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Banatul catolic al secolului al XVIII-lea ilustrat in argintaria baroca

Biserica catolica, zguduita de reforma
religioasa si de conflictele militare din
timpul razboiului de treizeci de ani
(incheiat 1n anul 1648), va Incerca o
revenire in forta prin Contrareforma.
fn Europa catolici, barocul a devenit
expresia artistica a Contrareformei, un
baroc care a facut uz de toate
mijloacele 1n efortul sdu de a obtine
maximum de efect. Era de asteptat ca
arta argintariei, la randul sau, sa atinga
apogeul in acele zone in care
Contrareforma s-a manifestat cel mai
puternic in artd: la Roma si in Italia
de Sud, Spania, Germania de Sud si
principatele ereditare ale Austriei
(Hernmarck 1977:305-306).

Biserica Romei reprezenta incd o
institutie extrem de puternica, fiind
sustinuta de o vie credintd interioara.
Catolicii trdiau cu convingerea ferma
cd Dumnezeu tréieste si doreau sa-L
aduca pe pamant, construindu-I spatii
monumentale, in care oamenii sa-L
venereze §i sd-1 aducd multumire.
Nimic nu era destul de frumos si de
minunat pentru aceasta; bucuria
imensa si pietatea pdmanteasca au
incercat sa gaseascd un mod de

Weakened by Reformation and
military conflicts of the Thirty Years’
War (ended in 1648), the Catholic
Church would aim to a strong revival
through Counter-Reformation.
Within Catholic Europe, it was the
baroque to become the artistic
expression of Counter-Reformation,
a baroque style that neglected no
means in its efforts to achieve
maximum effect. It was clear that it
should have been in those areas
where the Counter-Reformation
expressed itself most strongly in the
arts as a whole, that silverwork too,
achieved its ultimate expression: in
Rome and Southern Italy, Spain,
Southern Germany, and the
hereditary principalities of Austria
(Hernmarck 1977:305-306).

The Church of Rome was still an
extremely powerful institution, being
supported by a fervent inner faith.
Catholics firmly believed that God
do exist and wanted Him present on
earth, building monumental places
where people could venerate Him
and thank to Him. Nothing was
beautiful and magnificent enough for
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exprimare adecvat. Totul trebuia sa
straluceasca, omul se vedea reflectat
intr-o lume incantatoare si era fericit
cu adevdrat 1n credinta sa. Aceastd
credintd era cea care 1i oferea sprijin
si putere: ,, Acum vedem o imagine
voalata intr-o oglinda, dar atunci ne
vom privi fata in fata” (1 Cor.13,12).
Ideile si dogmele anuntate de
Conciliul de la Trento!, prin care
Biserica Romano-Catolicd apara
folosirea imaginilor sacre, vor da un
nou impuls i 0 noud energie artei
Contrarefomei, arta si literatura, Intr-
0 anumitd masurd, fiind singurele
domenii in care era posibild o
libertate de exprimare. In acest spirit,
Conciliul de la Trento a creat reforme
care au ,deschis’ interiorul
bisericilor cétre o mai buna acustica
si catre linii mai bune de perspectiva.
Cu o vizibilitate mai mare a altarului
principal si cu o participare mai
intima a laicilor la celebrarea Missei
Romana, arta vizuala, dar si arta
aplicatda, se vor dezvolta spre
incantarea oamenilor. Misa a devenit
mai putin un ritual pentru preoti si
mai mult unul pentru credinciosi,
pentru publicul larg.

Astfel, Biserica Catolica si, in special
iezuitii, vor face uz de o forma de
devotiune care implica folosirea a
nenumadrate efecte teatrale pentru a-1
impresiona $i a-l1 convinge pe
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this end; therefore, the immense joy
and earthly piety would try for an
appropriate way to express.
Everything was meant to shine; man
found himself reflected into a
fascinating world and was happy with
his faith. Moreover, it was the faith
that gave him support and strength:
‘Now we are seeing a dim reflection
in the mirror,; but then we shall be
seeing face to face’(1 Cor.13, 12).
The ideas and dogmas announced by
the Council of Trent' in which the
Roman Catholic Church defended the
use of the sacred images would give
anew impulse and energy to Counter-
Reformation art. Art and literature, at
some extent, were the only areas in
which a liberty of expression was
possible. In this spirit, the Council of
Trent created reforms that ‘opened up’
the interiors of the churches for better
acoustics and better lines of sight.
With the greater visibility of the high
altar and the more intimate
participation of the laity in the
celebration of the Mass, both visual
art and applied art flourished to
delight the people. Mass became less
aritual for the priests themselves and
more one for the faithful, the larger
public.

Consequently, the Catholic Church
and, particularly, the Jesuits, exploited
a form of devotion that called upon
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Banatul catolic al secolului al XVIII-lea ilustrat in argintaria baroca

credincios, efecte care nu puteau fi
socotite drept exagerdri sau ,,chemari”
senzuale, atat timp cat ele se faceau
in numele Bisericii (Minor 1999:47-
48,155). Slujbele iezuitilor erau opere
de arta complete, semanand cu piese
de teatru care se oficiau in jurul
sacrificiului divin: transsubstantierea,
transformarea painii si a vinului in
trupul 1 sangele lui Tisus.

Liturgia barocd era o sarbatoare
pentru toate simturile credinciosilor:
muzica de orgd, mirosul tdmaiei si al
lumanarilor umpleau spatiul artistic
luminat al bisericii, insufletit de figuri
de marmura si stuc, deasupra caruia
se deschidea spatiul ceresc, impodobit
cu figurile sfintilor. Punctul culminant
al liturghiei, partea sacramentala care
contine actul eucharistic, il reprezinta
elevatio — ridicarea monstrantelor si
a potirelor, obiecte 1n care prezenta
lui lisus este reald si in ale caror aur
s1 pietre pretioase se materializeaza
prezenta sa suprareald (Catalog
2003:31). Nu este, prin urmare,
surprinzator ca se cheltuiau sume mari
pentru decorarea bisericilor si pentru
imbogatirea tezaurelor acestora, fapt
foarte important pentru artistii i
mesterii argintari, care vor beneficia,
astfel, de numeroase comenzi.
Argintaria reflectd, de fapt, toate
transformadrile prin care societatea
europeana a trecut in secolele al X VII-

so many theatrical devices to impress
and persuade the worshipper, that
there hardly could be any criticism
of exaggeration or even sensual
‘appeal’, as long as these appeared
to be in the service of the Church
(Minor 1999:47-48,155). The Jesuit
celebrations were absolute works of
art, imitating theatre plays, celebrated
around the divine sacrifice:
transubstantiation, the transformation
of bread and wine into body and
blood of Jesus.

Baroque liturgy was a celebration to
the senses of the faithful: organ
music, the smell of incense and
candles that fill the elaborate
illuminated space of the Church,
adorned with marble and stucco
figures, crowned with the heavenly
space, decorated with figures of
saints. The culmination of the liturgy,
the sacramental part embracing the
Eucharist, is represented by elevatio
—the act of elevating the monstrances
and chalices, objects that embody the
real presence of Jesus and whose gold
and gemstones stand for His surreal
presence (Catalogue 2003:31). It is
not surprising, therefore, the great
amount of money spent for
decorating the churches and
enriching their treasures, as well as
the important effect of this fact on
artists and silversmiths, who would
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lea si al XVIII-lea, fiind direct
influentatd de schimbadrile in
mentalitate si de noile idealuri
stilistice. Din punct de vedere artistic
accentul se va pune mai putin pe
maretie §1 mai mult pe comoditate.
Prin urmare, modificarea idealului
stilistic al perioadei a inceput de la
cautarea efectului, efectele emfatice
ale formei si dezlantuirea nemijlocita
a puterii — elemente care reprezintd
insdsi esenta barocului matur, care se
extinde apoi spre exuberanta si
creativitatea asimetrica a rococo-ului,
cand intreaga piesd devine un
ornament bizar si fantastic —
ornamentul rocaille. in sfarsit,
dezvoltarea stilistica a perioadei va
ajunge la negarea decoratiei opulente
si Intoarcerea la simplitate si la
formele antice, privite ca o eliberare
de exagerdrile anterioare, o aparare
abunului sim{ si a utilitatii — elemente
de baza ale neoclasicismului.

Toate aceste schimbari ideologice si
curente cultural-artistice pot fi
studiate In Banat, provincia imperiald
a habsburgilor. Pentru Imperiul
Habsburgic epoca studiata se afla sub
incidenta schimbarii din punct de
vedere politic, ideologic, cultural si
artistic. Atmosfera de victorie din
timpul domniei lui Carol al VI-lea
(1711-1740) se va Incheia odata cu
moartea sa §i stingerea dinastiei in

|8

consequently get numerous working
opportunities.

