Sgsiadowice; statue of Saint John Nepomucene from the side al-
tar of said saint in the church in Kakolniki, and two crucifixes of the former Dominican
church in Zétkiew (currently at the Dominican monastery in Lublin) and in the former Do-
minican church in Wielkie Oczy; interior modernization and design of the new facade of
the Carmelite church in Bolszowce; gable of the Franciscan church of Saint Anthony and
the parish church in Kopyczyrice.

Probably among all Lviv artists operating in the eighteenth century, it is the picture of
Maciej Polejowski’s oeuvre that is the most complete. Thanks to the sculptor’s wonderful-
ly informative letter including his own artistic curriculum vitae that he compiled, as well as
his very characteristic and individual sculptural style (which in all the authorized works
presents a consistently superior artistic level), we are able to trace his artistic career with
high precision. Having said that, this certainly does not mean that all of the “altar works”
mentioned by Polejowski were conclusively identified. In 1786, Maciej Polejowski, as a result
of coming into a serious conflict with the Basilians of Pochayiv, was forced to defend his ar-
tistic craftsmanship by enumerating his works to the Master of the Order. The chronological
catalogue of Maciej Polejowski’s works known today allows one to observe the evolution of
his sculptural style. The sculptor’s early works are characterized by attachment to solutions
derived from Pinsel’s workshop, primarily in relation to the details of physiognomy (wide,
flat nose, eyelashes on the eyelids, deeply set eyes). At the same time, Maciej Polejowski is
already starting to employ his own formal solutions. The faces of his figures are full, with
a slightly convex beard and small lips; the hair is free flowing, with thick curls. Clothes, in
turn, adhere to the silhouettes with slightly elongated proportions, clinging tight around
the thighs and creating broad surfaces. Draperies are sharply broken, usually with the help
of folds of fabric, their lines mostly vertical, emphasizing the movement of the figures. The
surfaces of the sculptures are varied, borrowed from Piotr Polejowski, with single strokes
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of chisel forming spots or short lines. These features are present in the works of Maciej
Polejowski until around 1765. A little later, a rather rapid change occurs, most likely result-
ing from the search for a completely individual sculptural style. This “transition period” is
represented by statues in the altar of the Lviv Latin Cathedral, which have received much
more geometric countenances compared to earlier works. Above all, attention is drawn to
the stylized, almost square eye sockets, additionally highlighted by obliquely cut nose bridg-
es. On the eyelids, instead of eyelashes, there are folds emphasizing the shape of the eyes.
The garments are laid more nervously, a bit more malleable; they are more densely draped,
although the way the fabric breaks does not change all that much. Perhaps the stylistic so-
lutions used were also influenced by the scale of monumental sculptures, which are almost
twice as large as the figures from the altar in Nawaria. It seems that the turning point in
Polejowski’s search for his own formal language came around 1770 and in the first years of
the seventh decade of the eighteenth century.

Maciej Polejowski’s entire oeuvre is characterized by a large, almost pedantic attention
to the details of the sculptures, independent of their destination (within sight of the viewer
or at a considerable height). Meticulous imprinting in the mortar or carving of ornaments,
laces, brooches, or the use of natural string for a greater effect and decorative value can be
seen in all of the sculptor’s works that we know today. During more than thirty years of his
artistic career, Maciej Polejowski had developed several compositional schemes that have
almost become his “trademark”. Despite the repetitive quality of these solutions, he man-
aged to avoid the impression of uniformity or schematism by skilfully differentiating the
details and contrasting juxtapositions of the statues.

Based on the distinguished stylistic features, several works may be proposed, corre-
sponding to the sculptural manner of Maciej Polejowski. Four sculptures (Saint Francis Bor-
gia, Saint Francis Xavier, two prophets) from two altars that once stood in the Carmelite
church in Milatyn Nowy; Crucified Christ from the Carmelite church in Rozdé}; Crucifixion,
in the main altar of the Uhrusk parish church; Crucifixion, from the main altar in the par-
ish church in Busk; hitherto unpublished figure of the Good Shepherd kept at the Museum
of the Hutsul and Pokuttya in Kolomyja (Kolomyia); large statues of angels from the top
of the iconostasis in the Greek Catholic Cathedral Church of St. George in Lviv; part of the
furnishings of the Pokrowa Greek Catholic Church in Buczacz (side altars, angels at the top
of the main altar).

The influence of Maciej Polejowski’s works in the Sandomierz collegiate church on the
development of a separate current in the sculpture of the last quarter of the seventeenth
century, described by Jerzy Kowalczyk and Swiatostaw Lenartowicz, remains an important
issue. In some cases - in some of these works — we would look in vain for a deeper under-
standing of Polejowski’s manner; instead, they result from a mechanical processing of mo-
tifs developed by the master, sometimes even bordering on folk art. Based on the analysis,
it can be concluded that there are clearly two groups of works, defined by common stylis-
tic features, specific for each. The first group includes statues in the main altars of the par-
ish churches in Obrazéw (1775), Majdan Kolbuszowski (around 1788?), Wasniéw (after 1781
before 1803), and in Momina (after 1775 before 1781), as well as sculptures of the holy peni-
tents of Mary Magdalene (in the collection of the Diocesan Museum in Sandomierz) and Vir-
gin Mary of Egypt (in the chapel of the seminary in Sandomierz) and Saint John the Baptist
(now in the Dominican monastery in Sandomierz), probably founded around 1782. Similar
features can also be found in two figures of saints, Popes from the Dominican order, prob-
ably Pius V and Benedict XIII, flanking the main altar in the former Dominican church
in Klimontéw, which hitherto have not been considered in literature in the context of the

“Lvivian” trend in the Sandomierz lands. Similar stylistics is shared by figures from the epi-
taph of Franciszek Ledéchowski in the Klimontéw collegiate church (after 1784). The second
group of works, which are mostly dated a decade later than the works of the previous work-
shop, represents lower artistic quality. The main work in this group is the main altar in the
church in Sulistawice made by Jan Nowakowski, a sculptor from Sandomierz, in 1789. First,
side altars were created in the Dominican church in Klimontéw (1780-1781), and then the
side altar in the church of the same order, dedicated to Saint James in Sandomierz (1782).
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These works are characterized by a higher quality of execution compared to other projects.
In 1789, the main altar was built in the church in Sulistawice; after 1791, a large altar in the
church in Gierczyce; and at the very end of the century (around 1798-1799), figural decora-
tion of the altars for the church in Tréjca. The latter three works are characterized by a sig-
nificant simplification of form and stylistic features as well as a certain lack of refinement
in their execution.

To sum up this part of the discussion, it should be emphasized once again that the works
of Maciej Polejowski at the collegiate church in Sandomierz on the one hand gave impetus to
the local artistic milieu, and on the other hand, they opened a new market for other sculp-
tors from Lviv. It seems that one of them was the author of the first of the aforementioned
groups of work, who cannot be reliably attributed at this stage of the study. Therefore, we
are left with the working, descriptive term “Master of the high altar in Obrazéw”.

V. Workshops of Piotr and Maciej Polejowski

Little direct information on the structure of Piotr Polejowski’s workshop has survived. It is

known that at the beginning of his artistic career he probably managed a workshop special-
ising mostly in woodcarving, since in 1765 Michal Filewicz continued as his apprentice sculp-
tor. It is likely that Polejowski already specialised at that time in the design of small objects,
as evidenced by the order for the altar of the Franciscan church in Przemysl, and in figural

sculpture (Dominican documents in 1765 describe him as a sculptor). He managed a work-
shop in Lviv and it is there that he made sculptures and ornaments that were subsequently

transported to Przemysl and probably to Navaria. Certainly in 1765-1766, the workshop was

based in the Bogdanowiczowska tenement house (owned by the Dominican Order in Lviv),
where Polejowski also lived. It was probably a classic sculpture workshop, which included

one to two apprentices and assistants, and where strictly woodcarving elements were made.
The erection of altar structures designed by Polejowski was beyond the scope of his work-
shop. However, he had to have a real impact on the selection of the contractor for his project,
since the Lvivian carpenter Michat Olaszkiewicz was employed to build the structure of the

Przemysél altar, rather than one of the local masters. With the change in the profile of Piotr
Polejowski’s activity, after receiving the royal franchise to practice the profession of archi-
tect, his workshop also evolved. Judging from the information about the “factories” of ten-
ement houses discussed earlier, it can be concluded that, in contrast to his teacher Bernard

Meretyn, Polejowski did not maintain regular leading collaborators. According to the pre-
served archival materials, Piotr Polejowski, like Bernard Meretyn, accepted commissions

both “per Pausch” and “per Gesellengroschen”.

In the case of Maciej Polejowski, a bit more direct information about his workshop has
survived. They are connected with three large commissions carried out by the sculptor in
Sandomierz (1771-1773), in Zastaw (1774-1775), and in Poczajéw (1781-1783). The process of en-
gaging Polejowski to complete the order was slightly different in each of the above cases.

VI. The functioning and significance of the Polejowski brothers
within Lvivian artisic milieu

The Polejowski family has long been recognized as an important chain-link in the Lvivi-
an artistic milieu of the second half of the eighteenth century, and the argument confirm-
ing the claim was the recurring appearance of the brothers in the records of the parish of
Our Lady of the Snows. By analysing all the records, it is known that they belonged to the
circle of artists loosely associated socially with the artistic and craft milieu of Krakowskie
Przedmiescie. Piotr Polejowski’s taking on the management of the most important fabrica
ecclesiae in the archdiocese of Lviv, and the engagement of Maciej therein made the brothers
significant figures in the hierarchy of Lvivian artists. It should be remembered that as the
head of Lviv’s Latin Cathedral modernization, Piotr was responsible for employing contractors
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and entrepreneurs (supplying a wide range of goods, from liquors through tools, materials,
and prefabricated construction elements). The Dominicans also appreciated his work, as
they entrusted him with the management of finishing works on their temple, which at that
time was the second and most important construction project in all of Lviv. The significant
position of Piotr Polejowski as an architect is probably best evidenced by the last commis-
sions from Lviv municipality for the reconstruction of two “ancient” municipal buildings:
the Town Hall and the Low Castle, unfortunately known only from descriptions today.

In the instance of Piotr Polejowski’s architectural work, it is extremely difficult to de-
termine his impact on the architectural milieu of Lviv, despite the fact that in the opinion
of both Zbigniew Hornung and Jerzy Kowalczyk he was the most outstanding artist ac-
tive after the death of Bernard Meretyn. The main work of Piotr remains the comprehen-
sive modernization of the Latin Cathedral in Lviv, which is the best testimony to his skills
in terms of interior arrangement. On the other hand, the form of the church in Malechéw
presents the architect as a mediocre designer of architecture. Bearing in mind the forms of
both the belfry at the church in Navaria and the gables at the Lviv Latin Cathedral, one can
cautiously suppose that Piotr Polejowski — who had been educated based on the best mod-
els of Meretyn’s rococo architecture — until around 1770 used solutions of that origin in his
works. The motif that he used most frequently consisted in wavy, concave-convex finials,
rounded jambs of window and door openings, as well as the so-called “clock themes”. After
1770, he quickly adopted the forms of the classicizing Zopfstil, visible in the design of the
porches and chapels of the Lviv Latin Cathedral, or in the design of the house at number 24
in Krakowska street. Probably it is this fairly radical stylistic change in Lviv architecture
that led to a situation in which it is difficult to speak of any influence of Piotr Polejowski’s
architectural creativity on other architects or the artistic milieu of Lviv.

During a long period of his creative work, covering virtually the entire second half of
the eighteenth century, Maciej Polejowski collaborated with the majority of sculptors active
in Lviv at that time. The information on Maciej’s workshop cited above allow a highly prob-
able assumption that through most of his artistic career he ran a very extensive woodcarv-
ing workshop (rather like a “company”), which was unprecedented in the eastern territories
of the Polish Commonwealth. Although it can be assumed that he necessarily influenced
the milieu of Lvivian sculptors, it should be noted that it is impossible to grasp any strictly
workshop-based relationships (that is, based on the master-apprentice relationship) between
Polejowski and the sculptors of the so-called “younger generation of Lvivian Rococo”.

Conclusion

In the light of the conducted analysis, it must be stated that the Polejowski brothers were
not a typical example of the artistic family, which we are dealing with in Western Europe.
Preserved information indicates that in their case, most likely, only one generation was in-
volved in the arts. Even if we assume that Piotr Polejowski’s son — Eleuter Maciej was edu-
cated at the Vienna Academy, there is no indication that he would then work in the artistic
profession. It is significant that in the detailed studies of churches and monasteries of the
Ruthenian Voivodeship, no other representatives of the Polejowski family were discovered
(except for the generation discussed herein). To some extent this is intriguing, because the
surname “Polejowski” appears suddenly in Lviv in the second half of the 1750s (and if were to
include Osiniski’s wife, as early as 1747), and it disappears equally abruptly from the records
in the last quarter of the eighteenth century. It is quite possible that among the older gener-
ation of the family originating from outside Lviv (most likely from the vicinity of Buczacz or
the Buczacz town itself) there were for instance carpenters, which could explain the dedica-
tion of three sons to the apprenticeship in the sculpture workshop, and a daughter marrying
a sculptor. Most likely, this issue will forever remain in the sphere of speculation.

It should be emphasized that in the case of the Polejowski family, we managed to organ-
ize biographical data, sometimes correcting and significantly supplementing it. Finding evi-
dence of the family’s non-Lviv origin seems to be a very important finding. Unfortunately,
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no new information regarding Jan Polejowski could be found, and the sculptor must still
remain an enigmatic figure with unknown oeuvre.

Discussion of the joint works of Piotr and Maciej Polejowski on furnishing the churches
in Navaria, the Latin Cathedral in Lviv and the Dominican church of Corpus Christi in Lviv,
allowed for a hypothetical reconstruction of the brothers’ joint workshop. At the same time,
propositions appearing in the literature regarding the recognition of the Polejowski work-
shop as a family-owned “artistic company” were questioned. Comparison of their work system
with the model of operation of Meretyn and Pinsel or Sebastian Fesinger revealed that the
Polejowski family must be considered as another “model” or type of artistic career in Lviv.

