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Among the Mediaeval monuments in Transylvania the reformed church in
MtlOncrav is remarcable for its interior decoration (Fig. 1, 2). Situated in a remote
location, which makes its visiting very difficult, the church had been fidiscoveredo as
early as 1852 by L§szl- KOv&ri and included in a survey of Transylvanian monuments'.
Since that moment, the church, its frescos, altarpiece, and gravestones, have been
innumerable times mentioned and analysed? in general presentations of Mediaeval art in
Transylvania®, in Hungary*, or Austria®. The majority of the authors preferred to focus
on particular aspects such as the architecture®, the frescos’, the altarpiece®, the

“ The present article represents a sample out of my PhD thesis called 3aDWURQDJH DQG $UWLVWLF
BURGXFWLRQ LQTHE B QW\D DML W KH FKXUFK WONO OXQFNDRJ $OPELNXH LVWULFW LQ
7UD QV\®egh@L1995 at the Medieval Studies Department, Central European University in Budapest. |
would like to thank here to all my colleagues and professors in the department in CEU, to Maria Crtciun, as
well as to my professors and friends Anca Bratu-Minott, and Kov§cs Andr§s, for their kind suggestions and
professional help.

! L8szI- Kov8ri, (UG p O\ U pRedt,\1852,1.1227-228.

% For the earlier literature see Jol§n Balogh, Az HUGpO\L U HQ® ReviaisE@e i Tran-
sylvania], Koloszv8r, 1943, p. 44-45; D@nes Radocsay, $ NYFNRUL 0D J\D UFRSUHLHe Media&dN
Hungarian wall paintings], Budapest, 1954, 109-110.

® Virgil Vitikianu, ,VWRULD DUWHL IHXO D TEe®iHtoryQ@f MddineDaHAi% R RHe Q H
Romanian Countries], Bucharest, 1959, p. 217-218, 282, 413-418, 421, 429, 441, 735, 767- 768,770, 777-778,

854, 860-861, figs. 185, 375-378; Vasile Drtgus, $IDNJRWLF v QG&RPAGnLRDmMania], Bucharest,
1979, p. 247-249, figs. 287-288.

* Ern® Marosied. ODJ\DURUV]iJL PeYpVNHWUEThe Art of Hungary between 1300-
1470], Budapest, 1987, 1: p. 116-117, 187, 206, 451, 483, 606-607, 609, 2: figs. 1268-1269, 1273-1274.

® Alfred Stange, '"HXWVFKH ODOHUHL GHU *RWWN gVWHUUHLFK XQG GHU RVWGH X\
'‘DQJLJ KLV 6LHEHQE+UJHQEIQ GMbchen-BeWin X¥Q11: p. 162.

® Goza Entz, (UGpO\ pSLWpV.]BEWBGE[®e Architecture in Transylvania since the
fourteenth to the sixteenth century], Cluj, 1996, 2: p. 319.

" Radocsay, ODJ\DURUV]iJ 1MQI;pidd. )DONpSHN D N|JHSNRUL ODJ\DURUVI]iJRQ
Budapest, 1977, p. 119-121; Vasile Drtgu§, 3SLFWXUD PXUDO GO MwabD Eating YnD Q L D
Transylvania], Bucharest, 1970, p. 51; idem, ,FRQRJUDILD SLFWXULORU PXUDOH JRWLFH GLQ 71
&RQVLGHUD LL JHQHU D OHhdiltonogrhfhid af YWeRGdthiX MGréd PRinkiNgsHn Transylvania.

General Opinions and Theme Repertory], in 3DJLQL GH YHFKH ,BluthatestULB7R,kp(RBHEDV32,

34-36, 43-45, fig. 11-12, 18-21; idem, SLFWRPXWUMHOH GLQ ELVHULFD HYOQIWHMIOLF GLQ 0 OKkQFUDY
Paintings in the Lutheran Church in Mtloncrav], in 6 WXGLL GL FHUFHW 14 (196} p.L79-98RULD DUWHL

idem, /HV SHLWXUHV PXUDOHV GH O HhOBNMMXHYDRIPDILQPKHG §KELRWRIDXY GH DUW
(1968), p. 61-71.