Actually, silverwork reflected all the
transformations undertaken by
European society in the 17% and 18"
centuries, being directly influenced by
changes in mentality and new stylistic
ideals. From an artistic perspective
there was less emphasis on
magnificence and more on
convenience. Hence, the changing of
stylistic ideals in the period started
with the seeking for effect, emphatic
effects of form and breathtaking
unleashing of power — elements
standing for the very essence of high
baroque, and extended to the
exuberance and asymmetrical
creativity of the rococo, when the
entire piece became one single bizarre
and fantastic ornament — the rocaille.
Finally, the stylistic development of
the period would result in rejection
of opulent decoration and return to
simplicity and antique forms, viewed
as an escape from earlier
exaggeration, a defence of common
sense and utility — to exemplify the
basic elements of neo-classicism.
All these ideological changes and
cultural-artistic trends could be
studied in Banat, the Habsburgs’
imperial province. For the Habsburg
Empire the age is set on the verge of
change, a political, ideological,
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linie masculind. La momentul
respectiv, schimbarea ideologica,
Aufklirung, devenea esentiald pentru
supravietuirea imperiului. Prin
urmare, Maria Theresa (1740-1780)
ainitiat un amplu program de reforme
administrative, economice §i
religioase, continuate de losif al TI-
lea (1780-1790). Reformele religioase
vor avea un impact direct asupra artei
argintariei; dizolvarea Ordinului lui
lisus i a manastirilor catolice
contemplative avand drept consecinta
modificarea vietii religioase si
distrugerea unei mari parti a
tezaurelor de argintarie.

Provincia Banat 1n secolul al XVIII-
lea—ca parte a Imperiului Habsburgic
si sub influenta directd a Europei
catolice, va reprezenta o regiune
extrem de importanta pentru politica
imperiala. Evolutia culturald si
artisticd a Banatului se structureaza
in functie de doua tendinte: cea
oficiald catolica si cea traditionald
ortodoxa. Evolutia lor paraleld va
marca particularismul provinciei,
avand drept rezultat dualismul
expresiilor artistice, existenta unor
modele tipologice, formale si
compozitionale, de fapt reprezentari
ale spiritului globalizant al barocului.
As dori sd incep analizarea argintariei
ecleziastice catolice din Banat cu
cateva consideratii asupra dezvoltarii

cultural, and artistic change. The
triumphant atmosphere of Carol VI’s
reign (1711-1740) ended with his
death and the extinction of the
dynasty in the male line of descent.
At the time, ideological change, the
so-called Aufkldrung, became
essential for the survival of the
empire. Therefore, Maria Theresa
(1740-1780) initiated an extended
program of administrative,
economic, and religious reforms,
carried on at a higher level by Joseph
IT (1780-1790). Religious reforms
were to have a direct impact on
silverwork art; the dissolution of
Jesuit Order and contemplative
Catholic monasteries having
religious life changed and a great
amount of silverwork treasures
devastated.

The province of Banat in the 18"
century — as part of the Habsburg
Empire and directly influenced by
Catholic Europe, would represent an
extremely important region for the
imperial politics. The cultural and
artistic evolution in Banat is
structured considering two
tendencies: the official Catholic and
the traditional Orthodox. Their
parallel evolution would stand for the
particularity of the province, resulting
in the dualism of artistic expressions,
in the existence of typological, formal
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artistice in Viena si Germania de Sud.
Evolutia lor similara este izbitoare,
in special, 1n arta bisericeasca si in
operele argintarilor pentru Biserica
Catolica (Hernmarck 1977:27). Ma
voi axa in principal asupra argintariei
vieneze in secolul al XVIII-lea
deoarece marea majoritate a
obiectelor de argint analizate sunt
aduse de la Viena, importate de catre
inaltii demnitari ai bisericii catolice
imediat dupa cucerirea provinciei de
catre armatele imperiale (1716) sau
reprezintd comenzi imperiale pentru
decorarea noilor biserici Romano-
Catolice. Sunt mentionate, de
asemenea, cateva aspecte ale
contextului politico-ideologic 1n care
argintaria vieneza s-a dezvoltat si a
concurat cu centrele din Germania de
Sud.

Argintaria avea nevoie de o capitala,
fiind o arta strans legata de bogatia
marilor orase comerciale germane.
Asemeni tuturor mestesugurilor,
argintdria era un fenomen urban,
dezvoltarea sa depinzand de existenta
unei clientele instarite. in Evul Mediu
tarziu si in perioada Renasterii,
argintarii germani erau de departe cei
mai prolifici din Europa. Un factor
crucial pentru to{i argintarii era
sistemul de breasla, care a exercitat
o influentd ce depdsea cu mult
granitele imperiului. Un alt factor

110

and compositional models, actually
representations of the globalizing
spirit of the baroque.

I would like to begin the analysis of
Catholic ecclesiastic silverwork in
Banat with several considerations on
the artistic development in Vienna and
Southern Germany. Their similar
evolution is particularly striking in
church art and in silversmith’s work
for the Catholic Church (Hernmarck
1977:27). The main focus of my
analysis is on Viennese silverwork in
the 18 century, as the great majority
of the silverwork objects considered
came from Vienna, either imported by
the great personalities of the Catholic
Church immediately after the imperial
army conquered the province (1716),
or representing imperial commands
for adorning the new Roman Catholic
churches. A few aspects of the
political-ideological context are also
mentioned, context in which Viennese
silverwork flourished and challenged
the centres in Southern Germany.
Silverwork called for capital, being
an art closely associated with the
wealth of the great German trading
cities. Like all guild crafts, silverwork
was an urban phenomenon, needing
a wealthy clientele to flourish. In the
Late Middle Ages and the
Renaissance, the German silversmiths
were by far the most prolific in
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hotérator din interiorul sistemului de
breasld 1-a reprezentat asociatia
calfelor. Calfa itineranta a fost, in
principal, un fenomen specific
german, calfelor datorandu-li-se
meritul raspandirii maiestriei germane
si a stilului specific epocii, multi
stabilindu-se si devenind mesteri in
alt loc decat cel de origine
(Hernmarck 1977:19-20).

in Austria primele ateliere de
argintarie au functionat Tn manastiri,
iar primii argintari au fost mesterii
itineranti care cdldtoreau din
ministire in minastire. In orasele
mari sunt mentionati mesterii ,,liberi”,
primul dintre ei fiind atestat la
Salzburg, urméand apoi Innsbruck si
Viena. Argintarii vienezi sunt amintiti
prima datd 1n anul 1288, 1n timp ce
prima regula de breasla dateaza din
anul 1366 (Reitzner 1952:121;
Catalog 2003:14). Primii mesteri
vienezi cunoscuti dupd nume sunt din
perioada romanicd, cand erau atestati
sase argintari (Reitzner 1952:130),
numarul acestora ajungand, in 1520,
la cateva sute. Mesterii argintari au
fost un grup social apreciat, ocupand
o vreme indelungatd primul loc in
ierarhia breslelor. Aceasta pozitie
privilegiata se datora, in principal,
materialului pe care il prelucrau.
Privilegiul acesta era nsotit Insa de
obligatii foarte stricte, metalul pretios

Europe. A crucial factor to all
silversmiths was the guild system,
which exerted an influence that
reached far beyond the borders of the
empire. Within this guild system was
another key factor that is the
journeymen’s association. The
itinerant journeyman was chiefly a
German phenomenon and it was
thanks to these itinerant journeymen
that both German craftsmanship and
the prevailing style were spread, for
many journeymen settled down to
become masters in foreign parts
(Hernmarck 1977:19-20).

In Austria, the first silver workshops
were in monasteries, while the first
silversmiths were the itinerant
masters, who were travelling from
one monastery to another. ‘Free’
masters were mentioned in the big
cities, the first in Salzburg, then in
Innsbruck and Vienna. Viennese
silversmiths were first mentioned in
1288, while the first rule of their guild
could be traced back to 1366
(Reitzner 1952:121; Catalogue
2003:14). The first Viennese masters
known by name were from the
Romanesque period, when six
silversmiths were attested (Reitzner
1952:130)%. Their number would
increase to several hundreds in 1520.
Silversmiths were an important social
group, holding for a long time the first
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impunand, 1n primul rand,
corectitudine desavarsita din partea
mesterului. n afara criteriului estetic,
piesele de argintarie se constituiau
intr-o importanta rezerva de capital
pe care proprietarul nu ezita, in caz
de nevoie, sa o transforme in bani.
Prin urmare, argintarii exercitau un
autocontrol foarte riguros pentru a
castiga increderea clientelei, fiind
extrem de important ca aceasta sa fie
sigurd cd gramajul metalului pretios
nu a fost modificat prin prelucrare
(Catalog 2003:14). Toatd aceasta
organizare are la baza motive politice
si economice, dar si dorinta
mesterilor argintari de a crea un
centru puternic al breslei lor la Viena,
concurenta oragelor din Germania de
Sud fiind puternica.

Fara indoiald, concurenta cea mai
mare pentru argintaria vieneza o
reprezentau centrele de argintarie din
Bavaria: Miinchen, Augsburg si
Niirnberg. Chiar daca Miinchen a fost
pentru o perioadd indelungata cel mai
important centru de argintarie din
Germania de Sud, cel mai bun argint
din punct de vedere calitativ din
Europa se facea la Niirnberg. lar, daca
Niirnberg detinea intaietatea in ceea
ce priveste calitatea argintului,
Augsburg detinea locul principal in
Europa 1n ceea ce priveste cantitatea
pieselor de argintdrie executate,

|12

place in the hierarchy of the guilds.
This privileged position was mainly
held due to the material they worked
with. Still, the privilege was
accompanied by very strict
obligations; mainly, the precious
metal demanded absolute correctness
of the silversmith. Besides the
aesthetic criterion, silverwork objects
represent an important monetary
reserve; the owner could have the
object transformed in its cash value
whenever necessary. Hence,
silversmiths made use of a very
rigorous self-control for obtaining the
clients’ trust, of a great importance
being the certainty that gram weight
is to be preserved during the technical
process (Catalogue 2003:14).
Political and economic reasons
support all this organization, but also
the silversmiths’ aspiration to create
a strong centre of their guild in
Vienna, a counterpart to centres in
Southern Germany.

