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Sv. Kazimiero koplycios interjeras, Vilniaus katedra
Interior of Chapel of St Casimir, Vilnius Cathedral

“the Eye, thus enhancing the sensation of God’s proximity. The same architect and mathematician
designed similar oval windows for the Astronomical Observatory of Vilnius University. The interest
of architects in stars has a long history in Lithuania. In a letter dated 1600, Giovanni Bernardoni,
believed to be the designer of St Casimir’s Church, only hoped to see a desired constellation from the
window of his cell. By 1753, the late baroque observatory designed by Zebrauskas had convenient
oval openings in its towers and even in its floors. In the 18th century, it was thought that windows of
this particular shape were most suited for the exploration of stars, as they best conveyed the idea of
the infinity of the universe. Therefore, the White Hall of Vilnius University, which is part the Observa-
tory, completes the era of Baroque interiors in Vilnius.

The Gates of the Basilian Monastery in Vilnius: the euphoria of motion. The Gate of the Basilian Mon-
astery was built in 1761 in the late Baroque style by Jonas Kristupas Glaubicas, the greatest repre-
sentative of the Vilnius School of Baroque. The undulating architectonics of the building was enriched
by resourceful optical effects: the perspective of the gate gallery was achieved by cleverly exploiting
the slightly sloping terrain of the place and the precisely calculated rhythm of decreasing arches. The
planes and perspectives throb with light, creating an overall impression of motion. This architectural
object can therefore be best appreciated while moving. The dynamism of Baroque was well mani-
fested by church processions, in the 17th—18th centuries trailing through real or symbolic gates that
were temporarily transformed into intricate religious rebuses. On such occasions, the hostile defen-
sive Gate of Rudininkai transmuted into a flying bird, while the allegorical architectural structures in
Market Square came to life by the use of fire and water effects.

The Basilian Gate is not a mere facade decoration. It invites and draws the passer-by inside. The fan-
ciful plastic of metal and stucco work on the facade plane is carried on further into the gallery by
the shaped contours of the arches. The architecture of the gate emphasizes movement towards the
inner space behind the gate. This is the most striking effect of light in the building. Moreover, the
alternating shafts of shadow and light remind us of the anxieties of the religious vocation pervading
the place.

The theologians of the 17th century claimed that the paradoxical language of baroque symbols ena-
bled them to explain the inexplicable or even unknowable—God; the drum of St Casimir’s Chapel
was therefore “populated” by creatures previously unknown to Lithuanians, and the stucco mouldings
in Vilnius feature strange and unfamiliar plants. However, the essence of the Divinity could only be
immediately conveyed by the symbolism of light. Light, better than any other means, allowed Ba-
roque to flout the restrictions hindering the artisticillusion: in the windows of St Casimir’s Chapel, the
tombstone doorway of Jonas Stanislovas Sapiega, the glory of St Casimir’s Church, and the gallery of
the Basilian Gate, natural light unites symbolicimages with the reality that surrounds them.
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BAROKINIS, SVIESOS MENAS”

Baroko menas atsirado Italijoje ir XVII-XVIII a. suklestéjo katalikiskojoje Europoje, kuriai priklausé Abie-
ju Tauty Respublika. Barokas gimé kaip baznytinis menas, padedantis aiskinti Dievo slépinius. Meniniy
priemoniy perteklius, priestaringi simboliai ir formos, panaudoty medziagy jvairové turéjo kuo iSsamiau
atskleisti Dievo apraisky pasaulyje jvairove. Jézuity teology grindziamas menas buvo svarbus ir Vazy dinas-
tijos kunigaiksciams — jie XVIl a. mégino savo valdzia stiprinti pasinaudodami ir naujuoju menu. Radvilos
net anksciau nei didieji kunigaikiciai atnesé j Lietuva baroko architektira, o praéjus vos Simtmeciui pats
karalius Jonas Il pavydziai zvelgé j magnato Kristupo Zigmanto Paco fundacijas ir barokines Kazimiero Jono
Sapiegos kavalkadas. Pagaliau XVIll a. viduryje Lietuvoje suklestéjes barokas virto savarankiska architekti-
ros kryptimi ir buvo pavadintas Vilniaus baroko mokykla.