® Viktor Roth, *HVFKLFKWH GHBODBWWWN FK® Q6ih HEWRGELHIHQXU GHXWVFKHQ
X QVWJH VB KSr&sshwkgH1906, p. 32; idem, % HLWUIJH XU . XQVWJIHYVFiKBRMQYGH HFQHEHQEUJHQV
]XU GHXWVFKHQ , X/Q Stiassbhiry, EXK 4, p.R8\MH; idem, 6 LHE H Q E » U J LNhF&W X0\ QU X U
GHXWVFKHQ .XQ%®VétlasshuFgKIOT6Kideh .XQVW XQG /HEHQVIRUP GHK. VLHEHQE<UJHU 6DFK
Bell ed. 'DG 'HXWVF KWWY Bsa, 1930, p. 36, 119 sq.; Istvdn Genthon, $ UpJL PDJ\DU
IHV W | P +[YHd O \Wungarian Art of Painting], V8c, 1932, 43, nr. 1, p. 127; Radocsay, A N|]JpSNRUL
ODJ\DURUV]iJ WBHEEBIN pS55F LGisela und Otmar Richter, 6LHEHQE*UJLVFKH )O«JHODOWIUH
Innsbruck, 1992, p. 46-57.
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tombstones®, or included the monument in the history of the Saxon art in Translyvania'®. The
urge to synthesize rather than analyze offered an unilateral view on the subject, contributing more
to the deconstruction of the monument rather than presenting an integrating image™.

Vasile Drt.gu$ underlined once that the literature focusing on the Transylvanian Mediaeval
art was only apparently very rich, "in reality, a great number of articles as well as general
overviews repeated older information without adding anything essential."2 This may be observed
also when analysing the secondary literature dealing with the church in MtI@ncrav.

Fascinated by the "treasureso existing in the church, Viktor Roth referred to it several
times. In 1902 in a short article the art historian focused first on the winged altarpiece preserved in
the church and later he included it in an extant presentation of the Transylvanian altars in 1916,

Roth published a thorough analysis of the frescos in the sanctuary in 1903'. The
art historian argued against Teutschds opinion that these paintings were made at the end
of the fifteenth century. He mentioned the existence of a grafitto on the frescos in the
sanctuary where the year 1405 was written™.

In spite of the fact that Roth dealt many times with the church's interior
decoration™® the article in 1912, represented the first attempt to provide a synthetic study
of the monument. Not only that he presented the construction itself and described the
frescos, the altar, the choir stalls, chandeliers and the chalice but the art historian also
paid attention to the patron family. Roth believed that the church had been built and
decorated during the reign of king Louis the Great'’. The author had visited the church
before the restoration works carried out in 1914-16, therefore, many important details,

°L§szl- £ber, $SDIIL *\|UJ\ \THe tdRbGgnddf George Apaffi], in SUFKDHRORJLDL pUWHVLW|
(1902), p. 97-113; Lajos Sz8deczky, $] $SDILDN VLUER QO'té NoBb pfvthe<Apfiyfamily], in
6]i]D 4R (4909), p. 185- 202.

% George Oprescu, % LVHULFLOH FHW L [jSaxdn féififietd hirdbesGnl Toangylvadik],D O
Bucharest, 1956, p. 55-57; luliana Fabrizius-Dancu, 6 DFKVLVFKH .LUFKHQEXUJHWWQ DXV 6LHEHQEXUJ
SHLWVFKULW (7083) @ V& Giyn) @ EB | V V E X 96D X B G Q EXXHIU HEP J HhE XRPP P LW
UHLVHQ ZD Q G Hun@nien BucHarestX 1385, p. 67-76; Thomas Nagler ed., GH DQL %LVHULFD
*HUPDQLORU G L (800 ydpsQTWd obuvch ¢ théGermans in Transylvania], Innsbruck, 1992, p. 78,
90-92, 94-96. The most recent publication is Hermann Fabini, $WODV GHU VLHEHRREEYV FIKHREK
LLUFKHQEXUJHQ X QHermdRrstad lind FA¢ddr@kreis fir Siebenbgrgische Landeskunde e. v.
Heidelberg, 1999, 1: p. 438-441.