Also for the first time, a summary was made of archive-confirmed, independent works
by Piotr and Maciej Polejowski. Thanks to this effort, it was possible to attempt an analysis
of both artists’ personal styles and sources of inspiration. In this case, the natural point of
reference was the work of Meretyn and Pinsel, in whose workshop the Polejowskis received
their education. The brothers used various solutions and different repertoires of motifs in-
troduced to art by “the masters of Buczacz” (Meretyn and Pinsel), thanks to which their oeu-
vre can be considered as two directions in the development of Lvivian art in the second half
of the eighteenth century. Piotr Polejowski represented the strictly “Meretynian” trend, con-
tinuing and creatively developing his master’s ideas, the best examples of which are found
in the great altars he designed for the Franciscan church in Przemysél, the parish church in
Nawaria, the Dominican church in Podkamien, and the Latin Cathedral in Lviv. These were
monumental settings, with extensively developed, wide-spreading sides, “taking up space”,
which dominated in the interiors of chancels and entire churches. They can be contrast-
ed with openwork, slender altars designed by Maciej Polejowski, which were expanded up-
wards by additional levels. This type of altarpiece, used for the first time in the collegiate
church in Sandomierz, was repeated (with modifications) throughout the entire period of
Polejowski’s career, and in its most elaborated form it was used as the “Deisus” (iconostasis)
of the Basilian church in Poczajéw.

The work of Piotr Polejowski in the field of monumental architecture should be judged as
lesser in quality, while emphasizing the very fast adoption of the Habsburg style of Zopfstil.
Extracting several characteristic architectural motifs has allowed us to propose a number
of attributions, and to a large extent to reject numerous suggestions appearing in subject
literature. Thanks to the information preserved in the sources (but so far untapped), it was
possible to at least partially reconstruct the structure of the workshop managed by the ar-
chitect, as well as determine his attitude to the architectural profession. In the light of these
findings, Piotr Polejowski appears as a typical architect-designer who was only involved in
the preparation of designs, whereas his participation in their implementation was limited
to the necessary minimum. In relation to the sculpture workshop that Piotr managed at the
beginning of his artistic career, one of the most valuable discoveries was to identify Michat
Filewicz as a journeyman-apprentice to Polejowski. The analysis of the formal and compo-
sitional motifs used by Piotr made it possible to propose linking the artist with another ap-
prentice — Stefan Grodzicki. It was also possible to cautiously suggest several attributions
of sculptures hitherto not linked to Piotr.

The overall picture of Piotr Polejowski’s architectural oeuvre that emerged from the above
considerations proves Andrzej Betlej and Piotr Krasny right — when these authors pointed
to the figure of Franciszek Ksawery Kulczycki as the most important creative individual-
ity in Lviv after the death of Bernard Meretyn. However, the unquestionable achievement
of Piotr Polejowski was the comprehensive modernization of the Latin Cathedral in Lviv, as
well as the Carmelite church in Bolszowce (attributed to him), which place him among the
greatest architects-decorators in the art of the Polish-Lithuanian Commonwealth in the
eighteenth century.

Similar observations can be made in relation to the works of Maciej Polejowski. Thanks
to the chronological list of all his archive-confirmed and well-known works, it was possible
to trace the evolution of sculptural mannerisms, as well as verify some of the dates quot-
ed for these sculptures in subject literature. The composition schemes used by the sculptor
and engravings being the inspiration for the ornamentation preferred by his workshop were
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analysed. Fragmentally preserved information about Maciej’s collaborators allowed for par-
tial reconstruction of the structure of the workshop, which was managed by the sculptor.

We were able to confront these findings with the numerous attributions proposed in
subject literature. Thanks to the archival query, it was possible to at least approximately de-
termine the dates of creation for most of the church interiors in the Sandomierz region, as
the largest group of works associated with Maciej Polejowski to date, to varying degrees. It
turned out that in the Sandomierz region, from the beginning of 1780s - that is, less than
a decade after Polejowski’s last recorded presence in this area — we are dealing with altar-
pieces being replaced or supplemented. Furthermore, comparing the works from the area
in question with the confirmed works by the Lvivian sculptor makes it possible to negative-
ly verify the theses about his own or his workshop’s participation. Statues showing stylistic
features of the so-called “Master of the main altar in Obrazéw”, mostly representing good
and very good technical and artistic quality, are simply different from those by Polejowski.
The second group, associated with Jan Nowakowski, a native of Sandomierz, exemplifies late,
local woodcarving style. A decrease in the quality of its execution is apparent. Early works
from the Dominican churches in Sandomierz and Klimontéw from the 1780s represent a de-
cent artistic level, which decreases in the case of churches in Sulistawice, Gierczyce or Troj-
ca. It should be emphasized, however, that the main altar in the church in Sulistawice re-
mains the only precisely dated and authorized work of the broadly defined “current of Lviv-
ian sculpture” in the Sandomierz region. The above observations lead to the conclusion that
in the Sandomierz region, Maciej Polejowski made only the furnishing of the Sandomierz
collegiate church and the main altar in the Bernardine church in Opatéw, which he asserts
in his letter to Basilians from 1786.

Maciej Polejowski’s very expressive, individual sculptural manner has significantly in-
fluenced the work of so-called “younger generation of Lvivian sculptors”, and the depend-
encies and relationships between Maciej and Jan Obrocki or Franciszek Oledzki analysed in
the work not only allowed us to approximate the workshop practices of these sculptors, but
also facilitated the first attempt to characterize the work of the other representatives of the
second generation of “Lvivian Rococo”. Finally, the need for further research into the artis-
tic profiles of Obrocki, Oledzki, Filewicz or Grodzicki should be voiced, as without them it
will not be possible to show the full picture of the work by artists making up the so-called
“Lvivian Rococo sculpture” circle.
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IToaeitoBcnki. Hapuc 3 icTopii ABBiBCBKOTO XYAOXKHBOTO
cepepoBuiia Apyroi nososunu X VIII cr.

I. Bcrynne caoBo Ta icTopiorpadist AOCAIAIKEHHS TEMH AbBIBCHKOI CKYABIITY PH
Ta APXiTEKTYPH €IOXH POKOKO

Mera niei MonOrpadii — onpanBaTH MUCTEIBKY CIIAAITMHY ABBIBCHKOI XYAOXKHBOI poarnu ITo-
Ae0BChKUX Y ApyTiii mosoBuHi X VIII cT. Ta ssxHa#nmoBHINIE onycaTH GYHKLIOHYBaHHA CiMEHHOI
MaliCTepHi — B AAHOMY BUIIAAKY apXiTeKTypHO-pi3bbsipchkol. HesBaxkatoun Ha te, mo y XVIII ct.
y AbBOBI AlIAH HIOHAMMEHIIIE BiCIM MHCTEL[PKUX POAUH rodzin artystycznych Fesingeréw, ((DeciHre—
pu), Marquartéw (Mapxsapru), Starzewskich (Craxescyki), Sztyléw (IlItuas), Witrtzeréw (Brop-
uepn), Obrockich (O6pouski) Ta Polejowskich (IToaeitoBcbKi) Lje TUTaHHS 1€ HE TOPYIIYBAAOCH
MUCTENTBO3HABL MU Ta ICTOPIKAMH MUCTENTB. BiAbIe TOro, AOCAIAYKEHH S MUCTELILKUX AUHACTIH
— 3aMiCTh OIPaLIIOBAHHSA 6iorpacl)i171 OKPEMMX MUTLIiB — TAKOXX HE 3HANIIAO CBOTO MiCIISl B TOABCBKiH
icTopii MucTenTBA. TepMiH »TBOpYa AMHACTIs y Lill mpali CTOCyBaTUMEThCS 6araTon0KOAiHHo'1'po—
AVIHY, B SIKIH XYAOXKHs IIpodecis ycraaKoByBaAach Bia 6aTbKka AO CHHA, IKY KYABTHBYBaAHU Oparu
abo ABOIOpiAHI 6paTI/I. Hacrynni moxoaiHHs, SIK IPaBUAO, IOYUHAIOYH HABYAHHS Y MAHCTEpPHI po-
AMYiB, 3 9aCOM CTAaBAAHM BAACHUKAMH LINX MAHCTEPEHD (HaCAiAYBaAI/I IHCTPYMEHTH, MOAEAI, TPaBIOPH,
MepeXi 3aMOBHUKIB Ta KOACI‘). IH1IE TOHATTS, SIKE 3 ABASETHCSA y Lili mpani Ta BUMAra€ MOsSCHEHHS
— 1I€ IIOHSTTS ,CIMEHHUMA HiAp}IA”. Iz aum aBTOpKa HOB’}Isye L[iAy HU3KY PaKTHK. Hepm 3a Bce, mob
MUCTELILKY POAMHY BBa)KaAH ,,CIMETHUM niApﬂAOM”, CAiA AOBECTH, IO NPUHANUMHI Ha IPOTA3i 1eB-
HOTO Yacy A€KiAbKa YAEHIB OAHIET ciM’1 CHiBIpallOBAAM Y BUKOHAHHI 3aMOBAEHH 1, B3aEMHO Iepe-
KasyBaAH co0i 3aMOBACHHS, HAAABAAM CYOIIADAAHI 3AMOBACHHS Ta PEKOMEHAYBAAN 3AMOBHHUKAM
IIOCAYTH CBOIX POAUYIB (ocobauBO AKIIO Ti MPEACTABASAM Pi3HI BUAU MHCTeNTBa). Y IIbOMY CEHCi
»CIMEHHU niApﬂA” Moe QyHKITIOHYBaTH pOPMaABHO — AOMOBASIOUHUCE IIPO YYaCTh POAUYIB i3 3a-
MOBHHKOM Ta BUIIA24yI04H FOHOPAp MWAAXOM O(iliiHOTO pO3IoAiAy rpoueii, 200 MoXe CIiBIpa-
LII0BATH AMILE K AXKEHTABMEHCBKA yTOAQ, TOOTO PO3II0AiA TOHOpapy BiAOyBaBcs HeoiLifiHO cepea
MaicTpiB-BuKoHaBLiB. OcTaHHIH crioci6 opraisanjii npari cepe IpeACTaBHHMKIB apXiTEKTYPHOTO
cepepoBHILa ABBOBA AOCAIAXKYBATH BKPAH CKAAAHO, OCKIABKHU 3 OYCBUAHUX IPUYIHMH TAKHH ,,ciMeH-
HUU HiApﬂ,A,”, SIK IPABUAO, HE 3AAUILHB IO cobi 6CBHOCCPCAHiX NHUCHMOBUX AXKEPEA.

Caia 3a3HAYNTH, O CKAAAHICTD ¥ AOCAIAKEHH]I ABBIBCBKOTO MHCTEIL[BKOTO CcepeAOBHIIA T10-
ASATA€ Yy TOMY, IO y BUIIAAKY 3HAYHOI KiABKOCTi MHCTELIBKHX POAUH, IO AiSAM BOAHOYAC, AOCAIA-

HHKH AUCIIOHYIOTH HCBaAOBiALHOIO apXiBHO}O 6330}0. Taxum ynHOM PCKOHCTpPYIOBATH pOAI/IHHi
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3B3KHU Y O1ABIIOCTI BUMAAKIB pakTH4HO HeMOXAMBO. Y ApBoBi X VIII cT. MucTen bKME pOAH-
HaMu 260 ,,ciMeHUMHU niApﬂAaMI/I” MO>XHa BBaXXaTH TpU popunu: Fesingerow (CDeciHrepiB), A€
ABA IIOKOAIHHS 6yA1/1 MpPEACTABAEHI K IIiChTbMA pi3b6;{paMH Ta apxirekropamu; Wiirtzerow (BIOP-
LepiB) — Ha ABa IOKOAIHHS TPOE CKYABIITOPIB, Ta, eBHOMW Mipolo, Polejowskich (IToaeitoscpkix),
Y BUMTAAKY SIKMX MOBa HA€ MPO IOHAMMEHIIE OAHE MIOKOAIHHS Ta ABOX CKYABIITOPIB i OAHOTO ap-
xitekropa. [lJoao iHIUX pOAMH, 1[0 anpiopi BBAXKAIOTHCA MUCTELILKUMU POAUHAMM, iCHYIOTD 3Ha-
9Hi TPYAHOIIi y AOCAIAKEHHI IX AIAABHOCTI, IPO SAKi HEOAHOPA30BO BXXE 3TaAYBAAOCDH B AiTEpATypi.
Cepea BUILIE3TaAQHUX ABBIBCBKHX MUCTELBKHX POAMH HalOiAble apXiBHUX AXepea 36eperaoch
npo rodziny Polejowskich (poauny IToacitoBcbkux). BianocHo Beanka rpymna TBopis arpubyTosa-
Ha AK IX p060TH (36CPCI‘AI/ICI> AO HAIIMX YaciB ab60 BiaoMi 3 iKOHOI‘paCI)i‘{HI/IX ,A,)KCPCA). Biape Toro,
ITitorp Ta Maneii BBaXXKalOThCA MUTIAMH, AKi Halb6iABIIb BIIAMHYAHU Ha AbBIBCbKE MUCTELIBKE Ce-
peaosuite y Apyriit mososuni X VIII ct. Came TOMY AOCAIAMKEHHS MHCTEIBKOI CITAAIUHU [IPEA-
craBuukiB rodziny Polejowskich (poannu [ToaeitoBcbKHX) A€ MOXKANBICTb YaCTKOBO AOTIOBHH-
TH 06pa3 AbBIBCBKOIO MUCTELILKOTO CEPEAOBHIIIA TOTO YACY.