Sv. Kazimiero koplycia — baroko 3viesos scenografija. Barokiné Sv. Kazimiero koplyia traukia akj savo tau-
riomis, bet lakoniskomis formomis, brangiomis, bet santiriy spalvy medziagomis. Pastato architektiroje
ryskiai iSsiskiria nejprastai masyvus kubas; jj tarsi atsveria lengvesné pastato dalis, susidedanti i$ astuon-
kampio biigno, auksto kupolo ir laternos, puostos iSlakiais obeliskais. Sios architektiiros formos turéjo sim-
boline reikSme. Jau viduramZiais kubo pavidalas buvo siejamas su materialumu, o pastatg vainikuojantis
kupolas — su dangaus skliautu. Sig Zemés ir dangaus tvarka viduje jprasmino pro kupolo Zibinto langus
krintanti,dangiska” Sviesa. XVl a. pradZioje baroko architektai émési keisti misting geometriniy kiiny kal-
ba: geometrinéms formoms buvo suteiktos naujos prasmés, nustatyti nauji jy,bendravimo” désniai, netgi
atrastas ju lytiskumas”. Sios koplycios statytojai, G. Tencalla ir giminaiciai, mokesi pas garsiausia to meto
Romos architekta, simbolinés geometrijos naujoves perkélé j Lietuva. Kubo forma, kurig imta laikyti visy
kity geometriniy kiiny Saltiniu, apatinéje koplycios dalyje jkvépé sukurti sudétinga erdve: ji ir kvadratiné, ir
kryzminé, biigne — astuonkampé, o kupole ja rémino auksuoty atbraily apskritimai.

Naujai jrengtos Sv. Kazimiero koplycios inventorius isiskyré meno dirbiniais, pagamintais vien i sidabro
(natdralaus dydZio angelai, altoriaus $ventieji, bareljefai, sietynai); jie turéjo spindéti intensyvia, bet 3al-
ta Sviesa. Vladislovo Vazos laikais ir kupolas buvo iSpuostas auksuota gipsatira. 292 centneriai Sio sidabro
prazuvo XVIl a. vidurio rusy invazijos metais, auksavimai numusti pokariu. XVII a. antrojoje puséje koplycia
buvo rekonstruota — metalo spindéjima pakeité subtilesnis Sviesos Zaismas. Virs langy, sieny jgilinimuo-
se, jkomponuoti skulptoriaus komasko Giovanni® Pietro Pertio sukurtas stiuko altorius ir dvi Michelangelo
Palloni'o nutapytos freskos 3v. Kazimiero stebukly temomis. Panaudojus sanctus ex machina ap$vietimo
technika, ap3vietima i$ priekio ir i$ virsaus sukuriamas balto stiuko figary ir polichromijos dinamizmo jspa-
dis. Koplycios bigne barokiné meno sintezé dar rySkesné: M. Palloni® freskos susilieja su balto stiuko or-
namentais.

Ne maZiau nei 7aidimg natiralia $viesa baroko kiiréjai mégo dirbtinés $viesos efektus. Su Sv. Kazimiero
koplycios uzbaigimo ir Sventojo palaiky perkélimo iSkilmémis yra susijes barokinio ap3vietimo jrenginio
castrum doloris (,skausmo pilis”) tsiradimas Lietuvos baroko kultiiroje. Sventojo karsta maskuojanti struk-
tdra i medZio ir brangiy audiniy buvo taip smarkiai ap3vieciama, kad dar vadinta liepsnojancia koplycia.
Spéjama, kad tokj keliasdesimia sidabriniy Zvakidziy papuosta statinj-katafalka 1636 m. sukonstravo ko-
plycios statytojas, o iSkilmes sureZisavo garsusis Vladislovo Vazos dvaro scenografas ir barokinio teatro me-
chanizmy inZinierius Agostino Locci. Praéjus vos keliems ménesiams po $iy ceremonijy jis Vilniaus valdovy
rimuose pastaté pirmaja barokine operg,, |l Ratto di Helena".