There is no doubt that the biggest
competition to Viennese silverwork
was represented by the Bavarian
centres: Munich, Augsburg, and
Nuremberg. Munich was, for a long
time, the most important silverwork
centre in Southern Germany; yet, the
best quality of silver in Europe was
made in Nuremberg. While
Nuremberg held the first position
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devenind, in secolul al XVIl-lea,
centrul argintariei din Bavaria
(Reitzner 1952:254,259-260,269).

Din punct de vedere cultural cele doua
mari centre din Germania de Sud,
Niirnberg si Augsburg, sunt foarte
diferite. In timp ce Niirnberg a rimas
fidel personalitatii sale medievale,
Augsburg a acceptat un sistem
elaborat de breasld care va deveni
model pentru multe alte orase.
Augsburg a devenit, dupa Reforma
religioasd, principalul furnizor de
obiecte de argint pentru bisericile
catolice (Hernmarck 1977:23-24). In
cele din urma, comanda data
mesterilor argintari din Augsburg a
devenit o chestiune de prestigiu,
orasul devenind prima optiune in arta
argintariei, mesterii sai fiind celebri
prin magia cu care prelucrau metalul
pretios (Catalog 1990:16; Cséfalvay
1997:45; Catalog 2003:15). Inca
inainte de 1650, orasul a devenit
principalul centru de argintarie
german, pozitie mentinuta si Intarita
pana la mijlocul secolului al XVIII-
lea. Piesele din Ausgsburg, din aceasta
perioadd, prezintd o traditie proprie
de argintarie baroc repoussé, traditie
care se va perpetua 1n secolul al
XVIII-lea si al carei principal
reprezentant a fost Johann Andreas
Thelot. Un curent contrar — barocul
francez a aparut in jurul anului 1700,

concerning the quality of silver,
Augsburg was the main centre in
Europe in matter of quantity, the
amount of objects executed,
becoming the centre of silverwork in
Bavaria in the 17" century (Reitzner
1952:254,259-260,269).

From a cultural point of view the two
great South German cities,
Nuremberg and Augsburg are very
different. While Nuremberg clung to
its mediaeval personality, Augsburg
accepted an elaborate guild system
which was to be the prototype of
many other cities. After the
Reformation, it was Augsburg to
become the principal furnisher of
silver objects for Catholic churches
(Hernmarck 1977:23-24). Finally, the
order given to a craftsman of
Augsburg has become a matter of
prestige, the city becoming the first
option in silverwork, its masters
being famous for the magic they put
in transforming the precious metal.
(Catalogue 1990:16; Cséfalvay
1997:45; Catalogue 2003:15). Even
before 1650 the city had become the
leading German silverwork centre
and, until the mid-18™ century it
continued to reinforce and maintain
its standing. Augsburg pieces from
this period shows a native tradition
of rich repoussé baroque silver, a
tradition which survived into the 18™
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iar interpretarea barocului tardiv
francez realizatd la Augsburg va
deveni extrem de populard, piesele
de aici fiind exportate in toatd Europa
(Hernmarck 1977:27).

Oragele Bavariei au detinut locul
principal in preferintele
comanditarilor in secolele al XVI-lea
si al XVII-lea, la inceput Miinchen,
apoi Niirnberg si Augsburg. Cu toate
acestea, in prima jumatate a secolului
al XVIII-lea, superioritatea
mesterilor germani asupra celor
vienezi incepe sa scadd incet, dar
constant, remarcandu-se cresterea
numarului atelierelor de argintarie si
a comenzilor din Viena. Produsele
vieneze devin tot mai cunoscute,
mesterii vienezi castigand teren in
fata celor din Augsburg, Viena
consolidandu-si definitiv locul
printre centrele de argintarie
importante ale Europei. Mesterilor
vienezi li se datoreaza, in mare parte,
dezvoltarea meseriei, atat prin
lucrarile lor exceptionale, dar si prin
invatdmantul academic si o buna
comercializare. Astfel, in timp ce
Viena prospera, castigandu-si locul
intre centrele de argintarie din
Europa, Augburg-ul a pierdut
legatura cu curentele moderne. Daca
in ceea ce priveste mestesugul in sine,
obiectele din Augsburg erau de
aceeasi calitate, spre sfarsitul

| 14

century, and of which Johann Andreas
Thelot is the most important
representative. A contrary trend — the
French baroque emerged around 1700
and it was to be Augsburg
interpretation of late French baroque
to become enormously popular,
Augsburg pieces being exported to all
parts of Europe (Hernmarck
1977:27).

Bavarian towns represented the first
place in commissioners’ preferences
for the 16™ and 17% centuries, at first
Munich, than Nuremberg and
Augsburg. However, in the first half
of the 18™ century, the superiority of
German masters in front of the
Viennese silversmiths was slowly but
constantly diminished, an increase in
the number of silver workshops and
commands being observed in the case
of Vienna. Viennese objects were
becoming more appreciated and the
masters more competitive, Vienna
incontestably winning its place
among the important silverwork
centres in Europe. The advancement
of the craft was made possible due to
the Viennese masters, to their highly
skilled works, but also due to
academic learning and good
commercialization. Therefore, as
Vienna flourished among the main
European centres, Augsburg lost
contact with modern trends. Even if
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perioadei baroc si in perioada rococo
ele erau conventionale, lipsite de acea
creativitate i siguranta a stilului care
le-a facut celebre (Catalog
2003:16,24).

Cel mai important mester vienez de
la 1700 este Johann Baptist
Khiinischbauer, 1n timp ce, perioada
celei de-a doua treimi a secolului al
XVIII-lea este dominatd de maiestria
lui Anton Matthias Domanek (1713-
1779, mester 1737), membru al
Academiei vieneze. Un alt nume de
marcd al argintdriei vieneze din
secolul al XVIII-lea este Joseph
Moser (1715-1801, mester 1746),
mester atestat prin numeroase lucrari
s1 in Banat, unde a executat comenzi
pentru impdarateasd, pentru ordinul
iezuitilor, pentru Timisoara — in
biserica Sf. Katharina si pentru
mandstirea Maria-Radna — Arad
(Reitzner 1952:163,184; Roos
1998:56-57; Catalog 2003:35,44-
47,62).

Diferitele stiluri care au concurat si
s-au succedat unul altuia in secolul al
XVlIl-lea au fost eterogene. Fiecare
dintre aceste curentele stilistice 1si
putea trasa originea in primul rand 1n
Germania. Faptul cd Germania a
detinut aceastd suprematie se datora
productiei pe scard larga a cartilor de
ornamente pentru argintari. Structura
bine stabilitd a breslelor de argintarie

the craftsmanship was at the same
level and the objects made in
Augsburg exhibited the same quality,
towards the end of the baroque and
during rococo period, they were
conventional, lacking the creativity
and certainty of style that made them
famous (Catalogue 2003:16,24).
The most important Viennese
silversmith around the year 1700 was
Johann Baptist Khiinischbauer, while
the second third of the 18" century
was being dominated by the skill of
Anton Matthias Domaneck (1713-
1779, master 1737), member of
Viennese Academy. Another famous
name of the Viennese silverwork in
the 18" century was Joseph Moser
(1715-1801, master 1746). Joseph
Moser has also been documented in
Banat, completing commands for the
Empress, for the Jesuit order, for
Timisoara— in the parish church Saint
Katharine and for the Monastery
Maria-Radna — Arad (Reitzner
1952:163,184; Roos 1998:56-57;
Catalogue 2003:35,44-47,62).

The various styles which competed
with and succeeded one another in
the 17™ century were highly
heterogeneous. Nevertheless, every
one of the stylistic trends had its
source above all in Germany. That
Germany should have been so
dominant was due to its large-scale
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germane §i exportul facut de
principalele orase din Germania, mai
ales de Augsburg, a facut ca aceste
carti de ornamente s se raspandeasca
in toatd Europa.

Cea mai importantd schimbare
stilisticd care a aparut in timpul
perioadei baroc a fost trecerea din
Gemania spre Franta — ca si arbitru
al stilului (Hernmarck 1977:59,64).
Noile modele pariziene ajungeau
prima oard in Germania de Sud si
doar apoi la Viena. Respingerea
culturii si artei franceze de catre
habsburgi a facut ca, la Inceputul
secolului al XVIII-lea, argintaria
vieneza sd fie cu mult in urma fata
de restul Europei. Imparateasa Maria
Theresa se va apropia, cu timpul, tot
mai mult de Franta, ceea ce va
permite cunoasterea si raspandirea
esteticii  franceze in randul
argintarilor de la curte, pentru
inceput, apoi in intregul imperiu. Prin
urmare, arta franceza va deveni
modelul urmat de Viena 1n a doua
jumatate a secolului al XVIII-lea
(Catalog 2003:22).

Wenzel Kaunitz-Rietberg, fost
ambasador la Paris, a incercat sa
aduca la Viena estetica franceza prin
crearea unei scoli de manufactura in
anul 1757. Scopul acestei scoli era
ridicarea nivelului calitativ 1n breasla
artistilor, rafinarea gusturilor si
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output of pattern sheets for
silversmiths. The firm structure of
German goldsmiths’ guilds and the
export business of the major German
cities, above all that of Augsburg,
helped to spread these pattern sheets
all over Europe.