Ipissume Polejowskich (IToaeiioBebkux) 35BHAOCH y HAyKOBiii AiTepaTypiy 1872 p. y MOHOTpa-
$ii Maypunis Aseaymunupkoro npucssaeHin Aarnacskomy kadpeapassbHoMy co6opy y AbBoBi. Age-
AYIIMIIBKHM, 2 3STOAOM i q)CpAI/IHaHA Bocreas Bipsnauman ITitorpa IToaerioBchKOro Ik rOAOBHOTO
apxiTeKTOpa BiATIOBiAAABHOTO 32 HepeGyAOBy xpamy, a Maneiis I loaelioBcbKOro — K TBOPL st MOHY-
MEHTAABHHUX CKYABIITYP YOTHPbOX OTLIiB LIEPKBU AO TOAOBHOTO BiBTaps, BAKOHAHOTO 32 IIPOEKTOM
Horo 6paTa. Vyacts 060x 6paTiB y MoAepHi3anil c060py, 3aMoBAcHOI apxienuckornoM Barjaasom le-
ponimoM CepakoBcbKUM Y 1765-1780 pp., € HAHBIAOMIIINM Ta Hal6iAbLI €PEKTHUM TBOPOM, Y KO-
My Oyau sapisni o6uasa 6paru IToacitoBebki. 3 miei mpu4nHM BOHU 3raayl0Thest GaKTUIHO y BCix
ny6aikaniax npo mucrenrso Apsosay X VIII cr. ITpukaaa 6paris ITiiorpa, Maneii ta Ina IToae-
HMOBCHKHUX BBAXXKAETHCA 33, Y IEBHOMY CEHCI, €p3al] AAS AOCAIAXKEHHS iCTOPil TBOPYUX AMHACTIH Ta
OKPEMHX MUTIIB, 110 TBOPHAH Ha TePUTOPII pycbKkoro BoeBoacTsa, Canpomupiyuay ta [TiaAstmrms.
Bucoxuit xyaoxHiit piBens TBopiB ITiioTpa Ta Maneiis [ToaefioBchkuX cTaB BiAIIpaBHOIO TOYKOIO
AASI YUCACHHUX an1/I6yuiﬁ, 110 OXOIIAIOBAAM IPAKTHUYHO BCi HAMBAXKAMBIII Ta HAUKpali TBOPU
apXiTEKTYpPH Ta CKYABIITYPH, CTBOPEHI Ha 3eMA X PychKero BO€BOACTBA IMicAs 1760 p. Y TOI e yac
AOCAIAHUKY HATOAOIIYBAAM Ha BIIAUBI, AKHE cTUAB [ TitoTpa Ta Maneiis MaB Ha iHIIMX MUTLB, IO
Alsiany AbBiBcbKOMY cepepoBHLi y ApyTiit nososuHi X VIII ct., Takux six Jan Obrocki (SIn O6pows-
xuit), Michat Filewicz (Muxaitao @iaesuu) i Franciszek Oledzki (Ppannimex Oaenacbkuii).

Boxe poaBHO cim’s [ToaelOBCbKUX HABOAHAACH Y MUCTELITBO3HABYiH AITEPATYpi AK MPUKAAA PO-
AuHHOI MaticTepHi. Briepiue taky Aymxy BucaoBus pocaipnuk Tapeym ManbkoBcbkuit. Bin npu-
IIyCKaB, o OpaTy CiBIpalloBaAd Mix co6010 He AnuIe mia ac pobir y ApBiBcbkoMy cobopi (1765-
-1776), aAe i paHile, BUKOHYIOUU 3AMOBACHHS AASL GPaHIIMCKAHCHKOrO MOoHacTups y Ilepemum-
Ai (1760-1765 pp.) Ta, HMOBIPHO, AAS €3YiTCHKOTO MOHACTHUPA Y IIbOMY X MicTi. IHIMit moabchkuit
AOCAIAHUK, 30irHeB TopuyHT, BKa3yBaB Ha CHiABHY po60Ty ITitorpa Ta Maneiis npu AooMiHiKkaH-
cpkoMy cobopi boxoro tiaa y Apsosi. HatomicTs ciapHOW0 po6ororo SHa ta Maneiis [Toaetios-
CBKUX, Ha AyMKy [opHyHTra, MaB 6u 6yTH iHTep’ep Bacnaiancbkoi nepksu B [ Touaesi. Y coro yepry
ITitorp Kpachuii a HKy6 Ciro BuCyHYyAH rinoresy, o ,CiMeHHUII HiAp}IA” [Titorpa Ta Maneiis
IToaelioBchbKHMX CKAQBCA BXKE MiA 9ac po60T14 Hap mapadisarHuM KocteaoMm B Hasapii, oe ITitor-
pBXe AOCBIAYEHMH MHTeLb — Biairpas roaoBHy poab. Ha aymky Siexa aeBcbkoro yci Tpoe 6pa-
T IToAaelioBChbKi TBOPUAH ,,ciMEHHU I niApﬂA”. Bumesrapani rimoresu 6yAH BHUCYHYTi IOITYTHO AO
IHIIKMX MIPKYBaHb i He IIEPEBIPSAMCH Y HAABHUX apXiBHUX AXKepeaaX. ABTOPKa IIOCTaBHAA cobi 3a
METY AI3HATHCD, U CIIPaBAL bracia Polejowscy (6paTH HOAeﬁOBCbKi) CTBOPHMAHM ,CIMEMHUHN ITiA-
psA” (pOAI/IHHy MaﬁCTcpmo), i AKIO TaK, TO AKMM YHHOM Lie BiAGyBaAOCH?

Lls xHMTra € CKOPOYEHOIO Ta AOIIOBHEHOIO BEPCIi€I0 KAHAMAALIBKOI AMCepTalLii Mmip Ha3BOKO
»Dzialalnos¢ Polejowskich — Iwowskiej rodziny artystycznej w drugiej potowie XVIII wieku”,
(wAisapHicTb [ToA€HOBCHKUX — ABBiBCHKOI XYAOXHBOI poAuHH y apyriit mosoBuHi X VIII croair-
T1”), HAIIUCAHOI IiA HAyKOBUM KCPiBHULITBOM AOKTOpa rabiairopanoro Auaxes Beraes Ta saxn-
menoi B [ncrutyTi IcTopii MucrerTs fIreanoncokoro YHiBepcurery y 2018 p. ABTOpKa IIparHe Io-
ASAKYBaTH HAyKOBOMY KEPiIBHUKOBI 32 AOIIOMOTY, IIATPUMKY, AUCKYCii, TOpaAH, 2 TAKOX 3 T€, 110
3aIliKaBUB 11 TEMOIO MUCTEIbKOI CITAAIIMHY Ha KOAUIIHIX CXiAHUX TEPUTOPIiAX PeuqiI'Tocrmoanroti,
SIKa OCTATOYHO CTAAA IIPEAMETOM AMCEPTALIITHOTO AOCAIAXKEHH . ABTOPKA TAKOX BASYHA PELICH-
3eHTaM AucepTanii AokTopy radiairosanomy Axy6y Cirto, npopecopy Incturyry IcTopii Mucreurs
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IToanbcpkoi Axapemii Hayk, sokropy rabiairosanomy ITitorpy OwmanoBcskomy, mpodecopy Bpou-
AaBcpkoro YHiBepcutery Ta mpoecopy Ilitorpy Kpacnomy 3 fIreasoncrkoro YHiBepcurery, yui
L[iHHI KOMEHTApi CIPUAAU YAOCKOHAAEHHIO ITi€] KHUXXKH.

Oxpemy MoAsIKY aBTOpKa BUpakae Aasi Tapaca BosHsika, Aupexkropa AbBiBCbKOI HaljiOHAAD-
Hoi rasepei MucTenTs imeHi B. Bosnunpxoro, 3a AO6POSI/I‘IAI/IBiCTb, PpO3yMiHHS, AOTIOMOTY Ta Ha-
AAHHS AOCTYIIY AO (1)OH,/_\iB CKYABIITYPH B OACCLKy, 6e3 gyoro 6on 6 HEMOXXAMBHM 3aKiHYCHH S 11i€l
AucepTanii. ABTOpPKaA ASKYE TAKOX BUAABLISIM, 30KpeMa AopoTi ﬂHimeBCbKiﬁ-ﬂKy6HK, AUPEKTOPY
Hanionaasnoro Incruryry IMoabcbkoi Crnaamunu 3a Kopponom POLONIKA Ta soktopy ITiio-
1py Pabero, npesuaenry Haykosoro Tosapucrsa ,Societas Vistulana”, i ITiiorpy Smcbkomy, Ges
iHiIiaTHBM Ta MATPUMKH AKOTO I KHH)KKA HE IPUHHAAQ 6 1i HUHIMHBOT popmu. AocaiaxeHHs,
IpOBEACHI B paMKax 1iei MoHorpadii, 6yAI/I BUKOHaHI 32 piHaHCcOBOI miaTpuMku Hanionaasnoro
Henrpy Hayxu (IToabma). Fpant N UMO-2014/13/N/HS2/02923, Lwowskie rodziny artystyczne
drugiej potowy XVIII stulecia [, ApBiBcbKi XyA0kKHB poaunu Apyroi nososunu X VIII croairra”],
a TAKOXX TPAHT Ha I1iAbOBi AocAipkeHH: Bip IcTopuunoro $akyasrery Areasoncrkoro YHiBepcu-
tery. O3HAMOMACHHSI 3 HAITHOBIIIIOI HAYKOBOIO AiTeparyporo Ta mamsatkamu PpankoHii ctaro
MOXXAUBHM 3aBASIKU ABOTIDKHEBIN cTuneHAll Ypsiay Basapii y Bropubypsi.

II. KomenTap a0 icropii Mucrenpkoro cepepopuma Apposa X VIII cT.:
peaaii Ta AmHaMiKka 3MiH

ABBiBCcbke MUCTELIbKE CEpPEAOBUIIIE MAAO YHIKAABHY crienngiky B MaciTabax KoAnmHboI [ [0ABChKO-
anrtoscbkoi Peudi ITocmoanToi. Haraaaiimo, mo okpim Bapmasu came Apsis 6yB HaCTYNHUM Hali-
BAXAUBIIINM MHCTCLIBKMM OCEPeAKOM Toro vacy. [To-nepure, Hipe 6iabuie He cTar0Cs TaK, mob,
IpH BCE L€ MilJHiH NO3K LI I1eX0BOI CUCTEMH, COPMYBAAACA B MICTi — SIK IPOTHBAra peMiCHHYUM
OpraHi3alisiM — YMCEAbHA IPyIa MUTIIB 3 Ay>KE BUCOKUM PiBHEM XYAOXKHIiX po6iT. ITo-apyre, Bu-
HATKOBOIO € | BHYTPiIHA CTPYKTypa i€l rpymnu, y AKiii 3aMicTh 3BUYHOI IpOdeciiHOT KOHKYPEHII il
iCHyBaAM I1e ¥ TicHi comriaAbHi 3Bs13ku. CaMe 119 BUHATKOBA CHTYallis HIPU3BEAA AO TOTO, IO — BiA-
YyBIIN HOTpe6y 3BiABHEHH S BiA FiABAIHHOL OPHUCAUKII — TEBHA IPYTa CKYABIITOPIB i XYAOKHHUKIB
AOMOTAACh IPHUBIA€IO, AKUH 3PiBHAB X COLIaAbBHUH CTATyC 3 BIAbHUMH )XUTEASIMU ApBoBa. Caip
3BEPHYTH YBary Ha Te, IO 1€ 6on yHiKaAbHe sBUIle HAa $OHI iHMMX MicT ToaimHpoi Peui ITocmo-
aurol. Ha sopi coei Kap’epn BCi 3TOAOM BiAOMi MUTIIi KM AM 32 MEXXAMHU MiCbKUX MYPiB, YHUKAIOYU
TAKMM YMHOM NPUHHATTS MiCHKOTO IpaBa Ta 000BI3KY BCTYIY AO LieXy. BoHuU oceasancs B ABOX
ropuauKax: Beix cBsaTux (BaacHicTs BeHeAMKTHHCHKOTO OPACHY) ta cB. IBana Xpecrureas (BAac-
HICTb KaIliTyAH ABBiBCBKOTO coGopy). 3OCCPCA>KCHiCTb 3HAYHOI KiABKOCTi MUTIIiB HA HEBEAUKOMY
IPOCTOp] Yepes ACsKUI Yac IPU3BEAA AO CTBOPEHHS TICHO IOB32HOI0 MUCTELbKO-COLI1aABHOTO
CepeAOBHIIa, IKe HAHKpallje MOXHA OXapPaKTePU3YBaTH TEPMiHOM ,BEAHKA MUCTELIbKA POAHHA .
HattakTuBHimi i, 0T>xe, BUCOKOOMAAYyBaHI CKYABIITOPH, IIiCASI OTPUMAHHS MPHUBiACIO Bia KanTy-
POBOTO CYAY Y 1764 P. Ha BIABHY IIPaKTHKY, IOCTYIIOBO ITOYAAU NEPEKAIKATH 3 HEPEAMICTS B MEXI
MiCTa, a OAHHUM 3 HaﬁanBa6AnBime AASI HUX PEiOHIB BUSBHAACS BYA. Bipmencrka.

ITouyarok yrBOpeHHs ,k0A0HII” B KpakiBchkoMy mepeAMIicTi mpumasae Ha pp. 1735-1745.
Y AbBoBi 3’1BHAMCH TOA] HaliBak auBimi MuTLi — Sebastian Fesinger (Pecinrep), Georg Michael
Wirtzer (Biopuep), Antoni Osinski (Ocincpkuit), Johann Georg Gertner (Ieptuep) Ta Jerzy
Joézef Marquart (Mapksapr), siKi cTBOpuAN HepOPMaABHY TPYIy, HABKOAO SKOI Ha TEPUTOPIi
i€l JOPUAMKHU OCEAMAMCS 1 iHIII MafCTpH. Haii6iapmuii PO3KBIT IIbOTO CEPEAOBHINA IPUITAAAE
Ha APYTY IOA. 5O-TUX Ta 60-Tux pp. XVIII cT., TOOTO KOAU MUTL 3 TAK 3BAHOTO ,, MOAOAIIOTO MO-
xoainns’, Taki sk Maciej, Piotr i Jan Polejowscy (Maueit, ITitorp ta SIn IToacitosebki), Jan
Obrocki (SIn O6poupxuii), Wojciech Bieri (Bosiuex bins) Ta Mathias Miiller (Matiac Mroa-
Aep) au Marcin Bialobrzeski (Mapuin Biao6xecbkuil) cTBOproBaAn BaacHi ciM’i, a B poAHHaX
Antoniego Osiniskiego (Aurona Ocincpkoro), Johanna Nepomucena Becherta (Moranna Hemo-
mynena Bexepra), Johanna Georga Gertnera (Moranna Ieprrepa), Szymona Starzewskiego (I1u-
moHa Craxescpkoro) Ta Klemensa Ksawerego Fesingera (Kaemenca Kcasepis Qecinrepa) na-
POAXYBaAUCh HOBi HIOKOAIHHSA MaI>’I6yTHiX mutni. CaMe TOAl IHTEHCUBHICTh CIMEMHHX Ta COLIi-
AABHHX KOHTAKTIB csAraAa cBoro seHity. Curyanist movyasa sminioBarucs B 7o-tux pp. X VIII cr.