Vilniaus $v. Mykolo baznycia — durys j anapus. Sv. Mykolo baznytioje, savotiskame Sapiegy giminés mauzo-
liejuje, jrengti antkapiai aprépia visa XVIl a. memorialinés skulptiros spektra — nuo didZiyjy sudétiniy pa-
minkly iki vadinamujy epitafijy, nedideliy antkapiy. Altoriaus desinéje stovintis Leono Sapiegos irjoZmony
paminklas meniskumu (marmure iSkaltos laidotuviy prakalbos) iSsiskiria visoje Abiejy Tauty Respublikoje.
Kuklaus dydzio Kristupo Mikalojaus Sapiegos epitafija laikoma sieninio paminklo etalonu, o Teodoros Kris-
tinos Sapiegienés antkapio meninés naujovés Lietuvoje niekada nebebuvo pakartotos. I3skirtinio démesio



yra vertas Lietuvos didZiojo marsalkos Jono Stanislovo Sapiegos monumentas, kuriame ypac iSradingai pa-
naudotas dar vienas viesos architektiros elementas — durys.

DidZiojo altoriaus kairéje j zakristija vedancios durys XVII a. penktajame desimtmetyje virto ypa retos rii-
yra Zinomi vos keli panasiis paminklai, i$ jy msiskis — ankstyviausias. J. S. Sapiegos paminklas stebina ne
makabrisku mirties vaizdavimu, ilgainiui jsigaléjusiu XVII a. Lietuvos dailéje, bet stoiska mirties sampra-
ta. Paminklo angos kiauryméje yra naudojama ne kaukoliy ar skelety atvaizdai, bet blanki Sviesa, Soninis
zakristijos apsvietimas. Doro kataliko mirtis baroko epochoje turéjo hiiti nutvieksta Sviesos, siejamos su is-
ganymo viltimi. Viena lietuviy didiké paaukojo 2000 auksiny, kad mety metais vir$ jos kapo degty ugnies
Zibintas, o ¢ia pakako blausaus spindulio iSkilmingoje slenkscio prieblandoje.

Pats paminklas nesudétingas: marmurinés paminklo kolonos laiko inskripcine lenta, virs jos, j simbolinio
sarkofago dangtj atsiréme, stovi du vadinamieji mirties genijai, Zinomi dar senovés romény paminkluose.
Kita vertus, antkapiniy angeléliy pora galéjo simbolizuoti du brolius, du,motinos nakties sunus’, mirtj ir
Ziams uzmigusios sielos ramybe (psichikos liga sirges didysis marsalka gyvas biidamas sielos pusiausvyra
mégindavo atgauti degindamas neva jj uzkeréjusias raganas). Paminklg vainikavo J. S. Sapiegos alebastro
bareljefas (dabar jau dinges). Pavaizduotas iki juosmens, jis tarsi Zvelgé i§ anapus pro simbolinj langa — dar
vieng architektirinj elementa, reiskiantj peréjima i, ¢ia” j ten”.