The most important stylistic change
which occurred during the baroque
period was the shift from Germany
to France as the arbiter of style
(Hernmarck 1977:59,64). New
models from Paris reached Southern
Germany, and, eventually, Vienna.
The rejection of French culture and
art in the Habsburg Empire resulted
in an underdevelopment of Viennese
silverwork at the beginning of the 18™
century, as compared to the rest of
Europe. In time, Empress Maria
Theresa would become closer to
France, allowing French aesthetics to
become known and spread through
silversmiths at court, then through the
whole empire. Therefore, French art
would be the leading model to Vienna
in the second half of the 18™ century
(Catalogue 2003:22).

A former French ambassador, Wenzel
Kaunitz-Rietberg, tried to attract
French aesthetics in Vienna by
creating a manufacturing school in
1757. The aim of this school was to
increase quality level in silversmiths’
guild, to refine their taste and to
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dezvoltarea aptitudinilor argintarilor
vienezi. Cartile de ornamente erau
comandate la Paris pentru
familiarizarea artistilor vienezi cu
noile tendinte din moda franceza.
Scoala de prelucrare a metalelor
infiintatd de Jakob Schmutzer si
condusa ulterior de argintarul Anton
Matthias Domaneck, a avut o
influentd majora asupra argintarilor.
Toate aceste masuri educative vor
duce, 1n final, la impunerea stilului
neoclasic Tn Imperiul Habsburgic.
Neoclasicismul a Tnsemnat renegarea
varietatii, a bogatiei si a formelor
sinuoase reprezentate de baroc, noua
simplitate a stilului ducand la
revenirea argintarilor la mai multa
functionalitate si la ingradirea
spiritului creator. Stilul neoclasic a
trebuit sa lupte o perioada indelungata
pentru areusi sd se impund, intre timp
aparand multe stiluri de tranzitie
(Hernmarck 1977:71; Catalog
2003:23).

Arta prelucdrii metalelor pretioase va
ajunge la apogeu 1n arta religioasa,
piesele de argintarie fiind destinate n
primul rand exprimarii §i stimularii
devotiunii religioase. Obiectele
analizate apartin colectiei Episcopiei
Romano-Catolice de Timisoara.
Simbolistica obiectelor sacre se
suprapune destinatiei lor usurand, in
acest fel, intelegerea aspectelor

develop Viennese masters’ skills.
Volumes of ornaments were ordered
to Paris for familiarizing the Viennese
artists with the new trends in French
style. The school of metal processing
founded by Jakob Schmutzer and
subsequently headed by Anton
Matthias Domaneck, have had a
major influence on silversmiths.

All these educative actions would
finally impose the neo-classical style
in the Habsburg Empire.
Neoclassicism stands for the negation
of variety, of richness and sinuous
forms typical for baroque, the new
simplicity of style having made the
silversmiths returning to a greater
functionality and restricting their
creative spirit. The neo-classical style
had to struggle long and hard before
it triumphed and many transitional
styles appeared in the period of
transition (Hernmarck 1977:71;
Catalogue 2003:23).

The art of working with precious
metals would reach its apogee in the
religious art, silverwork objects being
used, in principal, for expressing and
stimulating religious devotion. The
objects analysed belong to the
collection of the Roman Catholic
Bishopric of Timisoara. The
symbolic meaning of sacred objects
overlaps with their purpose
clarifying, in this way, the dogmatic
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dogmatice si de cult ale actului
sacramental, perceperea relatiei
complexe — apropiatd dar, 1n acelasi
timp, distantd — dintre om si divinitate
(Catalog 1992b:102).

As vrea sd incep analizarea
argintdriei romano-catolice cu vasa
sacra: monstrante, relicvare, ciborii,
potire si patene. Simbolistica cultica
a vaselor sacre a avut un puternic
efect conservator insa acest nu lucru
nu le va afecta ornamentatia, forma
fiind mai conservatoare decat
ornamentul.

Monstrantele sunt obiectele care
necesitd o tratare amanuntita, ele
reprezentand apogeul creativitatii
argintarilor, fiind totodata si obiectele
cu cea mai bogatd simbolistica.
Credinta catolica 1n transsubstantiere
adus la apartia monstrantei, obiectul
in care hostia folosita in timpul Misei
este expusd in asa fel incat sa fie
privitd de toatd lumea. Una dintre
expresiile sociale ale Contrareformei
a fost organizarea unor procesiuni
mai elaborate parcd ca niciodata.
Monstrante de ceremonie bogat
decorate au fost produse pentru
marile procesiuni baroce (Cséfalvay
1997:51), obiecte in care sacramentul
sub forma pdinii, a trupului lui
Christos este purtat si aratat
credinciosilor. Obiceiul este introdus
in lumea catolicd de papa Urban al
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and cultic aspects of sacramental act,
the perception of complex relation —
close but still distant — between man
and divinity (Catalogue 1992b:102).
I would like to begin the analysis of
Roman Catholic silverwork with vasa
sacra: monstrances, reliquaries,
ciboria, chalices, and patens. The cult
significance of all sacred vessels had
astrongly conservative effect, but this
did not affect their ornamentation,
form being more conservative than
ornament.

Monstrances are the ones that
deserve a closer analysis for
representing the apogee of
silversmiths’ creativity, also being the
objects with the richest symbolical
meaning. The Catholic belief in
transubstantiation gave birth to the
monstrance, in which the Host of the
Mass in placed for all to see. One of
the social expressions of Counter-
Reformation was the organization of
ever more elaborate processions.
Richly decorated monstrances were
created for the great baroque parades
(Cséfalvay 1997:51), objects in which
the sacrament — the bread, the body
of Christ — was exhibited and
presented to the faithful. The ritual
was introduced in the Catholic faith
by the Pope Urban IV in 1264, when
transubstantiation became a dogma of
the church (Hernmarck 1977:317;
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IV-lea in anul 1264, cand
transsubstantierea devine dogma a
bisercii (Hernmarck 1977:317;
Catalog 1992b:101; Simion 1997
:123). Primele monstrante sunt nsa
mai timpurii, datdnd din secolul al
XllI-lea, cunoscute sub numele de
expositoria. O altd denumire data
monstrantei este ostensorium, initial
orice recipient in care o relicva sacra
era expusa vederii publicului. Primele
exemplare erau mari i impunatoare,
fiind uneori combinate cu relicvare.
Exemplarele mai tarzii, din secolul al
XVIl-lea pana la inceputul secolului
al XIX-lea, aveau doua straturi de
cristal care inconjurau hostia,
sustinute de o bazd cu picior si
inconjurate de razele solare, avand
uneori deasupra o cruce sau o
coroand, sau fiind impodobite cu
figuri, pietre pretioase si perle
(Reitzner 1952:138; Mollett
1996:217; Newman 2000:214).

Opozitia violentd a protestantilor fata
de transsubstantiere a facut ca
monstrantele sa fie puternic detestate,
fiind confiscate si distruse fara mila.
Practic niciun exemplar dintre
monstrantele tipice goticului tarziu,
asa numitele ,,monstrante turn”, nu a
supravietuit. Acest tip are o talpa si
un picior cu nodus, fiind bogat decorat
cu detalii arhitecturale. Piciorul
sustine partea superioard arhitecturala

Catalogue 1992b:101; Simion
1997:123). The first monstrances are
more antique, coming from the 12
century, known as expositoria.
Another name given to the
monstrance 1is ostensorium,
originally being any receptacle in
which a sacred relic was exposed to
pubic view. Early examples were
large and imposing, and were
sometimes combined  with
reliquaries. Later objects, in the 17"
to early 19" centuries, display two
layers of crystal which enclose the
Host, supported by a stemmed base
and surrounded by solar rays,
sometimes surmounted by a cross or
a crown, and sometimes decorated
with figures, gemstones, and pearls
(Reitzner 1952:138; Mollett,
1996:217; Newman 2000:214).

The Protestant religion’s fierce
opposition to transubstantiation made
monstrances objects of particular
hate, being ruthless confiscated and
destroyed. Practically, none of the
typical late gothic monstrance, the so-
called ‘tower monstrance’ was
preserved. It has a foot and a stem
with a node, decorated with a wealth
of architectural details. The stem
supports the strongly architectural
upper section which embraces the
centre of the monstrance, containing
the piece of bread, the crescent-shape

19]

https://biblioteca-digitala.ro



Diana Mihoc Andrasy

care adaposteste centrul monstrantei
incluzand lunula n forma de secera.
Uneori, 1n locul ornamentelor gotice
de tip arhitectural, lacasul hostiei
avea forma unui edicul — o mica
constructie hexagonald sau
patrulatera cu geamuri caracteristice
arhitecturii gotice tarzii sau
renascentiste, care 1i va da Intregii
constructii Infatisarea unei lanterne,
de unde si numele de ,,monstranta in
forma de lanternd” (Hernmarck
1977:317-318).

In sfarsit, , monstranta soarelui” a fost
tipul cel mai des intalnit Incepand cu
secolul al XVII-lea. in modul cel mai
simplu, forma sa poate fi descrisa ca
un disc circular sustinutd de un picior
cu talpa. Un geam circular este plasat
in mijlocul discului pentru a adaposti
hostia, Inconjurand-o cu sticla.
Cateodata discul este incercuit de
raze de soare.