B ocranniii usepti X VIII cT. eAnHOIO mpodeciiinoio rpymoio y ApBOBI, sika MiATPUMYBaAa TicHI
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Ta )KBaBi COLliaAbHI KOHTaKTH, 6yAU XYAOKHUKH. 3a 8o-Ti Ta 9o-Ti pp. X VIII cT. y Akepeaax Tpa-
HASIOTHCS AUIIE OKPEMI 3raAKH [IPO MHUTLB.

II1. biorpadiuni Bisomocti mpo poauny IloseiioBcpkux

Iepeaycim caia yrounutn inpopmanito npo 6arekis [ToaeiioBebkux (robro Sna Ta KaTa)KI/IHy),
siky A. Beraeit samictuB yxurrenuci MUTLiB Y ,,CAOBHHKY TOABCBKUX MUTLIIB” [Stownik artystéw
polskich i w Polsce dziatajgcych]. Indpopmarniisi, wo MicTUTbCS y TacAl, IpyHTyBaAacs Ha CBiAOLTBI
npo cMepts Posaaii Ocinbcpkoi (14 BEpPECHA 1790 p.), AKy BiH BBaxkaB cecTpoi IloaeitoBcrkoro.
OaHax srasana Posaais nomepaa y Bini 6 poxis i, 6e3ymoBHO, Oyaa a0ouxoro SJna Ocincekoro Ta
Kataxxunu 3 oomy 3aBapChKHX, SIKi OAPYXXHAHCS I7 TpaBHs 1777 p. Ha xaas, sanmucis nmpo xpe-
LIIEHH I )KOAHOTO 3 OpaTiB y METPHUYHUX KHHUTAX AOCi He 3HalAeHO. OAHAK MOXKHA BKa3aTH BiAHOC-
HO BipOripHe Miclle IXHbOI'O HAPOAJKEHH 5, AKUM HE 6yB ABbBiB, K BBaXXaB Ta,A,eym MaHbpKOBCBKHI
Ta Bci iHII AOCAIAHUKH, 5AKi ToAaBaau 1o iHpopMarifo 3a HuUM. [Tiakaskoro B IbOMY IHTAHHI
€ cipuennsa Maneiis [ToaeitoBcbkoro mpo #ioro BiaHocuHu 3 Mukoaaem basuaim IToronpknm,
SKHMI Ha1eHTO 3HAB CKYABNITOPA 3 AUTHHCTBA. CaMe TOMy MOXXHA IPHITYcTUTH, o [ToaeiioBebki
MOXOAUAH 3 OKOAHUIIb By‘{aqa, MO>XAHUBO, IO HABiTh i3 CAaMOTO MiCTa, 3BiAKH BOHHU IIBUAKO MPO-
KAQAH OOl MIASX AO MaricTepHi npuaBopHUX MUTLIB rpadis [Toroupkux. SIx6u BoHH HapoAH-
AMCBb T2 BUXOBYBaAHUCh Y ABBOBI, AAsl HUX OyA0 6 OUeBHAHILIMM 06paTH MalCTEPHIO KOTPOIOCH
13 AbBIBCHBKHMX MUTIIIB, CKa)XXiMO (I)eciHrepa, abo posmnodaru HaB4aHHs B 1exy. Ocraro4HuM miA-
TBEPAKECHHAM HEMICIIEBOTO MOXOAXEHHA poaunu IToaefioBebkux € in)OpMaI_Iiﬂ, 3HaMAE€Ha Y CBi-
Aoursi npo mao6 Antoniego Osiriskiego (Autonis Ocincpkoro) s Rozalia Polejowska (Posa-
aiero TToae#0BCHKOI0), YKAQACHOMY 4 AIOTOTO 1747 P. Y AbBIBCbKOMY KadeApaAbHOMY coOopi, ae
Y BIAOMOCTSX IIPO HApEeUYEHY 3alIMCAAH, 1[0 BOHA MEIIKaAa y AbBOBI IPOTATOM OCTAHHBOTO POKY.
Okxpim Toro, 7 KBiTHs 1764 p. Maueii Ta [Titorp IToaeiioBchki pasoMm i3 kiabkoMa iHIKMMY pisbOs-
paMHu IO A€pPEBY OTPUMAAU AO3BiA Ha HOCIHHA mabai abo Meya, BUAAHOTO Ha IiACTaBi pimeHHsA
KaNTypOBOTo cyAy MicTa ApBOBa.

AocTteMeHHO BiAOMO, 11O apxiTtekTop HﬁOTp IToaeiioBchknit HapOAUBCSL B 1734 p. Ta IOMEP
26 KBiTHA 1776 P. Y Billi 42 pOKiB, 6yB IIOXOBAaHUI y AbBIBCbKOMY KadpeApaabHOMY cobopi. [Tepima
apxiBHa 3raaKa Ipo Horo nepebyBaHHs y AbBOBI mpumasae Ha BepeceHs 1759 p. OaHak, HeBipO-
Mo koau came [ToaeitoBebkuit oppyxuscs 3 Marianng Pelczynska (Mapiannoro [Teaunncnkoro),
AAKE 3ATTUCY MPO TAKUH IAI00 He 3adikcoBaHO y mapadisiAbHHUX KHUTAX AbBIBCHKOTO KapeApaAbHO-
ro cobopy a6o kocreay Mapii CHiXHOI HMOBipHO WIAK0 yKAZACHO HANI3HILIE BAITKY 1763 POKY,
AAXKE 4 AIOTOTO 1764 P. Y METPUYHUX KHUTAX 6on 3HAWAEHO 3aITUC NPO XPEIIEHH MEPIIO] BiAO-
MOI AUTHHHU IIi€l Mapu. Caia 3BCPHYTH yBary Ha cl)aKT, mo [ ToaeroBcbki BUXOBYBAAM CEMEPO AITEH,
a He ABOE, SIK Lie BBAKAAOCS paHille. 13 aucronaaa 1765 p. ITitorpom IToaeitoBcskum 6yao BHece-
HO y ABBIBCHKI MiCBKi aKTOBi KHUT'M KOPOAIBCbKMIT IIPUBiAeH Ha BIABHY IPaKTHKY npodecii apxi-
TEKTOpPA, AKUI LIiAKOM HMOBIPHO BiH OTPHUMAB 3aBAsKH IpoTeKii apxienuckomna Barjaasa Iepowni-
Ma CepaxoBcbkoro. Y 1765-1766 pp. apXiTeKTOp OpeHAYBaB YacTHHY KaM siHuLI boraanoBnya, mo
HaA€XaAa AbBIBChKUM AOMiHIKaHIISIM, A€ BiH MELIKAB Pa3OM 3i CAYTaMH Ta 9€ASIAAIO. KpiM TOTO,
Y 1764 p. BIH TAKOX 3aIIAATHB AOMIHIKaHIISIM 32 YACTHHY TaK 3BaHOI KaM siHu 1 BapTaHn4nkoBchKol.
1 AJ0TOTO 1769 p. [ToAeiioBChK ML B3SIB B OPEHAY IAOIILY, I[O HAAEKAAA AO )KIHOYOTO OPAEHY KapMe-
AiTok 6ocux. Y AOTOBOPi 3a3HAYAAOCH, 1[0 CECTPU NPUHMAIOTh OPEHAAPIB 32 HAKA30M apXienuc-
xora Banjaasa Ieponima CepakoBCcbKOro, TOX 1ie APYTHIl IPUKA2A TypOOTH MeljeHaTa TPO MUTLS.
13 AIOTOTO 1770 P. ApXITEKTOP KYTIHB ABA )KUTAOBI 6yAI/IHKI/I o ByA. BipmeHcskiii, a came KaM STHUIIIO
LlepyroBuuin (igmra HasBa — KaM'AHUIA Ceq)epom/mis) Ta KaM SIHUL 10 MyparoBuuis, siKi BiH 3ro-
AoM nepebyayBas B oauH 6yanHOK. Po60TH Maau TpuBatu 6AM3BKO TPHOX POKIB, OCKIABKH AMILE
12 AIOTOTO 1773 p. OyA0 3adikcoBaHO iHTpOMIciio. 27 ciunst 1774 p. [Tetpo IToaefioBecbknii mpuabas
KaM STHUIIIO I'ipsiHcpky (TCHAsiHCLKy) - 6YAI/IHOK po3TaIIOBaHUI HA Tak 3BaHiN maomi ['eHAgiH-
CBKHX, IIOPYY i3 BIPMEHCHKOIO LIEPKBOIO — 5IKY BiH nepebyayBaB GAUSBKO CEPEAUHH 1774 P., CIIPO-
eKTYBaBIIHU ABOIIOBEPXOBHH JXUTAOBUI OYAHHOK 3 HOKOABHUM IIOBEPXOM.

XYAOXKHI AOCSITHEHHS pisb6ﬂpa SnaIloaetioBchkoro 6yA14 MOBHICTIO CTBOPEHI y HAYKOBUX PO-
6orax pocaisnuka 36iruesa TopryHra, apxe npo camoro SIHa 3Geperancs AuIIE TP AKEPEABHI
3raaKu: 18 ciuHsA 1756 p. BiH oApy>kHBcs 3 MapiaHHOI0, AKa Y 1774 p. HAPOAH A oMy cuHa, Marjeiis
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Kapasxerana. KpiM Toro, y 1767 p. 10ro 3raayioTh sIK MEIIKAHIIA OPUAUKH Beix cBATHX, Ae BiH criAa-
4yBaB 3€MEAbHHUI ITOAATOK.

Aocuts 6araro BigomocTeit 36epeerc1> mpo xxuttsa Mareita [NoaeiioBcpkoro y mopiBHsIHHI 3 iH-
IIUMHU CKYABITOPAMH MEPIOAY ABBIBCHKOTO pokoko. OAHAK OCHOBHA 6iorpac1>qua inpopmanis — 30-
KpeMa AATH HAPOAXKEHH S Ta cMepTi — BiacyTHs. Ilepmra poxxepeabna srapkxa npo Maneiisy Asso-
Bl AQTYETHCS KOBTHEM 1755 p. TaKOXK BApTO 3a3HAYUTH, 0 came Maueit O6yB mepurumM i3 6paris, xTo
3ABASETHCS B apXiBHUX AOKyMeHTax. CkyabnTop OyB 0ApyXeHU ABiui: Briepiue 3 Barbara Chocimska
(Bap6ap010 Xonimcokomw) (1742-1770), BApYTe — 3 HeBiaoMOI0 Marpaaenorw. Y mawbi 3 bap6aporo,
YKA2ACHOMY Y AaTHHCBKOMY KadeApPaABHOMY cO6OPi 20 AIOTOTO 1757 . B IPUCYTHOCTI CKYABIITOPA
Sebastiana Fesingera (Ce6actbsina Qecinrepa), HapoAMAOCS AeBATEpO Aireit (y HayKOBilt AiTepa-
Typi AOCi 3rapyBaAOCs AUIIE IJ_ICCTCPO). 30 KBIiTHA 1767 p. Maueit IToaelioBchKMI KYITMB XU TAOBHH
6YAI/IHOK, KaM SIHUITIO APOHI‘iBCbe, SAKHUH BiH HCPC6yAOByBaB AO 1773 P. 3a apXiBHUMH AXKEPEAAMU
1151 BAACHICTb MaAa 6 3HAXOAMTHCH 32 aApecolo ByA. Pycbka 198. Toxx MoBa He A2 y LIbOMY BUIIAAKY
PO ABa OKPEMi KUTAOBI 6y,A,I/IHKI/I, AK BBakaaocs paninre. Kpim roro, 2 aunus 1769 p. IToaeitoBcpkuii
KyIuB 6yAI/IHOK Ha ropuauii Beix carux, 8 KpakiBcbkomy mepeaMicTi, AKHIT BiH 3roAOM, 2 BEPECH
1773 p., nepenpoaas mutesi Tomaszowi Gertnerowi (Tomamy Ieprrepy). Tomy MoxHa npumyc-
TUTH, IO TaK caMo, 5K i Sebastian Fesinger (Cebactpsan Pecinrep) Hanpuxinui coro xurrs, Maneit
IToaeiioBchKMIT pO3IIMPHUB CBOI MpOdeciiiHi KOMIETEHIIT 3 pisbGﬂpa 10 ACPEBY AO ,,6yAiBCAI>HOFO
HiAHpI/IeMLlH”. Caip mam’saTary, mo B ToH xe yac Muxoaait Basuai ITorouskuii Hakasas Maneiiio
B3sTH Ha ceOe ynpaBainHs ,pabpukoio” cobopy [ToyaiBcbkoro MoHacTHps, a B 1790-THX Pp. MUTELLb
mpaioBas TaM sK apxitekrop. Ocranns inpopMaris mpo [ToaeitoBcbKOro MOXOAUTD 3 1794 P., KOAH
BiH MOkUHYB [ loyaiBChbKMII MOHACTHP IiCAS 3aBEpPIIEHHS po6iT ncpeA6anH14x 33 YTOAOIO, i 11T AaTa
BiATIOBIAHO BBA)KA€THCS HUKHBOIO MEXKEIO AATYBAHHS CMEPTi CKYABIITOPA.

Ao inmnx npeacraBuukis poaunu [ToaeitoBcbkux Hasexats cecTpu [ToaeiioBeski, Rozalia
i Magdalena (Posaais Ta Maraasena). Ilepura, sk yoke 3raayBaAOCs, BUHIIAA 3AMiX 33 CKYABIITO-
pa Antoniego Osiniskiego (Antonist Ocinbcbkoro) B 1747 p. Y cBoto yepry, Maraaaena 6yaa Apy-
rowo Apyxunowo mutis Mathiasa Miillera (Matiacst Mioaaepa), 3a sIKOro BoHa BHIIIAQ 3aMiX
y 1756 p. O6uaBi CECTPU MIATPUMYBAAU )KBABi TOBAPUCHKi BIAHOCHHH i3 NPEACTABHUKAMM iHIIUX

MHCTECLUBKUX POAUH Y ABBOBI, ape IX 9acTO HNPOCHUAHM 33 CBIAKIB Ha CIMEHHMX YPOYUCTOCTAX.