" See the whole discussion about the necessity of an interdisciplinary approach when dealing with
Gothic art in: Virginia Chieffo Raguin, Kathryn Brush, Peter Draper ed, $UWLVWLF ,QWHJUDWLRQ LQ *RWKLF
% X L O,G dréptd,\Buffalo, London, 1995, p. 8.

“Drigus, ,FRQRJNDILD

13 vViktor Roth, Das $OWHUZHUN ]% OROPHMYWRRQGHQ]EODWW GHV 9HUHLQV I+U 6LHEHQ
/D Q G H V,R5X13aR)Hp. 109-113, 125-27; idem, 6 LH E H Q E » U J L, StiasshdrgD1a1y b LLR25.

¥ Viktor Roth, 'LH JUHVNRPDOHUHLQ LP &KRU .@HUHMIRIGHE PXNVOWD GAN AU HLQ
leU 6LHEHQE-+UJL YV F R6H190B)QGI$453 %93 ,G09-119, 125-131, 141-144.

% ELGHHA.

% viktor Roth, $XIJDEH XQG =LHO GHWVEFKVENGEHQILXBKWJHMVFKLFKWVIRUVFKXQJ
$UFKLY GHV 9HUHLQ |+ GG H K NR@EBNHI[. 645 KoKT7; idem, 'LH JUHVNRPDOHUHLQ LP
& K Rol#A9-53, 91-96, 109-119, 125-131, 141-144; idem, *HVFKLFKWH GHU GHXWVFKHQ %DXNXQVW LQ 6LHI
in BWXGLHQ XU 'HXWVF K B4QStrassquxg\M 903 \oF KLL;Fidénw 5] DDRHUHNL WHPSORP pV
P-NLQRVRDJR]DWRN D] (UGpO\L 1HP]JHWL 0~]IENjP19¢2)} P2884; 5derd,LVpIWiUIiEyO
%HLWUIJH ]XU .XQVWJIHVF iKtraBsbuvy, HL9B!L pl ZRE) fdetd, JHGIV '"HXWVFKH . XQVW LQ
6 L H E H Q,FHetthdridsRadt, 1934, p. 33-34, 118- 120.

"Roth, $] DOPDNH UH N 1134\ 62PL65Q1 RBR76,181, 183-84.
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were missing from his article'. Nevertheless, for a long time Roth's conclusions have
been taken over and repeated with every occasion when the church in Mtl@ncrav was
discussed about®,

Long time hidden under the white wash, the frescos in the nave were discovered
in 1914, during the restoration works directed by Istvgn Meller from the Department of
Monument Conservation in Budapest. L8szl- £ber was the first one who described the
paintings in an article published in 1915 when he introduced them to the scholarly
attention®®. £ber identified the scenes of the cycle and proposed to date these paintings
(on stylistic grounds and some details of military costume) in the middle of the
fourteenth century?".

The frescos in the church in Mtléncrav constituted a preocupation for many art
historians both Romanians and Hungarians. In the fifties, when D@nes Radocsay
included Mtléncrav his two major overviews, one on mural paintings®® and the other one
on pannel paintings®®, George Oprescu dealt with it among other Saxon fortified
churches in Transylvania®. Virgil Vttikianu analysed the church, the frescos and the
altar in his vast book about mediaeval art in Transylvania, Moldavia and Vallachia®.

The scarcity of documents referring directly to the Transylvanian Mediaeval
churches®, as well as the relatively small number of entirely preserved cycles?’, make
the goal of achieving an integrative view on the monuments in this area extremely
difficult. It requires an interdisciplinary approach which necessitates the accumulation of
image-data. This problem has concerned generations of art historians®®.

In this respect, Vasile Drtgu§ had an active contribution, publishing the results of
his field research, carried out together with his collaborators, during a long period of

8 According to M8§ria Prokopp the restauration works have been carried out in 1882, 1909-and 1914.
See Ms§ria Prokopp, ,WDOLDQ WUHFHQWR LQIOXH®PH (RQRBNUDPDWWILE XODW\D\ FHQND U\
Budapest, 1983, p. 141. The frescos in the apse have been painted in white up to three meters high. After
removing the paint several scenes, saints and fragments of frescos appeared.