Vilniaus 3v. Kazimiero baznycia — baroko langas ir astronomija. 1604-aisiais, Sv. Kazimiero kanonizavimo
metais, jézuitai Vilniuje émé statyti jo vardu tituluota Sventove — Lietuvos jézuity provindijos centrg ir pir-
majj kontrreformacijos meno, baroko, Zidinj. Kaip ir Sv. Kazimiero koplycioje, grandiozinj ir Zemiska baz-
nycios apatinj turj Cia atsveria dangiskas kupolas. Trinavis kryZiaus plano baznycios laivas, ankstyviausias
baroko architektros iSradimas, tapo dar masyvesnis architektui Jonui Pranckeviciui parémus jj masyviais
kontraforsais. Lengvy formuy, laiptuoty kontdry kupolas perstatytas jau XVIIl a. viduryje jézuito Tomo Ze-
brausko, kuris baznycioje pritaiké ir Sviesos architektiros naujoves: liukarnas — kupolo skliaute jtaisytus
langus ir ovalyjj langa, jkomponuotg apsidés virdiinéje vietoje tradicinés altoriaus ,glorijos”, simbolizuo-
jancios Sve. Trejybe. Sioje ,Dievo akyje” j viena susiliedavo pro angg krintanti natrali viesa ir langg su-
pantys dirbtiniai spinduliai, o tai savo ruoZtu sustiprino dievybés artumo pojutj. Panaius ovalinius
langus 3is architektas ir matematikas suprojektavo Vilniaus universiteto observatorijoje. Architekty
doméjimosi zvaigzdémis istorija Lietuvoje ilga: spéjamas Sv. Kazimiero baznycios projekto autorius
Giovanni Bernardoni apie 1600 m. rasytame laiske tik vylési, kad pro jo celés langa matysis reikiamas
#vaigzdynas, 0 1753 m. T. Zebrausko suprojektuota vélyvojo baroko observatorija bokstuose ir netgi grin-
dyse turéjo jrengtas patogias ovalines angas. XVIII a. manyta, kad batent tokios formos langai labiausiai
tinka Zvaigzdéms tirti — mat geriausiai perteikia visatos beribiskumo idéja. Taigi Vilniaus universiteto Baltoji
salé, observatorijos sudedamaji dalis, uzbaigia barokinio interjero epocha Vilniuje.

Vilniaus bazilijony vienuolyno vartai — judesio euforija. Vélyvojo baroko stiliaus Bazilijony vienuolyno var-
tai 1761 m. sukurti garsiausio Vilniaus baroko mokyklos atstovo Jono Kristupo Glaubico. Vilnijanti pastato
architektonika cia praturtinta iSradingais optiniais efektais: varty galerijos perspektyva sukomponuota pa-
naudojus vietos landsafta (nedidele nuoslaite) ir tiksliai apskaiciuota mazéjanciy arky ritma. Sviesa pulsuo-
jancios plokStumos ir perspektyvos kuria bendra judesio jspidj, todél tokia architektiir geriausia apZidréti
judant. 5j baroko dinamizma puikiai atskleidé baznytinés procesijos, XVII-XVIII . traukdavusios per tikrus
arba simbolinius vartus, laikinai virsdavusius sudétingais religiniais rebusais. Tuomet riistds gynybiniai
Radininky vartai persimainydavo j skrendantj paukstj, o alegorinés architektdrinés konstrukcijos turgaus
aikstéje atgydavo panaudojus ugnies ir vandens efektus.

Sis statinys — ne fasadiné dekoracija, bet traukiantys uZeiti vidun vartai. Puosni tinko ir metalo plastika pir-
majame fasado plane karpytais arky konturais pereina gilyn. Varty architektira pabréZia judéjima j erdve

anapus varty. Kaip tik tai ir yra jspaidingiausias Sio pastato viesos efektas. Negana to, prietemos ir Sviesos
ruozy kaita primena, jog ¢ia vyrauja religinio pasaukimo nerimastis.

XVIl a. teologai tvirtino, kad paradoksalioji barokiniy simboliy kalba leidZia paaiskinti tai, kas nepaaiskina-
ma, netginepazinu, — Dieva, todél Sv. Kazimiero koplycios biigne buvo, jkurdinti“ igi tol lietuviams neregéti
gyviai, o Vilniaus stiukuose iSlipdyti Lietuvoje nezinomi augalai. Visgi tik Sviesos simbolizmas galéjo tiesio-
giai perteikti dieviskumo esme. Be to, $viesa geriau nei kokia kita priemoné leido barokui nepaisyti menine
iliuzijg kaustandiy rému: Sv. Kazimiero koplycios languose?, J. S. Sapieqos antkapio duryse, Sv. Kazimiero
baznycios glorijoje, Bazilijony varty galerijoje natarali Sviesa sujungia simbolines regimybes ir jas supancia
tikrove.