IV. Xyaoxus cnapmuna 6paris IToaeiioBcbkuX: OCBiTa, TBOPYICTH i POSBUTOK CTHAIO,
arpuOywis, B3ipii Ta A>KepeAa HATXHEHH

Aas 3pO3YMiHHS CTPYKTYPH i AIIABHOCTi AbBiBCbKOTO MUCTEI[BKOTO CEPEAOBMILA BAXKAMBO Mi3Ha-
TH POAD, IKy Y HbOMY Bipirpasa MaiicrepHs, ctBopeHa Bernarda Meretyna (BCpHaPAOM Meperu-
nom) ta Johanna Georga Pinsla (Horanom leoprom [Tinseaem). [Titorp Kpacuuii y csoix mparsx
MiAKPECAIOBAB HOBATOPCHKUI XapaKTep BBEACHUX MepeTHHOM CTAHAAPTIB BUKOHAHHS MUCTEIlb-
kux 3aMoBAcHb y ApBOBI X VIII c1. Ha mouarky cBoel AistapHOCTI MepeTHH MyCHB TOKAQAATUCS HA
LIeXOBUX MAHCTPiB Ta MUTIIiB, AKUX HAMMAaB AO BUKOHAHH I OKPEMHX 3AMOBACHD, OAHAK 3 POKAMU
HMOMY BAAAOCS 3TYPTYBaTH HABKOAO CBO€I MAMCTEPHI MOCTINHUX, HATIEBHO PETEABHO HiAiGpaHI/IX
CHiBNPalliBHUKIB, KOTPUX CaM HaBYaB i KOTPi i CTBOPUAHU HOTO ,MUCTELbKY (l)iPMy”. CepcA HUX
Oyau ITitorpa Ta Maneii [ToaeitoBeski. Ik Bisomo, y Maticrepri Mepernna ta ITinseas 3400y ocBi-
Ty Maueii IToaeitoBcpkuit, AO 4OT0 BiH caM PU3HABABCAL. TOMy 1[iAKOM NPUPOAHO, IO iHIIi 6pa—
TH TaKOX HaB4aaucsa npodecii came TyT. XyAoxHs HesaaexHicTs Mareits Ta [Titorpa (MoxAmBO,
TaKkoxX i S{Ha) He 03HAYaAa ABTOMATHYIHO BiAOKPEMAEHHS Bip MaricTepHi IXHiX MeTpiB. Y 1750-TUX
pp- MaricTepHs MepeTnHa IPOAOBXKYBaAa BiairpaBaTH TOAOBHY POAB HA PUHKY 3AMOBACHB Y /ABBO-
Bl Ta OKOAHIISX, 1 11e 6yB HiK MEPIOAY MUCTELIBKOIL AiSIABHOCTIIILOTO APXiTEKTOPA. ®axTryHMH MO-
YaTOK HE3AACKHOI MUCTELBKOI Kap’epyl 6paTiB IMoaeitoBChKHX MPHUITaAA€ HA IIEPIOA PO3IAAY ,ITiA-
npuemcrBa Mepernna ta [Tinseast micast cMepTi MaficTpiB, OTXKe Ha HOYATOK 1760-THX PP., KOAU
ITitorp Ta Maueit IToaeiioBcbki oTprMasu cBOI mepini criiAbHI 3aMOBACHH.

Ha movarky cBo€l caMOCTiIHOI MHCTELIBKOT Kap’epn ITitorp Ta Maneti [Toaeitobcpki npamio-
BaAHM Pa3oM, i B HAYKOBiH AiTepaTypi 6on YHUMaAO CHEKYASLIH 3 OO PUBOAY. Braxaaocs, mo
6P9.TI/I CTBOPHMAM ,CiMEMHUH r[iAp;IA” (TBOPHHﬁ coros). Ha croroani BiaoMo 1po Tpu cnisbHi 3a-

MOBACHHJ, IPOTEC I'IiA Yac KOXXHOTO 13 HUX CHiBHPaL{ﬂ l"pyHTyBaAaCH Ha AC1IO0 IHIIHX yMOBaXx. I_IIO



PE3IOME

indopmariio cAip AOOBHUTH Liie OAHUM CIIIABHO BUKOHAHUM 3aMOBACHHIM OparTiB, A0 TOTO X e
3avaciB HaB4aHHs y Mepetnnata [Tinseas. ¥ X0l AOCAIAXKEHH ST aBTOPKOIO 6YAO BCTAHOBACHO, 1110
IMoaettoBchKi He MAAM 3BUYKH BUKOHYBATH YCi 3aMOBACHH I pa30M, HE MAAH TAKOX CHiABHOI Maf-
CTepHi Ta LIOITATHUX CHiBHOpalliBHUKIB. Bouu HPAIIOBAAU PA30M AHUIIE IPH OKPEMUX IPOEKTAX,
SIKIIO TPANASIAACH HATOAQ. ABTopKa MIEPEKOHYE, 10 KMOBIpPHO 6PaTI/I IToaerioBcbki HE CTBOPUAH
pOoAMHHOI $ipMu, ,ciMeHHOrO niApﬂAy” tomo. Hacrpapai B A>xepesax 3adikcoBaHi ABa BUITAAKH
pakTHyHOI ciiBnpani 6paTiB (AaTI/IHCLKI/Iﬁ KadeApasbHUN c060p Ta KOCTEA AOMiHiKaHLiB y AbBO-
Bi) Ta ABa POEKTH, HAA PEAAI3AIIIEI0 KOTPUX 6paTI/I MOTAH TilIOTETUYHO CIiBIPallOBaTH (XpaMI/I
y ceaax TopoBurisa ta HaBapiﬂ). CAi 3a3HAYMTH, WO I{s1 CIiBIpALL 6yAa AOCHTb OAHOOIYHOIO, TOO-
to axmo [Tiorp IToaeiioBcrkuii oTpuMyBaB 6iabiie 3a po3MipaMM 3aMOBAEHHS, TOAL IPOIIOHY-
BaB ManelieBi yyacTs y iioro peaaisanii. Hemae 5xopHOT mepeKOHAMBOI 3TaAKH ITPO Te, 1o Marsiit
3aAy4aB 6paTa Y aHaAOTiYHMX BUITaAKaX. biapme Toro, CKYABIITOP, HMOBiPHO, CTABMBCS AO IXHBOI
criBnpani Aocuth poskyTo. IIpo e Mosxke cBIAYMTH $aKT, IO y TOM Yac, KOAU BiH 6yB 3AUHATUH
TAKUM IIPECTHXKHHUM T4 CTPATETIYHUM AASL PO3BUTKY CBOEI KAp €U 3aAMOBACHHSIM SIK BUKOHAHH I
iryp A0 rOAOBHOTO BiBTapst AbBIBCHKOTO AaTHHCHKOTO KapeAPaABHOTO co6opy, BIH He AUIIE HE
AOTPHUMYBABCS TEPMiHY KOHTPAKTY (aroTmit 1768 p.), aAe ¥ IpUMHAB y TOH 9ac iIHAUBIAyaABHE 3a-
MOBACHHS Ha 03A00AI0BaAbHI p060Tn y maaani q)PaHLII/ICKa Caaesis [Toronpkoro y KPI/ICTI/IHO-
noAi (fiMOBipHO, B TOMY X 1768 p.) Ta 3aMOBACHHS Ha pi3pbspcbki poboTu y kocTeai cB. Muxaiiaa
B [3acaasi (a0 pedi, IbOro 3aMOBACHH BIH TAKOXX He BUKOHAB BYaCHO, PO3IIOYABIIU pOOOTY AHLIE
Jepes § pOoKiB, TOOTO i yac ,,(1>a6p1/11<14” IPU KOAETiaTi B CaH,A,OMI/Ipi).

TpI/IBaAI/Iﬁ Jac caMocTiiHa xya0xHsA TBopuicTs [Titorpa [ToaefioBcpkoro TpakTyBasacs Ayxe
OAHOOIYHO i AOCAIAHUKH 30CEPEAKYBAAUCH BUKAIOYHO Ha apXiTeKTypi. 3aBASKU AOCAIAXKEHH M
Sxy6a Ciro ta ITsorpa Kpacroro ii 06pas cTas GararorpanHuM, BIAKPUTO HOBI iHTepIpeTamiii-
Hi moas. AocaiaHUKU AoBeAH, o IToselioBChKHI PO3IIOYAB CBOIO MUCTELIBKY Kap’epy CKYABIITO-
poM, i AuIe Yepes Kiabka POKiB BiH HaAaB IEepeBary apxirekTypi. [paHu4Hy AaTy, KOAM MHUTeLb
»IIEPEKBAAIPIKYBABCS , IK BAAETHCSI, MOKHA BUSHAYUTH AOCUTb TOYHO, a CAME Ha 1765 P., KOAHU BiH
OTPHUMaB CTOCOBHUM KOPOAIBCbKHUI MpUBiA€eH i posnoyas HCpCGyAOBy ABBIBCHKOTO /AaTHHCHKOTO
KadpeAPaABHOTO co6opy. Cepea, po6iT 3 paHHBOTrO 1epioay TBOopuocTi IloaelioBcbkoro BUpisHs-
€TbCSI TOAOBHUM BiBTap y cl)paHuncxaHCbKOMy KOCTEAIL B HCPCMI/IH_IAi. Ie samoBAcHHS, TNpUMHATE
ITitorpomy 1761 p., € TAKOX MEPILOIO APXiBHOIO 3raAKOIO PO HOro CaMOCTiMiHY MUCTELbKY TBOP-
gicTb. Ha ocHOBI cTiAicTHYHOrO Ta $OpMaABHOrO aHAAI3Y, AO IIBOTO X MEPIOAY TBOPYOCTI MOX-
Ha BipHectH i inmi TBopu ITiiorpa ITosefioBcbkoro: roA0BHHI BiBTap B AOMiHiKaHCBKOMY KOCTe-
Al B ITiakameni; roaoBHuIt BiBTap y napadisiabHomy xocreai B ceai Hasapis; ABi kam’sini dirypu
(6a. Axona Aynca Cxora Ta cB. Iriais) Ha gacaai ¢pannuckancpkoro kocreay B [lepemurai; asi
CTaTyl, O KOAUCh NPUKPAIIAAY TOAOBHU M BiBTap Y AOMiHIKaHCPKOMY KOCTEAI B Xopomi, no6au-
3y micta biarocTok; ABi CKYABIITYPH CBATHUX €BAHTEAICTIB 3 6iYHOTO BiBTap;{ B KOCTEAI KapMeAiTiB
y CyciAOBI/I‘{aX; ¢irypy caroro loanna Hemomyxka 3 6iuHOTO BiBTaps B KOcTeal y KykiapHuKax Ta
ABa posn’ﬂTTx 3 AoMiHikaHCcbKOTO KocTeay B JKoBKBi (HI/IHi 3HAXOAATbCA ¥ AOMiHiIKaHCHKOMY MO-
HacTupiy Aw06aini) Ta B AoMiHikaHcbkOMY KocTeAal y Beanknx Ouax; MoaepHisanito iHTepepy Ta
AM3aIH HOBOTO $pacaAy KOCTEAY KapMeAiTiB y BiaburiBisx; ppoHTOH GpaHIICKAHCHKOTO KOCTEAY
cB. AHTOHIs Ta mapadisiapHOro KocreAy 8 Konnunuipsix.

HanesHo, cepea ycix aApBiBcbKHX MUTILIB, o TBopuan y X VIII cT., came npo TBOpuy crmaa-
muHy Mareiis IToaeiioBcbkoro HaMm BiAOMO Haitbiabme. Y 1786 P- MHUTELb, BHACAIAOK TOCTPOTO
koHAIKTY 3 Bacuaianamu 3 [Todaesa, 6yB 3MYIIECHHUH 3aXHIIATH CBOIO MpodeciiiHy MalicTepHICT5.
Y Aucri A0 reHepasa opacHa, AKHIH 36€pirc51 Ao Hamux vyacis, [ToaefioBcpkuit onucye nepeGir CBO-
€i TBOPYOI AISABHOCTI, IEpepaxoBye cBOI pobOTU. FABASIKH LIbOMY AXKCPEAY AOCAIAHHKH MAIOTh
3MOT'y IIPOCTEKHUTH IPOLECC CTAHOBACHHSI CKYABIITOPA SIK MHTISL. 3 OAHOTO GOKY, CAiA miAKpecan-
TH, 1[0 3TaAaHi Y IIbOMY CBOEPIAHOMY aBTOPCHKOMY IIOPTPOAIO TBOPU MAIOTh BUCOKHMH XYAOXKHIH
piBeHb. 3 APYTOTO 5, CAiA MaTH Ha yBasi i Toii $paKT, 1Ij0 Ha CbOrOAHI AaAil He BCTAHOBAEHO Miclje
3HAXOAXKEHH S BCiX ,BiBTAPHUX BI/ITBopiB”, nepepaxoBaHux [ToaefioBchbKHIM.