¥ It is striking the fact that almost all the art historians took over Roth's wrong interpretation of the
inscription on the keystone "GENTILE SCUTUM APPAE".

% |1 8zlo £ber, 7DQXOPIQ\RN O0DJ\DURU]DJ N|]H SRéRdd LGyuld @AHVWPpQ\HLU|O
ODJ\DURUV]iJ P4 BuddpastNH35, p. 71-86.

2 E L GH8.

2 Radocsay, $ N|]JpSNRUL IDQNpSHL SDVVLP

Zldem, $ N|]JpSNRUL WIiEODNpSHL SDVVLP

2 Oprescu, % LVHULFLOH &HpWs5-47 DOH VDULORU

» Vitkianu, ,VWRULD DUWHL IHXGDOH SDVVLP

%Entz, (UGpPpO\ pS UM W]HWB BEDQ. SDVVLP

?" Vasile Drtgu$ mentioned that from a number of one hundred end fifty Transylvanian monuments
which preserve frescos, only six of them represent larger cycles. Drtgu, ,FRQRJ{® ILD

%8 |n this respect, Vasile Drtgu$, and many of his students, have done a pioneering work identifying
and classifying series of images and cycles. Some of these results have been pulishedin 5HSHUWRULXO SLFWXULORU
PXUDOH PHGLHYDOH GLQ 5RRIREkrdry df the&Medi&val Mural Paintings in Romania
(14" century -1450)], Bucharest, 1985. See the articles written by Anca Bratu, % LVHULFD UHIRUPDW 61 )HFLRDU
GLQ FRP BL@W2BOHD MXThetRefgrmhéd RCBULED The Blessed Virgin in the Village
S'nttmtrie Orlea (Hunedoara district)], p. 199-233; and Maria Irina Popescu, Liana Tugearu, %LVHULFD
RUWRGR[ GLQ VDWX®&X&QW GHRIDeWBRaddR Qhurdh ¥a@he Village Strei (Ctlan, Hunedoara
district)], p. 234-283.
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time?®. He focused on the identification of the iconographic programs and problems of
style. Resulted from a vast experience, Drtgu$'s, iconographic and stylistic correlations
represent valuable ideas, which need to be taken into consideration when dealing with
Transylvanian Mediaeval art.

The article about the church in Mtléncrav, appeared in 1967, may be considered
the second occasion (after Viktor Roth's article from 1912) when the whole monument
was reconsidered on the basis of the new results of the art historical research. Drtgu§
summarized the previous secondary literature and argued that there were two fazes of
construction of the church, the nave and the side aisles were Romanesque whereas the
sanctuary and the western tower were rebuilt in Gothic style. Describing both cycles, the
one in the nave and the one in the sanctuary, the art historian paid attention to several
unusual representations and looked for parallels in the region®. He argued that the wall
paintings in the nave presented Byzantine influences and their provincial style indicated
that they were painted in the middle of the fourteenth century®".

Aware of the value of both cycles of frescos, Drtgus believed that "it forms the
most important set of Gothic mural paintings in Transylvania, and at the same time one
of the richest in the entire Central Europed®. He emphasized that in spite of the abundant
secondary literature dealing with the wall paintings in MtlGncrav, the various problems
connected to this subject are far from being solved™.

Further iconographic research carried out by Zsuzsa Urbach, who studied the
Nativity scene on the sanctuary vault, underlined how the artistic influences circulated
very quickly "surfacing even in the remotest, Eastern corner of mediaeval, Catholic
Europe around 1400,

The style of the frescos in the sanctuary constituted a puzzling problem for many
of the authors. Jol8n Balogh for example, believed that the scene of Saint George slaying
the dragon presented many similarities with Simone Martini's frescos in Avignon®. The
Italian influence had been earlier proposed by Carlo Budinis for the same scene®.
However, Balogh also found connections with the Tyrolian art, an opinion that was
expressed in 1903 by Roth who discovered similarities with the frescos in the castle of