Ideile si dogmele anuntate in
Conciliul de 1a Trent s-au materializat
in monstranta barocd, care ajunge sa
fie supradimensionata, atingand
uneori inatimi de peste doi metri
(Reitzner 1952:55). In centrul acestor
dogme se gaseste ideea despre
prezenta reald a lui lisus in hostie §i
miracolul transsubstantierii Tn timpul
liturghiei. Prin urmare, monstranta a
devenit punctul culminant al
Eucharistiei in cultul romano-catolic,
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lunula. Sometimes, instead of
providing the section containing the
Host with gothic ornaments of an
architectural type, the container was
made as an aedicula — a little
hexagonal of four-sided building with
architecturally conceived windows in
late gothic or renaissance style, giving
the whole composition the
appearance of a lantern, the ‘lantern-
shaped monstrance’(Hernmarck
1977:317-318).

Finally, it was the ‘sun monstrance’
to become the commonest type from
the 17® century onwards. Most simply
its form can be described as a circular
disc supported on a footed stem. A
circular window is being placed in the
middle of the disc, where the Host is
preserved between panes of glass at
the front and the back. Sometimes the
disc is surrounded by rays of sun.
The ideas and dogmas announced by
the Council of Trent expressed
themselves into the baroque
monstrance, which tended to be
oversized, with a height of over two
metres (Reitzner 1952:55). The idea
of the very presence of Jesus in the
Host and the miracle of
transubstantiation during the liturgy
is a central part of the dogma. It is not
surprising, therefore, that the
monstrance has become the most
significant element of the Eucharist
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simbolul victoriei pentru Biserica
Catolicd, care triumfa, prin aceasta,
detagandu-se de biserica protestanta.
Monstranta trebuia sa aminteasca de
taina prezentei fizice a lui lisus, razele
aurii ale soarelui care pleaca de la
hostie fiind semnul palpabil al
prezentei reale a lui lisus i, in acelasi
timp, a supranaturalului. Monstranta
era insasi intruchiparea psalmului,, n
sole posuit tabernaculum suum”
(Ps.19,6).

Contrareforma avea o adevarata
predispozitie spre efecte puternice,
prin urmare monstrantei — cel mai
sacru obiect al Miseli, trebuia sa 1 se
dea o forma cat mai iesitd din comun.
Exista o tendintd generald de decorare
a monstrantei cu emailuri pictate,
pietre pretioase si o bogatie de efecte
formale, toate cu intentia de a
accentua miracolul transsubstantierii.
Cele mai splendide piese au fost
create Tn acele parti ale Europei in care
Contrareforma a avut cel mai mare
impact: Italia, Spania, Portugalia,
Germania de Sud si Austria
(Hernmarck 1977:319-320).
Simbolistica monstrantei este extrem
de complexa, reprezentdrile figurative
s1 inscriptiile de pe suprafata sa de
reprezentare propagand interpretarea
escatologica a ideii de bazad a
catolicismului: moartea lui lisus i
sacrificiul Fiului lui Dumnezeu

in the Roman Catholic faith, the
symbol of victory for the Catholic
Church, triumphant and severing
from the Protestant Church. The
monstrance has had to commemorate
the mystery of Jesus’ physical
presence, the golden rays of sun
originating from the Host being the
tangible sign of His real presence
and, in the same time, of the
supernatural. The monstrance has
been the very embodiment of the
psalm ‘In sole posuit tabernaculum
suum’ (Ps.19,6).

The Counter-Reformation was
strongly disposed towards powerful
effects, therefore the monstrance —
the most sacred vessel in the Mass,
was to be given as striking a form as
possible. There was a general tend
to endow the monstrances with a
range of enamelwork colours,
precious stones and a wealth of
formal effects, all intended to stress
the miracle of transubstantiation. The
most magnificent pieces were made
in those parts of Europe where the
Counter-Reformation made its
greatest impact: Italy, Spain,
Portugal, Southern Germany and
Austria (Hernmarck 1977:319-320).
The symbolism of the monstrance is
extremely complex, figural
representations and inscriptions on its
displaying surface propagate the
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semnifica triumful asupra raului si
salvarea pentru omenire. Coroana de
raze reprezintd, in spatiul austriac si
sud-german, continutul ceresc al
liturghiei, care se imbina cu liturghia
padmanteasca in timpul celebrarii
slujbei, deschizandu-se in felul acesta
Raiul. Sfanta Treime poate fi usor
recunoscutd in prezenta lui
Dumnezeu-Tatal pe tron, inconjurat
de ingeri, lisus in forma hostiei
sfintite, lunula — lucrata de obicei in
aur pur —1n forma de secera incastrata
intr-o fereastrd transparentd, si
Sfantul Duh — porumbelul care
coboard pe pamant (Hernmarck
1977:321; Catalog 2003:17).
Sacrificiul divin este indicat de cruce,
de mielul de pe carte, de cele sapte
peceti, precum si de simbolurile
eucharistice: ciorchinii de struguri si
spicele de grau. Maria, ca mama a
omenirii, 0 noud Eva imaculata,
intermediard intre credinciosi $i
divinitate, apare in completarea
simbolisticii, alaturi de ingerii care
zboard printre nori, inconjurand
hostia — panis angelorum.

Credinta in lisus — reprezentat In
hostie — a inviat dorinta credinciosilor
de a vedea monstranta. Astfel,
elevatio, ridicarea monstrantei
reprezintad punctul cel mai important
al partii sacramentale a liturghiei.
Dorinta credinciosilor de a se ruga si
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eschatological interpretation of the
basic idea of Catholicism: Jesus’ death
and Son of God’s sacrifice signify
triumph over evil and salvation for
mankind. As concerning Austria and
Southern Germany, the crown of rays
stands for the celestial part of the
liturgy that combines with the earthly
sacrament during the celebration of
the Mass, opening, in this way, the
Heaven. The Holy Trinity could be
easily identified in the presence of the
Holy Father on the throne, surrounded
by angels, Jesus as the consecrated
Host, the lunula— usually made of
pure gold — represented in the form
of a sickle embedded in a transparent
glass, and the Holy Spirit — the dove
descending on earth (Hernmarck
1977:321; Catalogue 2003:17). The
divine sacrifice is indicated by the
cross, the lamb on the book, the seven
seals, and the symbols of Fucharist:
bunches of grape and sheaves of
wheat. Mary, as the mother of
mankind, a new immaculate Eve,
standing between the faithful and the
divinity, completes the symbolism,
along with the floating angels in the
middle of the clouds, surrounding the
Host — panis angelorum.

Faith in Jesus — embodied in the Host
— reanimated the wish for actually
seeing the monstrance. Therefore,
elevatio, rising of monstrance,
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in afara slujbei propriu-zise
corespunde cresterii de actiuni
eucharistice in care monstranta era
aratata credinciosilor, piesa pretioasa
fiind tot timpul in centrul evlaviei si
al rugdciunilor, culminand cu
rugiciunea de patruzeci de ore din
Vinerea Mare cand monstranta este
asezatd deasupra sfantului mormant
(Catalog 2003:19).

Schema  compozitionald a
monstrantei baroc vieneze pleaca de
la proiectul de altar a lui Matthias
Steinl. Tisus apare prezentat in centrul
unui pyx (Mollett 1996:269; Newman
2000:253-254)* inconjurat de nori si
raze. Formele arhitectonice determina
rama expositorium-ului, care
adaposteste hostia ca pe un
tabernacol. Vaze ornamentale si
pilastri sustinuti de un piedestal de
volute impodobesc constructia
miniaturald incoronatd de o semi-
cupola sau de un baldachin. Aceasta
schemd compozitionald va rdmane
fard concurentd in Viena pana la
sfarsitul secolului al XVIII-lea,
aparand in diferite variante si la Graz,
Praga, Budapesta, chiar si Miinchen.
Arhetipul pare sa fi fost o monstranta
executatd de argintarii vienezi Johann
Caspar Holbein §i Johann Augustin
Stadler in anul 1722 pentru
manastirea Herzogenburg, creatorul
compozitiei fiind probabil Matthias

represents the highest part of
sacramental part of the liturgy. The
faithful yearn for praying, besides the
sacrament, coincides with the
growing number of Eucharistic
activities where the monstrance was
exhibited to the faithful. The precious
object has been standing in the centre
of devoutness and prayers,
culminating with the forty-hour
prayer in the Holy Friday, procession
during which the monstrance is
placed above the holy shrine
(Catalogue 2003:19).

The organizational scheme of
Viennese baroque monstrance
originated in the altar project made
by Matthias Steinl. Jesus is shown in
the centre of a pyx (Mollett 1996:
269; Newman 2000:253-254)3,
surrounded by clouds and rays.
Architectural forms determine the
framework of the expositorium, in
which the Host is being protected, as
a tabernacle. Ornamental vases and
pilasters supported by a volute
pedestal decorate the miniature
creation surmounted by a half-dome
or a canopy. This compositional
scheme would have no competition
in Vienna to the end of the 18"
century, being present in different
variants in Graz, Prague, Budapest,
and even Munich. It seems that its
archetype was a monstrance made by
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Steinl, monstranta devenind astfel, o
reflexie miniaturald a arhitecturii
reale (Catalog 2003:19).