Came BuesrapaHuil XpoHOAOrIYHUH Hepeaik TBopiB Marieiis [ToaeitoBcbkoro A03BoAsie mpo-
CTEXUTH €BOAIOL[iI0 HOr0 CKYABIITYPHOTO CTHAIO. PaHHI TBOPH CKYABNITOPA XapaKTEPU3YIOTHCS
an/IB’ﬂsaHiCTfo AO pilllEHb, 3a[TO3UYEHUX 3 MAUCTEPHI ITinseas, mo HacaMIIEPEA CTOCYETHCS <l)i3i0Ho-
Mil q)iryp (mnpoxnﬁ, ITAOCKO 3Pi3aHMH HiC, Bil Ha MOBiKaXx, rAMOOKO ITOCTAaBACHI oqi). Boanovac Ma-

neii [ ToaeiioBChKuIT BXKE TOA] TIOYMHAE 3aCTOCOBYBAaTH BAACHI POPMaAbHI pillleHH . O6anyus Horo
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popMHu MOBHe, 3 3A€TKa ONYKAOK 6OPOAOIO | HEBEAUKUMU I'ybaMu, BiAbHO PO3IYLICHUM BOAOCCSM,
3 BeAUKHMHU AOKOHAMH. OASIT, B CBOIO 4EPry, IIPHASTAE AO CHAYETIB 3 TPOXH BHAOBXXCHHUMH IIPOIIO-
puisamu, 0OHIMAaIOYU OAUH OAHOTO Ha CTETHAX i CTBOPIOIOYH LIHPOKI moBepxHi. ApamipyBaHHs Ha
IIaTaX TOCTPI, IK IPABUAO, CKAAAKH TKAHUHHU 3BHCAIOTh BEPTUKAABHO, MMAKPECAIOIOYH PyX MOCTa-
Ti. q)aKTypa CKYABITYp pisHOMaHiTHa, 3ano3udeHa y Iliorpa IoaeiioBcrbkoro, Micisamu 06p06Ac—
Ha 3y6I/IAOM Y BUTASIAL AAM abo xopoTkux ainii. L1i pucu npuramanni tBopuocti Maneiisa IToae-
FIOBCBKOTO NPHOAUSHO AO 1765 p. 3TOAOM BiAGYBA€ETHCSI AOCHTD HECTIOAIBaHA 3MiHa, SIKa, IIBUALLE 32
BCE, € PE3YABTATOM IOIIYKY BAACHOTO iHAMBIAYaABHOTO CKYABITYPHOTO cTHAI. Leit ,mepexipHuit
ncpio,A,” IpeACTaBACHUH $irypaMu y BiBTapi AbBIBCbKOro AaTHHCHKOTO KageAPaABHOTO c060py, aki
MHUTELb HAAIAUB GiABLI TCOMETPUIHUMY PUCAMH OOAUYYS OPIBHSIHO 3 IIOIEPEAHIMHU HOTO TBOpa-
mu. I'lepm 3a Bce, yBary npuBepTaoTh AUKHU CBATUX 3 HAAMIpPY 3aITAAMMU OYHMA (cq)eKT AOAATKOBO
HOCUAIOIOTH KOCpr6aTi HOCI/I), Ha MOBiKaX KOTPHUX 3aMiCTb Bill — BAAMKH, AKi MiAKPECAIOIOTH AiHiIO
oueil. OAST YKAQAQETBCSE 6IABII €KCIPECUBHO Ta TOCTPO, IIATH I ABHIIIE APANIPYIOTHCS, X04a CII0-
ci6 $opMyBaHHA CKAAAOK MAaTEPiaAy HECUABHO 3MiHHBCAL. I;IMOBiPHO, Ha BUKOPUCTaHI CTUAICTHYHI
PIILECHH S TAKOX BIAMHYB MacIITa0 MOHYMEHTaABHUX CKYABITYP, SIKi paKTHIHO Oyar BABIui 6iabmmi
Hix $irypu 3 BiBTaps B ceai Hapapist. Cxoxe, 1110 3HAKOBHM MOMEHTOM y ITpoIieci craHOBACHH S Ma-
neiis [ ToaelioBCHKOrO SK MUTIIA 3 HEBIAOMMX IIPUYMH CTaB IoyaTok 70-Tux pp. X VIII ct.

Yesi tBopuicts Manesist [ToAeiOBCHKOTO XapaKTepU3YEThCsl 0COOAUBOIO, MAIKE IEAAHTHYHOIO,
YBaro A0 AETAACH CKYABIITY PU, HE3AACXKHO BiA TOTO, A€ BOHA Ma€ 3HAXOAUTHUCH, TOOTO HE32AEXKHO
BiA TOTO, UM TASIAQY MA€ HA HEl AMBUTHUCH HA PiBHi CBOIX OYeH, YM 3BOAUTHME IX Ha HEI AOTOPH (Ha—
npuKaaa Ha pacap 6yauHky). PeteabHe BiAGUTTA B 3anpaBi APIOHUX eAeMEHTIB WaTH, pisbbAcHHA
OpHAMCHTIB i MepexuBa 260 BUKOPUCTAHHS CIPABKHBOIO IIHYPa AAS OiABII peasbHOTO edeKkTy
Ta ACKOPATHBHOCTI MOXKHA 32y BaXKUTH Y BCiX BIAOMHX Ha CbOTOAHI po60Tax CKyABIITOpa. 3a CBOIO
6iAabIT HiX TPUALATUPIYHY MUCTELBKY Kap’epy Maueit [ToaetioBcpkuin p03p06HB KiAbKa KOMIIO-
BUIIIMHUX CXEM, SAKi MEBHOIO MipOIO BBa)XKAIOThCs HOTO ,,Bi3UTHOIO KapTKoro”. HesBaxarouu Ha no-
BTOPEHH IIUX PilllcHb, HOMY BAAAOCS YHUKHYTH BPa>KCHHS OAHOMaHITHOCTI YU CXeMaTHYHOCTI,
aA>Ke BiH BMiAO PO3MEXOBYBAaB ACTAAL i KOHTPACTYBAB CKYABIITY PH.

Cepea CKYABNITYp HEBIAOMUX aBTOPIB TOrO 4acy, 3BaXKal0491 3 OAHOTO OOKy Ha IXHI cTHAicTHY-
Hi ocobauBOCTi, a 3 ApPYyTOTO — Ha ocobauBocTi ctuaio Mareiis [ToaeiioBchKkOro, Mo>xHa ann6y—
TYBaTH A€SKI 3 HUX K TBOPH LJbOTO MHUTIIA, 4 CAME: YOTHPH CKYABITYPH (ce. Dpanuecxo bopocia,
8. Ppanyuck Kms’ep, ABa npopoxn) 3 ABOX BiBTapiB, I110 6y'AI/I KOAMCD Y KOCTEAL KAPMEAITIB y ceal
Hosuit Miasitun; ckyasnrypa Posinlasmudi Xpucmoc y xocteai kapmeaitis y Posaoai; Posn’smms
3 TOAOBHOTO BiBTaps YIPyChKOTO MapadisiAbHOTO KOCTEAY; Posn’ammas y TOAOBHOMY BiBTapi B Ia-
padisiabHOMY KOCTeAD B Bychky; Heexcrionosana dirypa,dobpozo Ilacmups, mo 36epiraerscs B Ko-
AOMHUICBKOMY MYy3el HapoaHoro mucrenrsa ['yuyasmunu ta IToxyTTs im. I;IocaQ)aTa KO6PI/IHCI>KO-
ro; BeAMKi pirypH aHIreAiB 3 BEpIIMHU IKOHOCTACY B c060pi cB. IOpay ApBoBi; yacTuHa iHTep’epy
uepksu cB. [Tokposu B Byuaui (6iuHi BiBTapi, anreAN Bropi roAOBHOTO BiBTaps).

BaxxauBuM nuTaHHAM 3aAuIIAEThCs BIAUB TBOPiB Marieiis [ToAeitoBchKOrO, BUKOHAHUX AAS
KOA€TiaABHOTO KocTeAy B MicTi CaHAOMED, Ha POSBHUTOK OKPEMOI Tedii B CKyABIITYpi OCTAHHBOI
uBepti X VIII ct., Ha 10 panime BkasdyBaAu y cBoix pAocaipxennsx ©xu Kosaasunk ra CesiTocaas
AcnaproBud. Y ACSAKHMX BHIIAAKAX y LIMX TBOPAX HEMAE CCHCY IYKATH TAMOIIOro pOsyMiHHS MaHe-
pu IoaeitoBcrkoro, BOHH € cKOpillle MEXaHIiYHUM BUKOHAHHSIM MOTHBIB IEPEBIPEHUX MaHCTPOM
y #ioro 6araTtoAiTHii MPaKTUIli, TOAEKYAH BOHH HaBiTh MEPETYKYIOThCA i3 HAPOAHUM MUCTELITBOM.
Ha miacTaBi mpoBeaeHOro aHaAi3y MOXHA YMOBHO BIAOKPEMHTH ABI Ipymu TBOpiB. Ao mepmroi Bia-
HOCSATBCS CTATYi y TOAOBHHUX BiBTapsx napadisapuux kocreais y O6pasosi (1775), Maitaani Koas-
Oymoscskomy (6Au3bko 1788?), BacHiosi (He panime 1781 i He nisHime 1803) Ta B Momuni (He panime
1775 i He misHime 1781), a TAKOX CKYABITYPHU CBATHX MOKasiAbHULL Mapii Mazdarunu (y KOACKIIi1
€rlapxiaAbH0ro MY3€I0 B CaHAOMI/Ipi) Ta Mapii Eaunemcoroi (y KanAMIi ceMiHapii B CaHAOMI/Ipi)
1a ¢8. loana Xpecmumens (Ter[ep Yy MOHACTHUPi AOMiHiIKaHLIiB y CaHAOMHpi), HMOBipHO, BUKOHAHI
6AM3BKO 1782 p- IToaibHI cniAbHI PHCH MOXXHA TAKOX 3HAUTH Y ABOX Qiryp CBATHX Iall PUMChKHX
3 AOMiHIKaHCBKOT'O OPACHY, HMOBIipHO, [1ig V' ta Beneduxma XIII, mo 06AﬂMOBy10TL TOAOBHUM Bi-
BTAap Y AOMiHIKAaHCBKOMY KOCTEAI B KaumoHTOBI, a s1Ki B HayKOBii AiTepaTypi He PO3TASIAAAUCS Pa-
Hillle B KOHTEKCTI ,,AbBIBCHKOI Te4il Ha CaHAOMI/Ime/IHi”. Ao 1iel x IPyIH MOXXHA AOAATH CTaTyeT-
K4 3 eniTadii CDpaHuMCKa AeayxoBcpKOro y koaeriaabHOMy KocTeai y KanumonTosi (l‘[iCAH 1784 p.).
Apyrarpyna TBOpiB ACMOHCTPYE HIKYHUI XYAOXKHIH PiBEHB. Maerbes PO TBOPH, AKi 6on BUKOHAHO
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ACCATBMa POKaMH Ii3Hinle Hix BUIesrapaHi. [0AOBHOIO CKyABNITYpHOIO peasisanicio i3 1riei rpy-
M € TOAOBHUH BiBTap y KocTeAl B ceai CyaicaaBille, BUTOTOBACHH I CAHAOMUPCHKUM CKYABIITOPOM
Janem Nowakowskim (SInom HoBaxiscsknm) y 1789 p. ITepunmu 6yau 6iuni BiBTapi, mo npuxpa-
maAu AoMiHiKaHCBKiH kocTea B KaumonTosi (1780-1781 pp.), HacTynHUM — 6IYHUII BIBTap y KOCTeAl
cB. SIky6a B Canpaomupi iporo x opacty (1782). Lli octanni po6otu xapakTepusyooThest 6iabI BUCO-
KUM piBHEM XyAOXKHBOI MAHCTEPHOCTI MOPIBHSHO 3 IHIIMMHU poboTamu. Y 1789 p. B KOCTeAl B yaic-
AaBIIISIX 6on 36y,A,OBaHo TOAOBHUH BiBTap, MiCAS 1791 p. — 3BEACHO BEAUKUIH BiBTap y KOCTEAL B rep—
9UIIIX, A B CAMOMY KiHIIi CTOAITTA (6aM3bKO 1798-1799 Pp-) — BUKOHaHO {irypaTuBHE 03A00ACHHS
BiBTapiB y KOCTEAI B Tpiﬁui. Tpn OCTAHHI TBOPU XaPAKTEPU3YIOTHCS 3HAYHUM CIPOIIECHHAM $pOPM
i cTHAICTHYHUX 0COOAMBOCTEH Ta BKa3yIOTh HA IPOBIHLiF{HICTh BUKOHAHH S,

ITiacymoByrous 110 YacTHHY MOHOTpadii, CAiA L€ pas MAKPECAUTH, IO CKYABNITYpu Maneiis
[ToaeitoBcbkoro B koaeriaabHoMy KocTeal B CaHAOMUPI 3 0AHOTO OOKY HAAMXHYAH MICLIEBY Xy-
AO>KHIO POMAAY, 4 3 IHIIIOTO BIAKPUAY HOBHI PHHOK AAS iHINHX ABBIBCBKHX CKYABIITOPIB. 3AQ€Th-
Cs1, IO OAMH i3 HHX OYB aBTOPOM MEPIIO] i3 BUIESTaAQHUX TPYIL, Ky He MO>KHA AACKBATHO aTPH-
6yTyBaTH Ha L{bOMY eTami A0CAiAXeHHS. TO X 3aAMINAETHCS HA3BATH FOTO ,,aBTOPOM TOAOBHOTO

BiBTaps B O6pasosi’.