2 Vasile Drtgu§, 3SLFWXULOH PXUDOH H[WHU LR D[Bxterier@uialpbi@ingt® YDQLD PHGLHYDO
Mediaeval Transylvania], in 6 WX GLL duL FHUFHW12 1966)H. I5VI08Rddrh.08 BW WUWHDL. PXUDO GP
7UDQV\OYDQLDY9 [Vhe Fural gainting in Transylvania], Bucharest, 1970; idem, Vasile Drtgu$,

,FRQRJidém) SD WD JRWLF [Gdic&RPRo@dnia), Bucharest,1979.

® Vasile Drtguj, 3SLFWXULOH PXUDOH QIFQ & L @ HW DReQnirhMpaMDidgs fioth
the evangelical church in Mtl'crav], in 6WXGLL aL FHUFHW UL GH LVWR|ButharBest) WHL 6HULD DUW S
1967, 1: p. 79-93.

1 E L GHg8.

2 ELGHB®.

¥ ELGHP

% Zsuzsa Urbach, ,NRQRJUIILDWpPHBMB] DOPDNHUPBNINyYyQ BWL PIRW VY XPiKR]

[Iconographyc remarks on the motive of the Nativity fresco in Almaker@k], in $UV + X Q , JBDdddedt, 0995,
2:p. 179.

% Balogh, $] HUGpPO\ U Hm 2729, \4B. @B L§z8r found French-ltalian structural and
compositional correspondances for the same scene (B@la L8z8r, .R ORIJWLYi OWR/Q*\|UJ\ g¥V+¥W H
$UFKDHRORJ(®EB), pLOBY.HV LW |

% Carlo Budinis, *OL DUWLVWL LQ 8QJKHULD /f RSHbha BB ZUHQLR LWDOLDQR DOO |
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Runkelstein in Tyrol*’. The Tyrolian influence was also accepted by Oprescu® and
Vittkianu®.

The elegant style of the paintings in the sanctuary, was an argument for claiming
that the master was a foreigner®’. Focusing exclusively on stylistic matters, M§ria
Prokopp supposed "two different influences behind the frescos at Almaker@k: one from
the Szepes region, the other from the royal workshop and both belonging to the art of the
International Gothic™*'.

Ern® Marosi emphasized the impact of the artistic centre of Prague and of the
Bohemian art which developed intensly during king Charles IV*%. Trying to trace the
origin of the painter who realized the frescos in the sanctuary, Drtgu$ considered
Bohemian art an important source of inspiration. However, the author indicated Slovakia
as a mediating region for the Bohemian artistic influences®.

An interesting iconographic and stylistic demonstration resulted from Zsuzsa
Urbach's investigation of only one panel of the winged altarpiece in Mtléncrav®.
Considered by art historians such as Roth*®, Vtttkianu*®, or Urbach®’ to be a product of
the provincial art influenced by Austria, the altarpiece was likewise a donation of the
Apafi family whose coat-of-arms may be seen on the predela.

Among all the works dealing with the altar*, the book of Gisela and Otmar
Richter is the most recent analysis in the field and gives a complete description of the
shrine®. The authors, who are restaurators, aimed to bring into scholarly attention some
valuable pieces of Mediaeval art in Transylvania. The book provides a useful basis for
further research, introducing a set of good images and the scheme of all the winged altars
still preserved in the Saxon region.

The art in this area constituted the focus of interest for Juliana Fabrizius-Dancu
who published several articles about churches in the Saxon region®. In 1992 Thomas
N2gler edited a catalogue illustrating the development of the religious art in the Saxon
lands in Transylvania. The altar and the frescos in MtlGncrav were once again presented
on the basis of the generally available secondary literature®". In spite of the fact that the
book presents a synthetic overview of all the altars and frescos in the region, little new
information was added.