Unul dintre cele mai mari proiecte
bisericesti din perioada domniei
Mariei Theresa a fost construirea si
decorarea Catedralei Romano-
Catolice din Timisoara, constructie
demarata Inca in timpul imparatului
Carol al VlI-lea, in anul 1736. Pe la
jumatatea secolului al XVIII-lea,
imparateasa a dat ordin artistilor si
comerciantilor de artd din Viena sa
inceapa decorarea bisericii. Comanda
pentru argintaria din biserica a fost
preluata de argintarul vienez Joseph
Moser. Argintdria a fost predatd in
anul 1754, valorand in total suma de
2.506 florini si fiind compusa din: o
lampa de argint pentru altarul
principal, sase potire de argint aurit,
o monstrantd de argint aurit, o
monstrantd pentru moastele Sf.
Gheorghe, doud ciborii de argint
aurit, un recipient de argint pentru
ulei sfintit, o cruce pacificald de
argint aurit, o cruce capitulara de
argint, un vas de argint pentru tamaie,
douad canite de altar si patru candele
de sacrificiu (Catalog 2003:44).
Monstranta executatd de Moser
pentru Domul din Timigoara se
inscrie in schema compozitionald a
monstrantelor vieneze, putand fi
consideratd o lucrare extrem de
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the Viennese silversmiths Johann
Caspar Holbein and Johann Augustin
Stadler for the monastery of
Herzogenburg, in the year 1722. The
author of the project might have been
Matthias Steinl, the monstrance
becoming, in this way, a miniature
reflection of the real architecture
(Catalogue 2003:19).

One of the greater religious projects
of Maria Theresa’s reign represented
the erection and decoration of the
Roman Catholic Cathedral of
Timigoara. The construction had
begun in 1736, during Carol VI’s
reign. Starting with the middle of the
18™ century, the Empress commanded
the adornment of the new church to
the Viennese artists and art dealers.
The order for the church’s silverwork
was given to the Viennese silversmith
Joseph Moser. The silverwork was
delivered in 1754, and it worth a total
sum of 2.506 florins, being made of:
a silver lamp for the high altar, six
silver-gilt chalices, a silver-gilt
monstrance, a monstrance for Saint
George’s relics, two silver-gilt ciboria,
asilver receptacle for holy oil, a silver-
gilt pacifical cross, a silver capitulary
cross, a silver vase for incense, two
altar cruets, and four sacrifice votive
lights (Catalogue 2003:44).

The monstrance created by Moser for
the Cathedral of Timigoara could be
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importantd in opera lui Moser, ea
reprezentand punctul de plecare al
unui grup de monstrante realizate in
decurs de treizeci de ani. Formele de
baza ale acestor piese erau mai bogate
sau mai simple, in functie de cerintele
comanditarului, structura ramanca
insa aceeasi, trecand de schimbarile
stilistice din baroc spre clasicism.
Stylos-ul se ridica deasupra suprafetei
de reprezentare, volutele laterale
caracterizate de fortd, linii sinuoase
s1 0 cupold mica formeaza pyx-ul, in
centrul cdruia se afld hostia.
Compozitia este intotdeauna
desavarsitd prin reprezentarea lui
Dumnezeu-Tatél care troneaza in varf
impreund cu Sfantul Duh -
porumbelul, iar in partile laterale
ingenuncheaza doi ingeri intr-o
rugéciune eternd. O coroand de raze
foarte stransa inchide expositorium-
ul (Catalog 2003:44).

Monstranta din Timigoara din anul
1754 (cat.1) se Inscrie in aceasta
schemd compozitionald. Talpa ovala
formata din patru lobi marcati de
volute puternic reliefate si nodusul in
forma de vas sustin expositorium-ul,
incadrat de doua volute puternice, pe
care se sprijind cei doi ingeri. Lacasul
hostiei este Inconjurat de pietre albe
si rosii, lunula fiind incastratd cu
aceleasi pietre. Compozitia este

ranked among the compositional
scheme of Viennese monstrances. It
could be considered an extremely
important work in Moser’s creation,
standing at the origin of a group of
monstrances realized in a thirty-year
period. The basic forms of those
objects were either richer or simpler,
according to the commissioner’s
demands and financial possibilities,
yet the structure remained the same,
surpassing the stylistic changes from
baroque to classicism. The stylus
surmounts the displaying surface; the
lateral volutes are characterized by
force, while sinuous lines and a small
cupola are forming the pyx, where
the Host is being enclosed. The
composition is always being
completed by the representation of
the Holy Father who dominates the
top of the object, accompanied by the
Holy Spirit — the dove, while two
angles kneel laterally in an eternal
prayer. A very tight crown of rays
closes the expositorium (Catalogue
2003:44).

The monstrance of Timigoara, made
in the year 1754 (cat.1), can be ranked
among this compositional scheme.
The oval quatre-foiled food made of
strong volutes and the vase-shaped
node support the expositorium,
framed by two strong volutes, where
the two angels are resting on. Both
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incununata de Dumnezeu-Tatal,
reprezentat Intr-o atitudine plina de
miscare §i dramatism, agezat pe un
nor involburat, cu sceptrul in mana
stanga, sprijinindu-se pe globul
pamantesc $i binecuvantand cu
dreapta, sub aceasta reprezentare
apare Sfantul Duh in forma de
porumbel, inconjurat de raze.
Aceastd schema compozitionala este
mult simplificatd de Moser pe
parcursul secolului, decoratiile fiind
reduse tot mai mult, mesterul argintar
renuntand, in cele din urma, la figuri,
inlocuindu-le cu ornamente
clasiciste: coloane, vase ornamentale,
ghirlande.

Astfel, in anul 1783 1l regasim pe
Joseph Moser lucrand pentru
Timigoara, de aceastd datd pentru
biserica parohiala Sfanta Katharina.
Monstranta pe care o executd cu
aceastd ocazie (cat.2) transcende
schema compozitionald urmata
vreme de treizeci de ani, opera
rezultatd apartinand 1n totalitate
stilului clasicist. Talpa ovala a piesei
estereliefatd de patru baze de coloane
si decoratd cu ghirlande,
expositorium-ul este prezentat ca
spatiu arhitectonic, sustinut lateral de
doua coloane, care inlocuiesc
volutele anterioare, lateral fiind
plasate doud vase ornamentale cu
flori, 1n locul celor doi ingeri. Pyx-ul

|26

the Host and the lunula are set with
white and red stones. The creation is
dominated by the Holy Father,
displayed in a dramatic attitude, on a
whirling cloud, with the sceptre in His
left hand, resting on an orb, and
blessing with His right hand. The
Holy Spirit in the form of a dove is
place beneath, encircled by rays.
This is the compositional scheme to
be much simplified by Moser along
the century, the decorations being
progressively reduced, the silversmith
eventually renouncing to the use of
figures, replacing them with classical
ornaments: columns, ornamental
vases, and wreaths.

Therefore, in the year 1783, Joseph
Moser once again worked for
Timisoara, namely for the parish
church Saint Katharine. The
monstrance he created this time
(cat.2) has transcended the
compositional scheme followed for
thirty years, the resulting piece being
entirely a neo-classic creation. The
oval foot of the object is outlined by
four column bases and decorated with
wreaths; the expositorium is being
presented as architectural space,
supported, laterally, by two columns
that replace the previous volutes. Two
ornamental flower vases are placed
on both sides, taking the place of the
previous angels. The pyx is oval-
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este de forma ovala, Incadrat de pietre
albe avand deasupra o ghirlanda de
flori Incastratd cu pietre rosii, in centru
este plasatd o piatrd galbend, iar lunula
este decoratd cu pietre rosii si albe.
Locul lui Dumnezeu-Tatal in apex il
va lua o cruce simpla.

Este interesant de urmadrit evolutia
stilistica a acestui mester vienez de la
monstranta baroc din anul 1754 la cea
clasicista din anul 1783, fiind extrem
de clare toate schimbarile in
mentalitatea §i ideologia perioadei,
precum si evolutia gustului
comanditarilor In conformitate cu
aceste schimbari.

Urmatoarea monstrantd pe care
doresc sd o prezint (cat.3) ar putea fi
atribuitd prin analogie aceluiasi
mester argintar, Joseph Moser. Din
pacate, piesa nu prezintd marci de
identificare, lipsind atat marca de
proba, cat si cea de mester. Exista
doua explicatii posibile 1n acest caz,
obiectul poate fi opera unui argintar
al coroanei sau poate fi vorba de un
obiect vechi modificat la dorinta
proprietarului. Argintarii imperiali
reprezentau un grup elitist de mesteri
care, dupa ce 1si terminau ucenicia
conform regulilor breslei, nu mai
concurau pentru titlul de mesteri, ci
intrau direct in serviciul coroanei.
Acest statut i absolvea de controlul
breslei. Mesterii imperiali erau aceia

shaped, set with white stones,
crowned by a flower coronal set with
red stones, with a yellow stone in the
middle. The lunula is decorated with
red and white stones. The Holy
Father in the apex is replaced by a
plain cross.

The stylistic evolution of this master
is worth mentioning, for it could be
traced from the baroque monstrance
of the year 1754 to the classicist one
of the year 1783. All the changes in
the ideology of the period, as well as
the evolution in commissioners’
tastes according to these changes, are
extremely visible.

The next monstrance [ would like to
examine (cat.3) might be ascribed,
according to an analogy, to the same
silversmith, Joseph Moser.
Unfortunately, the object does not
display identification marks, both the
hallmark and the master mark being
omitted. Two explanations might
exist in this case; the piece could have
been executed by an imperial
silversmith, or could be an ancient
object modified according to its
owner’s desire. Imperial silversmiths
represented an exclusive group of
masters. After their apprenticeship,
made according to the guild’s rules,
they did not enter the guild as
masters, but directly work for the
imperial crown. This status made
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care puteau executa obiecte marcate
doar cu marcd de mester, Insa doar
atunci cand lucrau pentru Curtea
imperiald. Atunci cand mesterii
imperiali lucrau pentru persoane
private, obiectele trebuiau marcate si
de catre breasla sau oras. Atunci cand
un obiect vechi era modificat se
renunta la controlul breslei si,
implicit, la aplicarea marcii de proba
pe piesd, daca nu era adaugat material
sau dacd nu avea loc un schimb de
proprietari (Reitzner 1952:108;
Catalog 2003:15).