V. Maiicrepni ITiiorpa ra Maneiist IToaeiioBcpkux

36epierc51 MaAO IPAMUX BiAOMOCTEH po cTpyKTypy MatictepHi I Tiiorpa I ToaciioBepkoro. Biaomo,
IO Ha [T0YaTKY CBOEI MUCTELbKOI Kap’epn BIH, ﬁMOBipHo, KepyBaB MalCTEPHEIO CHUIIAPIB, OCKiAb-
Ku B 1765 p. Michat Filewicz (Muxatiso Disenuy) 0yB J10r0 YeAIAHMKOM Y CHULIAPCBKil MaficTep-
Hi. I;IMOBipHO, IMoaeftoBChKHIT BXE TOAIL CIIeliaAi3yBaBcs Y ACKOPATHBHOMY MUCTELTBI, PO IO
CBIAYMTH 3aMOBACHHA AAsI BiBTaps ¢pannuckannis y [lepemumniai ta pirypasbHa ckyapnrypa (Ao—
MiHiKaHCBKi AOKYMEHTH 1765 P. OIUCYIOTH HOTO AK CHI/ILlapﬂ). MaiicrepHio Biu BiB y ApBOBI — TaM
BUKOHYBAB CKYABITYPH Ta ACKOD, sAKi moTiM nepeBosus Ao Ilepemumias i, imoBipHo, oo Hasapii.
IpunaiimMHi B 1765-1766 pp. MafICTEepHSI MICTHAACS B OPEHAOBAHOMY NIPUMilleHHI B KaM siHu1Li Bor-
AQAHOBHYA (BAaCHiCTb ABBIBCHKHX AOMiHiKaHL[iB), A€ TAKOXX MaHCTEP MEIIKAB. OueBuAHO, MO 1€ 6yAa
KAACUYHA CKYABNITYPHA MaMCTEPHS, Y AKill TEPMiHYBaAO OAMH-ABA yYHI Ta HOMIYHUKH i BUTOTOB-
ASIAMICh BUKAIOYHO Pi3bbOAcHI y AepeBi BUpOOU. 3BeACHHSI BIBTAPHUX CIIOPYA, clipoekToBanux I o-
ACHOBCHKHUM, 6on 03a KOMIETeHIi€lo Horo MafictepHi. OpHAK BiH MaB peaAbHO BIIAUBATH HA BH-
6ip MiAPSIAHUKA AASI CBOTO IPOEKTY, OCKiABKH AO 3BEACHH S KOHCTPYKIil BiBTapsa y [ lepemumiai 6yB
saayueHuii AbBiBchKuii croasp Michat Olaszkiewicz (Muxaitao OasimkeBuy), a He OAMH i3 MicLie-
BHUX MafcTpiB. 3i 3MiHOM0 npodiaio pisiaprocTi [TitoTpa IToaciioBepkoro, koAM BiH OTpHMaB KOPO-
AIBCHKMI IIPHUBiACH Ha TPAKTHKY Ipodecil apXiTeKTOPa, TAKOXK PO3BUBAAACS HOTO MacTepHsL. 3 iH-
popmanii mpo roroyacHi ,,(l)a6p1/11<1/1”, y TiM BUIIIE3TaAAHI, MOXHA 3pO6I/ITI/I BHCHOBOK, 1110, HA BIAMiHY
Bia cBoro Bunuteas Bernarda Meretyna (EepHapAa MCPCTI/IHS.), IToaeiioBchbKHMI HE MaB NOCTIMHUX
criBIpariBHUKIB. 32 36CPC>K6HI/IMI/I apxiBauMu marepiasamu, [Titorp IToaefioBeskuil, six i beprapa,
MepetuH, npuiiMas 3aMOBACHHS 200 ,,32 EAMHY CTaBKY , 460 ,,32 OAHOTO BUKOHABLS -

CrocosHo Maueiis [ToaeiioBcbkoro 36cpeerc5{ Aelro OiabIe 6esnocepeAHix iH(l)opMauiﬁ
I[OAO Jioro MaiicTepHi. BoHM MoeAHYIOTBCS 3 TPhOMA BEAUKHMH 3AMOBACHHAMH, BUKOHAHUMH
CKYABIITOPOM, a CaMe: CTATYH AAS BOCBMH BiBTapiB i MysuuHHUI xop AAst koaeriatu y CanaoMu-
pi (1771-1773), pisbbspcbki pobotu y kocteai cB. Muxaiiaa B Isscaasi (1774-1775) T2 BiBTapi i am-
BOH BaCHAIaHCHKOI IIEpKBU MOHACTUPA B I'Touaesi (1781-1783). Haraaaiimo, mo IpPOLIEC 3aAYYEH-
Hs1 [ToAei10BCHKOTO AO BUKOHAHHS 3AMOBACHHSA Y KOXKHOMY 3 BUII€3a3HAYCHUX BUITAAKIB BUTAS-

AaB ACIIO iHaKIIIC.

VI. ®ynkuionyBanus Ta 3HadeHHs1 OpariB [ToAeilOBCPKHX Y ABBIBCHKOMY MUCTEILIBKOMY
cepeAoBHIi

Poauny IToAel0BCHKHX AABHO BU3HAHO Ba>KAHUBOIO AAHKOIO Y AbBIBCHKOMY MUCTEIIBKOMY CEPEA-
osui Apyroi moaosunu X VIII c1. 3anucu npo tprox 6paris y MeTpudHux KHurax napadii Ma-
pii CuixxHol y AbBOBI MOXKHA 3HAHTH AOBOAI 4acTo. 3aBAAKHU aHAAI3Y ITUX AOKYMEHTIB, MOKHA
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BKa3aTH Ha TiCHi TOBapMChKi 3BS3KHM i3 iHINIUMU MUTLSAMU Ta peMiCHHMKaMHU, [0 NPOXUBAAU
B KpakiBcbkomy nepeamicri. 3aayuenns ITitorpa IToaeiioBchkoro A0 ynpaBaiHHS HalBaXkK AUBI-
o ,,$pabpukow” y AbBIBCbKIH emapxil (Aaruncrkoro KadeapaabHOTO cobopy y AbBOBi),a ftoro
Opara, Maue#iss — AO BUKOHAHHSI LIbOTO 3AMOBACHHSI, 3po6uau 3 [ToAeiioBcbkux BUAHUX MicLie-
Bux mutiiB. Caia mam’sTaTy, Wo 5K KepiBHUK nepeOyaoBu Aarnacbkoro cobopy, ITitotp Biamo-
BiAaB 3a NiAPSAAHUKIB Ta HOCTaYaAbHUKIB, a IOCTAY9aAMCh TOBAPHU Y ILUPOKOMY ACOPTHUMEHTI — BiA
Xap4yBaHHA, 6YAiBCAbHI/IX MaTepiaAiB Ta iHCTPYMEHTIB 1O 6yAiBeALHi HaI‘IiB(i)a6pI/IKaTI/I. Aoni-
HHMAU HOTO TAAAHT i AOMiHIKaHIli, OCKiAbKH AOBIpMAM KEPYBaHHS 3aBEPIIAABHUMMU pOGOTaMI/I
HaA CBOIM XpaMoM, AKMH Ha TOH yac 6yB APYTHM HaMBa>X AUBIIIUM 6yAiBHI/ILlTBOM ApBoBa. Oa-
HaK HaliKpauie MabyTb CBIAYMTH IPO BUCOKY mosuuio [Tiorpa [ToaeitoBebKoro sk apxirekropa
HMOT0 OCTAHHE 3AMOBACHHS, BiA ABBIBCPKOTO MYHILIMIIAAITETY — 3aMOBACHHS Ha PEKOHCTPYKIIiIO
ABOX ,,CTapoAaBHiX” MIiCBKUX 6yAiBeAL: parywi ta Huspkoro samxy. Ha xaas, mpo 1je Ham Bipo-
MO AMIIE 3 aPXiBHUX AXKEPEA.

Sxmo rosopuru npo xyaoxHio cnaaumuHy ITiiorpa IToaefioBcbkoro, To — He3BaXKalOYH Ha
AyMKy 36iraesa Topuynra ta €xu Kosaasunka, mo i 6yB HallBUAATHILIKMM apXiTeKTOpOM mic-
AsL cMepTi EcpHapAa MepernHa — F0ro BIAUB Ha iHIIMX CyYaCHUX HOMY MUTI[iB He 6yB BaroMuM.
BesymoBHO roaoBHOW pobotoro y xapepi ITiorpa IToaceiioBebkoro BusiBuaacs nepebysosa Aa-
THHCHKOTO co6opy y ApBosi. CaMe BoHa AEMOHCTPYE HAUBUIIUH PiBEHb HOTO MAaUCTEPHOCTI. Ha-
TOMiCTh KOcTeA B MaAexoBi mpeacTaBAsie apXiTeKTOpa AK ocepeaHicTs. Bepydu Ao yBaru popmy
A3BiHuni mpu xocteai B Haapii ab6o $pOHTOHIB Y ABBIBCBKOMY /AATHHCHKOMY c060pi, MO>KHa IIpU-
nycrut, wo [ Tiorp [NoaefioBchkuil, AKMiT HABYABCS Ha KPAIIHMX 3pa3Kax ApXiTeKTyPH POKOKO aB-
TopcTBa MepernHa, A0 IPUGAU3HO 1770 p. BAKOPUCTOBYBAB MUCTCL{bKI PIIICHHS CBOTO BYUTEASL
CepeA TaKHUX MOTUBIB 6yAn HaMYacTillle XBUASCTI, yBITHYTO-ONYKAi ACKOPaTUBHI 03A00ACHHS, BU-
OKPYTA€HI IPOPi3U BIKOH Ta ABEPEH, 2 TAKOXK TaK 3BaHi ,[OAMHHHMKOBI motusu . ITicas 1770 p- BiH
HECIIOAIBAHO IEPEXOAUTDH A0 cTHAIO ITon, 10 moMiTHO B apXiTeKTypHOMY OQOPMACHHI KAAHIIb
ABBIBCBKOTO AaTMHCHKOTO co60py Ta IPOEKTi )KUTAOBOTO 6y,A,I/IHKy o Bya. Kpakiscekiit 24. Cxo-
pilI 3a BCe, 11T AOCUTH PAAMKAABHA 3MiHA CTUAIO Y ABBiBCBHKiM apXiTEKTYpi i CHPUYHMHHUAA CUTYa-
1[i10, B AKil Ba>KKO FOBOPUTH IIPO 6y,A,b-5(K141?1 BIAMB apxirexTypHoi TBopuocTi [ Tiiorpa IToaetios-
CHKOTO Ha TBOPYiCTh CY9aCHHKIB.

Ao MoAIGHHUX BUCHOBKIB MOXKHA AIHTH i y Bunaaky Maueiia I[ToaefioBcbkoro, sskuii TBOpUB
Ha npots3i Apyroi moaosuni X VIII cr. Ta cniBnpaniosas 3 6iAbLIICTIO ABBIBCBKHX CKYABITOPIB
toro yacy. [ TuceMoBi axxepeaa, siki aHaAI3yBaAKCh aBTOPKOIO Iiiel MOHOTrpadil, BKa3YIOTh Ha Te, IO
BIIPOAOBXK 0iABIIOT YaCTHHHU CBOEI MUCTEL bKOI Kap €PH BiH KEPYBaB Ay>Ke PO3TaAy>KEHOIO CHULIAP-
CKOIO MAaMCTEPHEIO (6iAbIJ.IC CXO>KOI0 Ha ,,cl)ipmy”). ByB TO YH HE EAMHUU IPUKAAA TAKOT MaﬁCTepHi
Ha cxipHHuX 3eMAsix Peui [TocmoanToi. I xoua rimorernyno MoxxHa HNPUITYCTUTH, IO HOTO PO60TI/I
MaAM BIIAUB HA TBOPYiCTh ABBIBCBKHX CKYABIITOPIB TOTO 4acy, TO HE Ma€ PSIMUX AOKA3iB TOTO, IO
Mauneii IToaelioBCbKHMI MaB BAACHHUX ITOCAIAOBHUKIB 260 Y4YHIB cepeA TaK 3BAHOTO ,MOAOAIIOTO
[OKOAIHHSI ABBIBCHKOTO POKOKO .

3akiHYeHHA

¥V cBITAl MIPOBEACHOTO aHAAI3Y CAiA KOHCTATYBATH, IO bracia Polejowscy (6paTI/I HOAeﬁOBCLKi)
He 6YAI/I TUIIOBUM NPUKAAAOM ,,CIMEHHOTO niApﬂAy” YU ,,pOAMHHOI MaflCTepHi”, SAKUX YUCEABHI
HNPHUKAAAY MAEMO Y TorodacHi# 3axipHiit €Bpomni. 3rigHO apxiBHHUX AXKepea, B IXHbOMY BHITAAKY,
IIBUAIIE 32 BCE, MHCTEIbKI Ipodecii 061/1paAo AuIe opHe HokoAinHA. HaBiTe aximo npunycrury,
mo cuH [ Tiiorpa IToaeiiocrkoro, Eaeyrep Maneit orpumab ocBity y Bigencrkiii akapemii, Hemae
JKOAHHX AOKa3iB TOTO, 110 MiCAs 3aKiHYEHH I HABYAHH A BiH NpaljjoBaB y TBOpYil mpodecii. Y po-
CAIAXKEHHI cakpaAbHOI apxiTekTypu Pycbkoro BoeBoacTBa He 6on 3HAMAEHO iHIIUX MPEACTaBHU-
kiB popunu IToaertoBcpkux (OKpiM 6paTiB, Npo AKUX HIIAOCS B LM Mox—[orpaqﬁ'i). Sxorock Mipoio
1Ie HaBiTh iHTPUTYE, aAKe NPi3BUIIE »TToaefioBCchbKUIT” 3ABASETHCA HECTIOAIBAHO Y AXKEpeAax B APY-
riit mosoBuHi so-Tux pp. XVIII cr. (axao 6paT14 AO yBaru 3rapKy mpo Apyxuny OciHcpKoro — to
HaBiTb Y 1747 p.) i 0AHaKOBO MBUAKO 3HUKAE 3 AOKYMeHTiB ocTanHboi uBepTi X VIII cT. I;IMOBiPHO,
IO CEpEA CTAPIIOrO IIOKOAIHHS POAUHH, SKE XKHAO 11032 ABBOBOM (MOXAMBO B OKOAHIIAX byuyaua

260 x B caMoMy MiCTi) 6YAI/I, CKaXiMO, CTOASIPH, 11O IIEBHOIO MipOIO MOSCHIOBAAO 6 Toit ¢akr, mo
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TPOE CHHIB 3 OAHIEl pOAMHU 06paAo dax pisb6ﬂpa, a AOYKa BUMILAA 3aMiX 32 apXiTeKTOpa. OpaHak
OAHO3HAYHO BiAIIOBICTH Ha 1€ MIUTAHHS Ha CbOIOAHI HEMOXXAHUBO.