¥ Roth, '"LH )UHV N R.PAOla lddiron had £ber, 7D Q X O P,i|f) B8R, MAnton Hekler,
8QJDULVFKH .XQRein) H¥7FK37F K W H

% Oprescu, % LVHULFLpCBBL & HW L

¥ Vttikianu, ,VWRULD D UpMEEIBLHX GDOH

““Drtgus, 3LFW X UL Op48RH.UD O H

“*Prokopp, ,WDOLDQ WUHPBHI®BWR LQIOXHQFH

“2Marosied., 0DJ\DURUV]iJLpme6goy ] HW

“ ELQHR

4 Zsuzsa Urbach, OHJMHJ\]pVHN D YRGQGUHRW®D LI\=MWW®Dp Q\ RN F\WDiNp I RKAHIN X V
[Comments on the Austrian pannel in the collection Zettl-Langer from Sopron],in 7TDQXOPiQ\RN &VDWNDL (QGUH
H P O p, NqptdrH 1996, p. 95-110.

“Roth, $] DOPDNHU p j.LL6WIAR SOR P

““Vitikianu, ,VWRULD D UWHI7-THXGDOH

4" Urbach, OHJ MH J\ pplosd N

8 See note 7.

“Richter, 6LHEHQE+UJLVFKp436% 8HB.DOWIUH

% Fabrizius-Dancu, 6 FKIVVEXUJ XQG 9%BXBUQEXUJHQ

%1 Nagler ed., GH DM@ T8, 90-92, 94-96.
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The most recent work focusing on the architecture in this region is Herman

Fabini's $WODV GHU VIHERRELYBFKWEX .LUFKHQEXUJHQ XQG

published in 1999%. The two volumes contain a remarcable quantity of topographical
and documentary information, plans of churches and lots of images with architectural
details (one volume is entirely with pictures). Fabini's book represents a valuable data-
base for research summarizing the available information, but obviously cannot solve all
the problems related to one particular monument.

Therefore, in spite of its richness, the secondary literature is far from giving
satisfactory answers to many questions about the church in MtlOncrav. It evidences a
visible dichotomy between the architectural unity and interior decoration, style and
iconography, wall paintings and altarpiece. The result is a fragmented image of the
monument®,

The social, religious, ideological, and political environment, in which the church
appeared and functioned, were only superficially taken into consideration®. Yet, they
had most of the time a determining influence.

The church in MtlGncrav represents a special case where much of the original
fabric survives intact. The building, together with its adornments carries the imprints of
subsequent generations of patrons belonging to the same family, the Apafis. Owners of
the land, they might have lived there in certain periods and the church, their property,
was more then probable destined to be a burial place®. Nothing is known precisely about
the earlier times (fourteenth till sixteenth century) but examples of well-documented late
burials (seventeenth, eighteenth century) suggest that Mtloncrav was important for the
Apafis. Probably the church was remembered as the place which always preserved the
family roots and this idea maintained its meanings in the family memory®.

Deciphering the building in terms that would have been understood by those for
whom it had been built is a difficult task because of the poorness of sources®’. Moreover,

%2 Fabini, $W Q:p\438-441.
%% There are authors who mentioned only one scene when dealing with certain iconographic or stylistic

"RUIN

aspects. See Balogh, $] HUG p O\ U HQ@D-28yN2eQCsdhegi, 7TULQLWDV] VILPEYOXPRN pV DEUI]JROIVRN
D N|]JHBNRDJ\DURUV]iJ P¢YpVIHWHEHQ HUHGHW+N WHRYBEp@pV+N pV QpSP+YpV]H

representations of the trinity in the medieval Hungarian art. Its origins, development and connections with

popular art], in O« YpV]HWW |UW p Q H3tapewy DOQ7XOMPIEQA\RMN 3 DUOHU XQG GHU VFK|QH 6WLO
(XURSILVEKH .XQVW X QWP 1678 @ p/ X744 BelE Xsolt) SzaliScs, 3DUYXOXV SXHU

IRUPDWXV $] DQJ\DOL «GY|]JOHW LNRQRJUIlR®W i Uil) fuvBBMMHU V]HSHVKHO\L 0iU

formatus the iconographycal basis for the Annunciation in the Mary altar from Szepeshelyi created by Master