Din pécate, nici una dintre explicatii
nu pare potrivitd in cazul nostru,
Moser lucrand pentru Tmparateasa,
dar obtinand titlul de mester la 21
iunie 1746, iar monstranta in cauza
semanand pana la identificare cu cea
realizatd de Moser pentru Timisoara
in anul 1783. Este posibil ca o
restaurare a piesei sd ducd la
indepartarea marcilor, sau poate fi
vorba despre un alt mester sau chiar
despre un stdrer, un mestesugar care
producea piese de argintarie fara sa-
s1 incheie ucenicia si fard sa obtina
titlul de mester (Z6llner 1997:350;
Catalog 2003:15)", care copiaza
monstranta lui Moser, executand o
piesda aproape identicd. Singura
diferenta o reprezintd pietrele care
decoreaza lunula, 1n acest caz fiind
vorba de pietre verzi, iar ghirlanda
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them free of the guild’s control.
Imperial masters were the ones who
could execute objects punched only
with the master mark, exclusively
when they work for the imperial
crown. In the situation of objects
made for private commissioners, the
pieces had to be punched with the
guild or the city mark. When an
ancient object was modified, the
guild’s control was no longer
considered necessary. Therefore, a
new hallmark was not to be punched,
in the unique situation the gram
weight and the owner remained the
same (Reitzner 1952:108; Catalogue
2003:15).

Regrettably, none of the two situations
previously mentioned could seem
appropriate in this particular case.
Moser worked for the empress, but
he was also appointed master on 21*
June 1746. More than that, the
monstrance analysed closely
resembles the piece created by Moser
for Timisoara, in the year 1783. It is
likely that a restoration of the piece
might remove the marks, or the object
could be executed by another master,
or even a storer — a craftsman who
made silver objects without finishing
his apprenticeship and without
obtaining his qualification as master
(Zollner 1997:350; Catalogue
2003:15)* — who copied Moser’s
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de flori i pietre rosii care ITncoroneaza
lunula are in centru o piatrd mov.
Totusi, pare putin probabil ca un
storer sa fi ajuns la un asemenea grad
de stapanire a mestesugului, incat sa
poatd realiza piesa in discutie. Mai
mult decat atat, Reitzner nu il
mentioneaza pe Moser printre
mesterii imperiali din secolul al
XVIII-lea (Reitzner 1952:184)°.
Luand in considerare toate acestea,
consider cd piesa 1i poate fi atribuita
lui Joseph Moser, prin analogie cu
mostranta din anul 1783.

Nici urmatoarea monstranta (cat.4) nu
prezintd marci de identificare, stilul
baroc al piesei indicand drept
perioada de executie prima jumatate
a secolului al XVIII-lea. Compozitia
este mai simpld, iar reprezentarile
figurative lipsesc in totalitate. Talpa
ovala din patru lobi si nodusul in
forma de vas sunt decorate cu motive
de scoica si volute, iar expositorium-
ul este marcat de o structurd de volute
si pietre de diferite culori care
inconjoara pyx-ul de forma ovala. O
cruce si un clopot stilizat sunt plasate
pe axa longitudinala a piesei, in apex.
Ultima monstranta din prezentarea
mea este total diferitd ca schema
compozitionald, fiind vorba despre o
piesda care provine din Augsburg
(cat.5). In contrast cu rama puternic
construitd §i intotdeauna clar

monstrance, executing an almost
identical object. The only visible
difference of the two pieces is given
by the stones decorating the lunula —
in this case green stones, while the
flower coronal displays a mauve one.
Still, there seems hardly possible that
a storer could have possessed such a
mastery to create this monstrance.
More than that, Moser is not
mentioned by Reitzner among the
imperial masters in the 18" century
(Reitzner 1952:184)°. Considering all
the above, I do believe that the object
could be ascribed, due to the analogy
made with the monstrance of 1783,
to Joseph Moser.

The next monstrance (cat.4) is to be
another piece with no identification
marks. Nevertheless, the baroque
style of the object points to
establishing its date of execution in
the first half of the 18" century. The
composition is simpler this time,
while figurative representations are
totally missing. The oval quatre-
foiled foot and the vase-shaped node
are decorated with shells and volutes,
the expositorium being framed by a
structure made of volutes and
different stones, enclosing the oval-
shaped pyx. A cross and an outlined
bell are being placed along the
longitudinal axe.
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structuratd a monstrantelor din Viena,
zona de imagine a monstrantelor din
Augsburg este nestructurata,
reprezentand o increngatura de linii
curbe, 1n care sunt plasate simboluri
eucharistice, figuri si raze (Catalog
2003:19). Este si cazul acestei lucrari,
a carei schema compozitionala
complexa are n centru lacasul hostiei
in forma de inimd, continand in
interior lunula nedecorata si fiind
incadrat de Fecioara Maria si Sf. Ioan
Evanghelistul. Pe axul longitudinal
al piesei, dedesubtul pyx-ului, este
reprezentat un Inger tinand In mana
voalul cu chipul lui lisus, in timp ce
deasupra apar redate o coroana,
Dumnezeu-Tatal, iar in apex o cruce
cu reprezentarea Sfantului Duh,
porumbelul inconjurat de raze.
Expositorium-ul este Incadrat de o
bordura de motive fitomorfe si pietre
si de o coroand de raze ondulate.
Mesterul care a executat-o este
Ludwig Schneider, nascut in Bachern
in 1640/1650, activ in perioada 1685-
1729, marca de proba de pe piesa
filnd  Augsburg 1696-1705
(Rosenberg 1922: 159,160; Reitzner
1952:265; Catalog 2005:319). Marc
Rosenberg considera ca mesterului
argintar din Ausgburg i pot fi
atribuite aproximativ 80 piese.

Relicvarul este numele dat oricérui
altar sau cutie portabild destinata

130

The last monstrance in my
presentation follows an entirely
different compositional scheme,
coming from Augsburg (cat.5). In
contrast with the forceful and
constantly structured frame in the case
of Viennese monstrances, the
displaying surface of Augsburg pieces
is not structured, representing a
combination of curved lines, where
Eucharistic symbols, figures and rays
are being placed (Catalogue 2003:19).
This is also the case with this object;
its complex compositional scheme
protects the Host tabernacle —
resembling a heart — with an
undecorated lunula, bounded by the
Virgin and Saint John the Evangelist.
An angel holding a veil with Jesus’
figure is depicted under the pxy, along
the longitudinal axe, while in the
upper part a crown and the figure of
the Holy Father are being represented.
The Holy Spirit on a cross, wrapped
in rays of sun, adorns the whole
structure. The expositorium is
bordered by vegetal motifs, stones,
and a crown of waving rays. The
silversmith has been identified as
Ludwig Schneider, master born in
Bachern ¢.1640/1650, in activity
during the period 1685-1729, the
Augsburg hallmark being 1696-1705
(Rosenberg 1922:159,160; Reitzner
1952:265; Catalogue 2005:319).
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pastrarii relicvelor religioase.
Importanta relicvelor in cultul catolic
a reprezentat un imbold pentru
inventivitatea oamenilor de a crea
obiecte potrivite pentru a le pastra.
Prin urmare, relicvarul apare fie ca vas
independent, fie integrat unei cruci
sau monstrante. Relicvarele destinate
pastrarii unor relicve foarte pretioase,
cum ar i oasele unui sfant, erau
decorate si ornamentate fastuos cu
pietre pretioase, tipurile mai putin
pretioase fiind realizate din argint sau
argint aurit. Cateodata, relicvarele
erau realizate sub foma partii corpului
omenesc a cdrei relicva o contineau:
cap, picior, deget. Relicvarele pot fi
purtate in jurul gatului, caz in care se
numesc encolpium sau phylacterium
sau pot fi folosite pentru procesiuni,
numindu-se feretrum (Hernmarck
1977:346; Catalog 1992b:102;
Mollett  1996:277; Newman
2000:261).

Cele doua relicvare din colectia
episcopiei de Timisoara sunt piese
splendide, primul dintre ele fiind o alta
lucrare a lui Joseph Moser pentru
Catedrala ~ Romano-Catolica.
Relicvarul Sfantului Gheorghe
(cat.6), patronul catedralei, a fost
realizat in anul 1754 (facand parte din
comanda imperiala pentru sfintirea
Domului Romano-Catolic), si
corespunde, in mare parte,

Approximately 80 pieces have been
ascribed to this silversmith by Marc
Rosenberg.

Reliquary is the name given to every
altar or portable box for keeping or
displaying religious relics. The
importance of relics to the Catholic
faith has been a drive to human
inventiveness in devising suitable
vessels for preserving them.
Therefore, a reliquary can be either
an independent vase, or integrated in
a cross or monstrance. No group of
liturgical plate can vary so widely in
form or quality. Some of them,
especially those made to contain an
important relic, such as the bones of
a saint, were often highly decorated
and ornamented with gemstones, but
less pretentious types were made of
silver of silver gilt. Sometimes,
reliquaries were made in the form of
the part of the human body that was
said to be the enclosed relic: head,
arm, foot, or finger. They could be
worn round the neck, case in which
they are called encolpium or
phylacterium, or they could be
carried procesionally, being named
feretrum (Hernmarck 1977:346;
Catalogue 1992b:102; Mollett
1996:277; Newman 2000:261).