Caip miakpecanTy, mo y BUMaAKy popunu IToaeiioBcpkuX aBTOPII BAAAOCS BIOPSIAKYBATH
6i0rpacl)qui AaHI OKpeMHUX i1 YACHIB, IHOAI BUIIPABASIOYH T4 3HAYHO AOTIOBHIOOUH iX. BaskanBoio
3HAXIAKOIO 3AA€THCSI AOKA3 HE AbBIBCHKOTO IOXOA KeHH S ciM 1. Ha >xaab, He BAAAOCS 3HAHUTH Hif-
koi HoBoi iHpopMauil woao Jana Polejowskiego (Sua IMoaetioBcpKoTO). CxyabrTop Bce e 3a-
AMIIAETHCS 3araAKOBOIO Giryporo, a HOro MUCTELbKi AOCsATHEHHS — HeBiaoomuMu. OOroBopeHHs
crmiapaux TBopiB ITitorpa Ta Maneiis IMoaeitoBcpkux, TO06TO Aekopaiii iHTep’epy kocreay y Ha-
Bapii, AaTuHChKOro xadpeApaAbHOrO co6opy y AbBOBI Ta ABBIBCHKOTO AOMiHIKAHCBKOTO KOCTEAY
Bosxoro Tiaa, AO3BOAKAO IiIOTETHYHO PEKOHCTPYIOBATHU CITIABHY AiSABHICTB MalicTepHi 6paTiB. Yy
TOM XK€ 4ac I1i BUCHOBKHY CyII€peYaTh NEPEKOHAHHIO IPO BU3HaHHA MakicTepHi [ loAelioBchkuX TBOP-
4OI0 AMHACTi€I0 260 K YUMOCh MOAIOHHUM AO ,,CiMEHHOTO l'IiApSIAy”. IMopiBHAHHSA IXHBOTO CIIOCO-
6y p060T1/1 i3 THM, AKUI MU MaEMO Y BUIIAAKY AigabHOCTI Meperuna ta ITinseas, uu Sebastiana
Fesingera (Cebactbsana CDeciHrepa) II0Ka32A0, 0 poAnHY [ToaelioBcbkuX Tpeba posrasaaTu sk
OKPEMY ,MOACAb MHUCTEL[KOI Kap EPH AbBIBCHKHUX MaHCTPIB.

Y moHorpaii Bepure npeaCcTaBACHO CIUCOK, CKAAACHUH HAa OCHOBI i ATBEPAIKEHUX APXiBHUX
AOBIAOK, caMOCTIHHHX XyAOXKHIX pobit [Titorpa Ta Maueits [ToaeiioBepkux. 3aBasixu HoMy Baa-
AOCs IPOAHAAI3yBaTH K 0COOUCTUH CTUAD MUTIIIB, TaK i AXKEPEAA IX HATXHEHH . Caia 3BCPHYTHU
yBary, o y IbOMY BUIIAAKY OPi€EHTHPOM 6yAa tBOpuicTh Meperuna ta ITinseas, B MaficTepHi AKHX
6paTI/I IToaeitoBchbki OTprMaAHM OCBiTY. BpaTu BUKOPHCTOBYBaAH Pi3HI pilllcHHS TAMOTHBH, BBEAE-
Hi ,,0y4abKNMU MaHCTPaMu, 3aBASIKH YOMY IXHIO TBOPYIiCTh MOXHa POSTASAATH SIK ABa HALIPSIMKH
PO3BUTKY AbBiBChKOro MucrenTBa y Apyrii moaosuni X VIII cr. ITitorp IMoaeiioscoknit 6yB BipHUM
YYHEM ,MEPETUHIBCHKOT IIKOAW IPOAOBXYIOUH i TBOPYO PO3BUBAIOYH iAECI CBOTO BIUTEAS. Hai-
KpalluM IPUKAAAOM LIbOTO € BEAMKI BiBTapi, AKi BiH 3alIPOEKTYBaB y (l)paHIlI/ICKaHCI:KOMy KOCTEAl
B Ilepemuinai, mapadisabHomy xocteai B Hapapii, Aoominikancekomy xocreai y ITiaxameni Ta Aa-
TUHCBKOMY c060pi y Apsosi. Lle 6YAI/I MOHYMEHTAAbHI CIIOPYAU, CUABHO PO3LIHPEHi BOIK, sIKi HeHa-
4e HOAOHAAH IPOCTip XxpaMiB i3 cepepArHn. CAip IX MOPIBHATHU 3 )Xy PHUMH, CTPYHKHMHU BiBTapsIMU,
crBopenuMu Maneiiem IToaeHOBCbK UM, HOAOBKCHIMHE BBEPX 32 PAXYHOK HAAOYAOBH AOAAQTKOBUX
MOBEPXIB. et Tun peTaGAo, SAKHUH BIIEPILE 6yB BUKOPUCTAHHMH B KOAECTiaABHOMY c060pi B Canpo-
MHUPpI, IOBTOPIOBABCA (3 MOAI/I(l)iKaLIi}IMI/I) IPOTSIOM ycboro nepioay kap’epu [ToaeioBcbkoro, npo-
SBUBIIKCH B HAHO1ABII AoTpanboBaHii ¢popmi sk «Aeicyc» B BacuaiaHcekii nepksi B I Toyaesi.

TBopqy cmaamuHy [TioTpa IToAefioBchbKkOro y MOHYMEHTAaABHIH apXITEKTYpi cAlA OLiHIOBATH
3HAYHO HHUJKYE, BOAHOYAC MiAKPECAIOIOYH IIBUAKHIL TIepexia A0 rabebypsbroro Zopfstill (cruato
L[oncl)). BxasaHHs A€KiABKOX XapaKTEPHHUX aPXIiTEKTYyPHHX MOTHBIB AO3BOAHAO ABTOPIi 3ampo-
MIOHYBaTHU A€AKI a-rpn6yui'1' i 3HaYHOIO MipOIO BIAKUHYTH YUCACHHI TBOPH, IO 9aCTO MPUITUCYBa-
auch IToaeiioBcrkoMy. 3aBagKU HOBOBIAKPHUTIiH apXiBHi# iH$popMalii BAaAOCA X0Ua 6 4acTKOBO
PEKOHCTPYIOBAaTH CTPYKTYPY MaHCTEPHI, AIKOIO KEPYBaB apXiTEKTOP, a TAKOX MOTo MmipXia A0 po-
6oru. Y cBiTAI IMX BUCHOBKIB ITitorp I'loaefioBChKMI IOCTAB TUIIOBUM aPXiTEKTOPOM-TBOPLIEM,
SIKUM 3aiMaBCs AUIIE TATOTOBKOIO IPOEKTIB, 06Me>1<y}0q1/1 y4YacTh y iX peaaisanii oo HeobXiAHO-
ro minimymom. CrocoBHO CKYABNITYpHOI Ma¥icTepHi, Ky BiB I T#0Tp Ha MOYaTKy CBOET MUCTEL[BKOI
Kap€pH, OAHHM i3 HalLiHHIINX BiAKpUTTIB € iAcHTudikanis Michata Filewicza (Muxaiiaa ®i-
A€BMYa) AK HOTO 9eATAHUKA. AHaAi3 ¢$opMaABHHUX Ta KOMIIO3UL[iMHUX MOTHUBIB, BUKOPHUCTOBYBa-
nux [ Tiorpom [ToaerioBecbkuM, AaB MO auBicTh 3anpononyBaru Credana I'poasinpkoro B sikoc-
Ti Il€ OAHOTO HOrO y4H4. Takoxx MO>XXHa 6on 3aNpONOHYBATH KiAbKa HMOBipHUX anI/I6yuiI51 oKpe-
MHX CKYABIITYP, AOCI He TOEAHYBAHUX i3 pykoio [Titorpa.

Haxpecaenuit y nist monorpadii o6p:13 apxirextypHoi rBopuocTi [ Tiiorpa I ToaetioBcpkoro mia-
TBepaKye AyMKy AHaxest Beraest ta ITitorpa Kpacnoro, mo HaiiBaxxAuBImOK0 TBOPIO0 0cobuC-
TicTio AbBOBa micast cMepti Beprapaa Meperuna 6ys Franciszek Ksawery Kulczycki (®pannuck
Kcasepii KyAb'{I/IL(bKI/Iﬁ). I'IpoTe Taxa oljiHKa He MEPEKPECAIOE MUCTELBKUX AocsarHeHb [TioTpa
IToAei10BCHKOTO, Cepea AKUX BUPI3HSEThCs epebysoBa AaTnHcbkoro cobopy y ApBoBi i — mpunu-
CyBaHa IOMY — KOCTEAY KapMeAiTiB y BiApuIiBIIAX, SIKi CTABASTH HOTO [TOPsIA 13 HAHBUAATHIIIUMH
muTtusamu Pedi [Tocmoanroily X VIII cr.

I'Topi6bHOrO XapaKTepPy 3ayBa)KCHH MOXKHA TOCTABUTH AO TBOPYOCTi Maunens [Toaeitoscpkoro.
3aBAsAKU XPOHOAOTIYHOMY CIUCKY BCiX HOTO BIAOMHMX TBOPiB Ta TBOPiB, AKi He 36CP€I‘AI/ICH AO Ha-

IIMX YaCiB, BAAAOCS MPOCTEXUTHU EBOAIOIIiI0 HOTO iHAUBIAYaABHOTO CTHAIO, 2 TAKOX IEPEBIPUTH
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A€SAKi AATYBaHHS CKYABNTYP, 1O 6YAI/I HOpUIHATI y HayKOBIM AiTepaTypi. ABTOpKa mpoaHaAisyBa-
A2 KOMIIO3ULIHHI CXeMH, 5IKi BUKOPHUCTOBYBAaAH CKYABIITOPH, Ta rpadivHi B3ipIi aeKopaiiii, AKHUM
BOHHU HapaBaAHM Iepesary. AsxepeabHa indopmanis npo cniBnpaniBHukis Mameiis, xo4a i HeroBHa,
AO3BOAMAA YACTKOBO PEKOHCTPYIOBATH CTPYKTYPY MAHCTEPHI, IKOIO BiH KEPYBaB.

11i BUCHOBKM MOXHa 31CTABUTH 3 YUCACHHUMHU MPONO3ULIIAMH IIOAO anI/IGyuiI, 3aIPOIIOHO-
BaHMMU B MUCTEIITBO3HABYii AiTepaTypi. 3aBAsAKU apXiBHUM AOCAIAXKEHHSIM BAAAOCS X0O4a 6 npu-
6AM3HO BU3HAYUTH AATU CTBOPEHHA 6iapIIocTi CaKpaAbHHUX iHTep’epiB Ha CaHpOMHUpIIHHI, A€ 30-
cepeAKeHa HalbiAbIIa rpyna po6iT, AKY B Till 9u iHIIi# Mipi HOB’ﬂayIOTb 3 ocoborw Mareiis [Toae-
HOBCHKOTO. Y AOCTYIIHUX AKEPEAAX 3YCTPI9aIOThCS YUCEABHI STAAKH ITPO 3aMiHy ab0 nepeGyaoBy
BiBTapiB y iboMYy perioni 3 moyatkom 8o-tux pp. XVIII cr., TOOTO GAUBBKO ACCSTH POKiB micAs
OCTaHHBOI AXKEPEAbHOI 3araaKH Ipo nepebysanHs TyT [ToaeitoBeskoro. I[TopiBHSIHH S XYAOXKHIX po-
6ir 3 CaHAOMHUPIIMHY 3 TIATBEPAKEHUMH ABBIBCbKMMHU aBTOpCcTBa [ ToAefioBChKOro BUKAI0YAE HOTO
HNPUYETHICTb A0 ITUX po6iT. CKyABIITYpH, BUKOHAHI Ha BUCOKOMY abo Ay’X€ BUCOKOMY piBHI, sAKi
HPUNUCYIOTHCSA MUTIIIO BIAOMOMY 5K ,MaCTEP FOAOBHOTIO BiBTaps B O6pa3013i”, BiAPISHAIOTHCA Big
tBopiB [ToaerioBcpkoro. [Hma rpymna, nos’ssana s memkannem Canaomupa, Janem Nowakowskim
(Anom Hosakiscokum), IPEACTABASIE IPUKAAA CTBOPCHOI Mi3HILIE AOKAaABHOI pi3bbu 1O AcpeBy.
HikaHcpkux KocTeaiB y Canpomupi ra Kaumonrosi y 8o-rux pp. X VIII cr., MmaroTs Bucokuit Muc-
TEIIbKUH piBEHD, 3HAYHO OiABIIHH HIX Y KOCTeAaX B CEAAX Sulistawice (CyAiCAaBiue), Gierczyce
(Fepqnue) ta Trdjca pod Zawichostem (Tpiﬁux). OaHak cAip MIAKPECAUTH, IO TOAOBHUII BIBTAp
y kocreai B CyaicAaBiliax 3aAMMIAETHCS EAUHUM TOYHO AATOBAHHMTBOPOM, OAHO3HAYHO BipHece-
HHMM AO IIMPOKO BU3HAYEHOI TPYIIH , AbBiBCbKOI CKyAbHTpr” Ha CaHAOMI/IpH_[I/IHi. Bumenaseaeni
CIIOCTEPEKCHH S AO3BOASIOTH CTBEPAUTH, 1O Mauein IToaertoBcbkui Y IbOMY p€rioHi BATOTOBUB
AUIIIE iHTep’ep KOAETiaABHOTO KOCTEAY ¥ CaHAOMHPi Ta TOAOBHUH BiBTap Y KOCTEAI 6CpHaPAI/IHLliB
B OmaToBi, Ipo 1m0 BiH MucaB y 1786 p. Y AUCTI AO reHepasa OpAcHY BacHAiaH y [Todaesi.

Ayxe Bupasta ocobncra ckyabntypra MaHepa Maueiist [ToaeioBCbKOTo 3HAYHO BIIAMHYAQ HA
MPEACTABHUKIB ,MOAOAIIIOTO MIOKOAIHHS ABBIBCHKHMX CKyAbnTopiB”, a MpoaHaAi30BaHi B po60Ti
Bianocunn Maneiis IToaeriosebkoro 3 Janem Obrockim (Snom O6ponskum) Ta Franciszkiem
Oledzkim (CDpaHunmCKOM OAEHA3BKHM) AO3BOAHAHU HE AHMIIE AOCAIAUTH TBOPYiCTh IIMX MOAO-
AHUX CKYABIITOPiB, a H BIIEPIIIE OXaPAKTEPU3YBATH TBOPYICTh OKPEMHUX IIPEACTABHUKIB APYTOro II0-
KOAIHHA ,,ABBIBCBKOTO pOKOKo”. Hapemrri, caia 3asnauuru HeOOXiAHICT TOAQABIINX AOCAIAKEHD
xyaoxHboi cnaamunu Jana Obrockiego (O6pouskoro), Franciszka Oledzkiego (Oaenasbkoro),
Michata Filewicza (®iseBuya) uu Stefana Grodzickiego (I'poasinpkoro), apxe 6e3 HUX HEMOX-
AHUBO BIATBOPUTH IOBHICTIO 06pa3y ABBIBCHKOTO MHCTELIBKOTO CEPEAOBHINA IIEPIOAY POKOKO.