Teksto autorius Andrius Zubavicius
Fotografas Sigitas Gaudéza

Vilniaus bazilijony vienuolyno vartai
Gate of the Basilian Monastery in Vilnius

BAROQUE “ART OF LIGHT”

Baroque art originated in Italy and, in the 17th-18th centuries, reached its zenith in Catholic Europe,
of which the joint Polish-Lithuanian state was a part. Baroque came into being as the art of the
Church, helping to explain the mysteries of God. The excess of artistic devices, contradictory symbols
and forms, and the great variety of materials used were meant to thoroughly unveil the diversity of
divine manifestations in the world. The art, which was justified by Jesuit theologians, was of much
consequence to the dukes of the Vaza dynasty. In the 17th century, they took advantage of this art in
an attempt to strengthen their power. The Radvila family were the first to introduce Baroque archi-
tecture into Lithuania, even earlier than the grand dukes followed suit. A century later, King John Ill
himself viewed with envy the churches, monasteries and mansions funded by the magnate Kristupas
Zigmantas Pacas and the exuberant Baroque processions organized by Kazimieras Jonas Sapiega. By
the middle of the 18th century, Baroque was flourishing in Lithuania and evolved into an independ-
ent architectural movement called the Vilnius School of Baroque.

The Chapel of St Casimir: a stage set in Baroque light. The Baroque Chapel of St Casimir fascinates the
eye with its noble, but laconic, forms and expensive materials of sombre colours. The architecture of
the building is dominated by an extraordinarily massive cube, which seems to be offset by a lighter
part of the building consisting of an octagonal drum topped by a tall cupola and lantern decorated
with graceful obelisks. These architectural forms had a symbolic meaning. As early as the Middle
Ages, the cube was associated with materiality and the cupola crowning a building was associated
with the celestial spheres. Inside, the order of heaven and earth was made meaningful by the “heav-
enly”light flooding through the windows of the cupola-lantern. At the beginning of the 17th century,
Baroque architects started to change the mystical language of geometrical bodies: new meanings
were ascribed to geometrical forms, new laws of “communication” were set, and even the “gender”
of forms was discovered. The builders of this chapel, Constantino Tencalla and his relatives, who were
trained at the workshop of the most famous architect of Rome at the time, brought the new geomet-
ric symbolism to Lithuania. The shape of the cube, which came to be held as the source of all other
geometric bodies, inspired the creation of the complex space in the lower part of the chapel: it is
square and simultaneously has the shape of a cross and its drum is octagonal, whereas in the cupola
it is framed by the gilded circles of the cornice.

The newly outfitted interior of St Casimir's Chapel was remarkable for its objects made exclusively
from silver (life-size angels, saints on the altar, bas-reliefs, and chandeliers). They were meant to
shine with intensive but cold light. In the reign of Vladislav Vaza, the cupola was also adorned with
gilded stucco mouldings. Two hundred ninety-two centners of this silver was plundered during the
Russian invasion in the middle of the 17th century, and the gilded stucco was removed after the war.
In the second half of the 17th century, the chapel was reconstructed: the metallic shine was replaced
by a more subtle play of light. A stucco altar by Giovanni Pietro Perti, a sculptor of the comasco school,
and two frescoes by Michelangelo Palloni depicting the miracles of St Casimir were placed in the
recessions of the walls below the window. The sanctus ex machina lighting technique, lighting from
the front and from above, allowed a dynamic interaction between the white stucco figures and the
polychromy to be created. In the drum of the chapel, where Palloni’s frescoes merge with the white
stucco ornament, the Baroque synthesis of art is even more conspicuous.