John],in OHGLDHYDOLD .|]JHSNRUL HV]Bldapes1)2808,Q.196A21. WD QX OPiQ\RN

* AThe outside context which affected the shape and the programme" of a building are extremely

important. For the whole discussion see Chieffo Raguin, Brush, Drapered., $SUWLVWLF pQMBJUDWLRQ
% £her, $SDIIL *\|UJ\ VL 97HBOUENIH KOvEri, (UGpO\ pSLWp \Nlematies BfFPOpNH L

Transylvanian buildings], Kolozsv8r, 1866; Roth, $] D O P D NMHUR Sl B2B-173, fig. 36; Domonkos
Teleki, (J\QpKiQ\ KD]DL X W[Sdmy¥ deddrigfidhd df Hurgarian travelers], Vien, 1796, p. 65; M-r
Wertner, $] DOPDMNIBDHIRDpNU|O pV pMemboieb &ojtUtieOApafi from MtlOncrav and their
manor house], in 6]i] D GRI), p. 793; Istvgn Wessel@nyi, 6 D Q\ D U ~ 1\DLSII§3-1708. 11,
[Sad world Diary 1703-1708. 1l, 1707-1708], Lajos Dem@ny, Andr§s Magyari ed., Bucharest, 1985, p. 500-
502.

% Sz8deczky, $]1 $SDILDN, M 188 EROWMD

% As Katalin P8ter tried to explain fiHungary is short of sources illustrating local and personal

historyo. See her arguments in Katalin P&ter, 7TROHUDQFH D QG \WLIJ W RFEEHEMABRQUAH @ J D U\

Peter Grell, Bob Scribner ed., 7ROHUDQFH DQG LQWROHUDQF H Chridritgek 199§ U RSHDQ 5HIRUPDWLR
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especially in the fourteenth century, the great majority of the existing documents refer to
limited aspects such as buying of properties or land divisions. In spite of that, a thorough
analysis of the terminology and especially of the titles used in the documents™, favours a
better insight into the social position of the Apafis®®. One may suppose that their self-
conscious awareness and mentality might have had an influence on the artistic form and
the subject choice of the wall paintings but it was not the only one®.

This study-case attempts to evaluate, if possible, the influences which, as Kupfer
expressed it, "made the representation of sacred history an ideological field"®’. This
raises the question of control: who selected the elements of the iconographic program
and what was the message carried on by these frescos to the contemporary public. One
might suspect influences from three main directions: the patron (or patrons), his priest
(confessor or spiritual advisor, in our case probably a Franciscan) and last, but not least,
the artist (head of a workshop probably). It is hard to know which of these factors had
the stronger impact. Lately, the accepted idea is that the clergy played a very important
role in this process. Moreover, it was generally acknowledged that, especially at this
time, it was not the artist who decided upon the subjects to be represented. He only had
the control of the style and of the details for realising the paintings. Then, there is the
problem of the function of images, which has to be considered here. Taken as a complex
system or a network of meanings, the two cycles of frescos in MtlGncrav represent a
glimpse into Late Mediaeval piety.

Keeping in mind that there are several generations of patrons in this church one
has to admit multiple meanings, some part of the original plan, others added in time by
subsequent generations, changing tastes and needs®.

Therefore, there are several directions that the research might take the analysis of
this monument has to be more comprehensive. The reconsideration of the visual material
through this angle may reveal new perspectives in the understanding of the decorative
program in MtlGncrav.

It may cast a different light on Christine Petersis argumentation based on the idea
that the wall paintings in MtIoncrav stand for the Saxon piety®. Her hypothesis took into
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consideration some elements of the decorative program when in fact, as Marcia Kupfer
put it, "only by considering the interplay between iconographic categories can we
appreciate how, at a second level, the entire program, and not merely some portion of it,
constitutes a narrativeo®.

Analysis of the family, their property and their church, the fourteenth century
frescos is meant to contribute to a deeper understanding of a phenomenon: local
manifestation of Late Mediaeval piety and mentality in Transylvania, long considered a
peripheral zone.

ANCA GOGALTAN

»
’

; «tzﬂ!}im

) L J 7 The church in Mtl@ncrav. Southern view
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)L J dhe church in Mtloncrav. The sanctuary