As much as Baroque artists loved the play of natural light, they were equally fond of the effects of
artificial light. The festivities on the completion of St Casimir’s Chapel and the transfer of the remains
of the saint are also linked with the appearance of the first Baroque lighting installation—castrum
doloris (“castle of affliction”)—in Lithuanian Baroque culture. The structure, made of wood and ex-
pensive fabrics and masking the coffin of the saint, was so brightly lit that the chapel was referred

to as the flaming one. It is believed that the catafalque frame, adorned by several scores of silver
chandeliers, was created by the builder of the chapel in 1636 and that the ceremonies were directed
by Agostino Locci, the celebrated set designer and engineer of the Baroque theatre machinery at the
court of Vladislav Vaza. Only a few months after the ceremonies, Locci produced the first Baroque
opera Il ratto di Helena (The Abduction of Helen) in the king’s palace in Vilnius.

The Church of St Michael in Vilnius: a door to the world beyond. The Church of St Michael, a kind of
mausoleum of the Sapiega family, contains a whole range of sculptural funerary memorials from
the 17th century: from large complex monuments to so-called epitaphs (small plaques). The memo-
rial on the right side of the altar, dedicated to Leonas Sapiega and his wives, with funerary orations
inscribed on the marble, was unmatched in the rest of the Polish-Lithuanian state. The modestly
sized epitaph to Kristupas Mikalojus Sapiega was considered a paragon of the memorial plaque, and
the artistic innovation of the memorial to Teodora Kristina Sapiegiené was never again emulated in
Lithuania. The memorial to Jonas Stanislovas Sapiega, marshal of the Grand Duchy of Lithuania, de-
serves to be singled out since it uses another element of the architecture of light—the door—most
ingenuously.

In the 1640s, the sacristy door on the left of the high altar was transformed into a rare kind of Ba-
roque monument, imitating the canon of the Venetian “portal tombstone”. Very few similar monu-
ments were known in the Polish-Lithuanian state, and the one under discussion is the earliest. The
memorial to Jonas Stanislovas Sapiega presents a stoic conception of death and has none of its ma-
cabre portrayal which became so common in 17th-century Lithuanian painting. The cavity in the
memorial’s opening does not feature images of skulls or skeletons, but is filled with dim light which
filters through from the side of the sacristy. In the era of Baroque, the death of a virtuous Catholic
had to be permeated by light and linked to the hope of salvation. A certain Lithuanian noble lady
donated 2000 golden coins so that for years on end there was a live flame in the lantern over her
tomb. Here, in the solemn twilight of the threshold, a pale shaft of light suffices.

The memorial itself is quite simple: marble columns support the plaque with inscriptions; above
it, two so-called genii of death, known already in monuments of ancient Rome, lean on the lid of
the symbolic sarcophagus. On the other hand, the pair of funerary angels may have symbolized
two brothers, two sons of the Mother Night: death and dreams. Both figures are immobile, with
folded wings, which symbolized the peace of the departed soul (sometimes angels were depicted
as lame). (While still alive, the great marshal, who suffered from a mental illness, tried to regain
the composure of his mind by burning witches who had supposedly enchanted him.) The memorial
was crowned by Sapiega’s bas-relief in alabaster (this part has not survived). He was shown from
the waist up, peering through a symbolic window from beyond—one more architectural element
signifying the transition from this world to the world beyond.

The Church of St Casimirin Vilnius: a baroque window and astronomy. In 1604, the year of St Casimir’s
canonization, the Jesuits embarked upon the building of a church bearing his name in Vilnius, the
provincial centre for Lithuanian Jesuits. This was also the first edifice of Baroque, the art of the coun-
terreformation. As in the Chapel of St Casimir, here the grandiose and earthbound lower volume of
the church is counterbalanced by a sky-bound cupola. The three-nave, cross-plan church, the earliest
invention of Baroque architecture, was amplified even more when the architect Jonas Pranckevicius
supported it with bulky buttresses. The airy cupola with a stepped silhouette was reconstructed in
the middle of the 18th century by the Jesuit Tomas Zebrauskas, who introduced into the building
the novelties of the architecture of light—lucarnes in the dome and the oval window at the top of
the apse, instead of the traditional “glory” of the altar, symbolizing the Holy Trinity. In this “Eye of
God’, the natural light streaming through the window merged with the artificial rays surrounding