The two reliquaries in the collection
of Timisoara Bishopric are exquisite
pieces. The first of them is another

31|

https://biblioteca-digitala.ro



Diana Mihoc Andrasy

monstrantei realizatd cu aceeasi
ocazie. Nodusul este diferit,
relicvarul prezentdnd un nodus de un
stil mai vechi, In forma de para.
Imaginea reda simbolistica catedralei
din Timisoara — protectoare a
credintei. In acest caz, relicvarul
devine un simbol al victoriei bisericii
— ecclesia triumphas, iar Sfantul
Gheorghe — miles christianus, cel
care conduce spre victorie. Relicvarul
seamind cu un tropaion, armele
alcatuind suprafata de reprezentare:
in partile laterale sunt redate drapele,
lanci, sabii, pumnale, scuturi,
compozitia este Tncununatd de un
coif] asezat ca o coroand, iar dedesubt
este intins balaurul. Pyx-ul este
inconjurat de frunze de palmier si de
o coroand de dafin (Catalog
2003:46).

Cel de-al doilea relicvar vine din tot
din Austria, de acesta data de la Graz,
mesterul argintar fiind probabil
Johann Mach Hagner in Bruck, activ
in perioada 1780-1806. Marca de
proba din Graz dateaza piesa 1n
ultimul sfert al secolului al XVIII-lea
(Reitzner 1952:245,248). Relicvarul
mesterului Hagner din Graz (cat.7)
are forma de monstranta, talpa,
nodusul si suprafata de reprezentare
fiind bogat decorate cu elemente
rocaille, volute si trandafiri. Campul
central al expositorium-ului contine
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work of Joseph Moser for the Roman
Catholic Cathedral. The reliquary of
Saint George (cat.6), the patron saint
of the cathedral, was realized in the
year 1754 (being part of the imperial
command for the sanctification of the
Roman Catholic Dome) and
corresponds, mostly, to the
monstrance made for that occasion.
Still, the node is different, the
reliquary displaying a more ancient,
pear-shaped node. The image exhibits
the symbology of Timisoara cathedral
— guardian of the faith. In this case,
the reliquary becomes a symbol for
the victory of the church — ecclesia
triumphas, while Saint George stands
for miles christianus, the one who
leads to victory. The reliquary is
represented as a tropaion, where the
arms illustrate the displaying surface:
banners, spears, swords, daggers, and
shields frame the composition. A
helmet adorns the scene, while the
dragon lies beneath. The pyx is
encircled by palm leaves and a laurel
wreath (Catalogue 2003:46).

The second reliquary was also made
in Austria, namely in Graz, the
silversmith probably being Johann
Mach Hagner in Bruck, in activity
from 1780 to 1806. Graz hallmark
indicates the last quarter of the 18"
century as the period of execution
(Reitzner 1952:245,248). The

https://biblioteca-digitala.ro



Banatul catolic al secolului al XVIII-lea ilustrat in argintaria baroca

cinci casete cu relicve dispuse in
forma de cruce: medalionul central
contine un fragment din Sfanta Cruce,
medalionul din stanga o relicva a
Stantului Iosif de Calazanza, cel din
dreapta — a Sfantul Hieronimus, cel
de sus — a Sfantului Gheorghe, iar cel
de jos — a Tmparitesei Elena.
Compozitia este inconjuratd de o
coroand de raze si Incununatd de o
cruce.

Tot din categoria vasa sacra face parte
s1 ciboriul, vasul 1n care se pastreaza
hostia consacrata pentru Eucharist.
Datoritd credintei catolice in
transsubstantiere, ciboriul era un
obiect liturgic important pentru
desfasurarea Misei, avand o forma
corespunzatoare. Ciboriul este un
obiect de forma unui potir cu capac.
fn secolul al XV-lea avea o talpa, ca
cea a potirului, care sustinea fie o cupa
ca a potirelor (ciboriu) sau o caseta
rectangulara (pyx). Capacul este
incoronat uneori de o cruce, care poate
fi agezata pe o sferd. Ciboriul este
folosit doar in interiorul bisericii, fiind
astfel diferit de pyx, mai mic ca
dimensiuni si purtat Tn exteriorul
lacasului de cult de cétre preot, atunci
cand viziteaza bolnavii. Dupa secolul
al XV-lea popularitatea monstrantelor
elaborate a facut ca ciboriile sa devina
destul de rare, ele nu au incetat insa
sa fie create pentru a fi folosite in

reliquary created by master Hagner
of Graz (cat.7) resembles a
monstrance, the foot, the node, and
the displaying surface being richly
decorated with rocaille elements,
volutes, and roses. The central part
of the expositorium displays five relic
caskets representing a cross: the
central medallion encases a fragment
of the Holy Cross, the left one
contains a relic of Saint Joseph of
Calazanza, the right one — of Saint
Hieronymus, the superior one — of
Saint George, and the inferior one —
of Empress Helen. The composition
is framed by a crown of rays and
surmounted by a cross.

Another object in the vasa sacra
category is represented by the
ciborium, a vessel in which the
consecrated Host for Eucharist is
being preserved. Because of the
Catholic belief in transubstantiation,
the ciborium was an important
liturgical object in the Mass, and was
therefore given an appearance to
match this importance. The ciborium
is a chalice-shaped vessel with a
tightly fitting cover. In the 15%
century it usually had a foot, like that
of'a chalice that may support either a
chalice-like bowl (a ciborium) or a
rectangular casket (a pyx). The cover
is sometimes surmounted by a cross,
occasionally resting upon an orb. It

33|

https://biblioteca-digitala.ro



Diana Mihoc Andrasy

scopuri liturgice de catre Biserica
Catolica (Hernmarck 1977:316;
Catalog 1992b:101; Mollett 1996:73;
Newman 2000:75).

Primul dintre cele trei ciborii (cat.8)
pe care doresc sa le prezint poate fi
datat (conform inscriptiei de pe talpa)
in anul 1715. Obiectul nu prezinta
marci, atribuirea lui si locul de
provenienta neputand fi stabilite cu
certitudine. Talpa ciboriului este
sextlobata, decoratda cu trei
medalioane de forma ovala pe care
apar redate instrumentele Patimilor
si voalul cu chipul lui Iisus,
inconjurate de ornamente fitomorfe.
Nodusul in forma de vas e decorat
cu trei medalioane, iar cupa are un
decor fitomorf traforat.
Urmatoarele doud piese au fost
executate la Viena, in prima jumatate
a secolului al XVIII-lea, apartinand
in totalitate stilului baroc. Ciboriul
mesterului argintar cu initialele LG
sau LC este marcat cu marca de proba
Viena 172? (cat.9). Decorul piesei
constd din volute puternice si
simbolurile eucharistice: spice de
grau si ciorchini de struguri,
ornamentatie care se repetd pe talpa
obiectului, pe nodusul in forma de
fleuron, pe cupa si pe capacul piesei
cu crucea ordinului de Malta 1n varf.
Al doilea ciboriu (cat. 10) este marcat
cu marca de proba Viena 1734 si a
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is for use only in a church, as
distinguished from a pyx, which is
smaller and may be taken out by the
priest when visiting the sick. After the
151 century the popularity of
elaborate monstrances reduced
ciboria to relative rarity, but they have
never ceased to be made for liturgical
purposes in the Catholic Church
(Hernmarck 1977:316; Catalogue
1992b:101; Mollett 1996:73;
Newman 2000:75).

The first of the three ciboria (cat.8) 1
would like to analyse could be dated
(according to the inscription engraved
on the rim of the foot) in 1715. No
identification marks were punched on
the object; therefore, its master and
place of origin cannot be certainly
established. The six-foiled foot is
ornamented with three oval shaped
medallions, depicting the instruments
of the Passion, and the veil with Jesus’
figure, framed by vegetal decorations.
Three medallions decorate the vase-
shaped node, while the bowl exhibits
a fretted vegetal ornamentation.

The following two pieces were made
in Vienna, in the first half of the 18®
century, totally belonging to the
baroque style. The ciborium created
by the silversmith LG or LC was
punched with Vienna hallmark for
1727 (cat.9). The piece is decorated
with strong volutes, the symbols of
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fost realizat de mesterul argintar
Johann Joseph Ignati Reymann, in
activitate Tncepand cu anul 1725,
retras inainte de 1748 (Reitzner
1952:171). Decoratia piesei constd
din vaze ornamentale de flori cu
bordura de scoici si volute, flancate
de capete de ingeri — pe talpa
ciboriului, si de retele de flori — pe
cupa acestuia.

Doresc sa 1inchei prezentarea
obiectelor de altar care trebuie
consacrate cu o altd piesa incarcata
de simboluri, potirul. Potirul ocupa
o pozitie centrald Intre obiectele
ecleziastice, fiind tratat cu cea mai
mare veneratie in Biserica Crestina.
Punctul culminant al liturghiei
romano-catolice, Missa Romana, este
reprezentat de elevatio, ridicarea
monstrantelor si a potirelor, obiecte
in care prezenta lui lisus este reald si
in ale caror aur §i pietre pretioase se
materializeaza prezenta sa suprareala.
Potirul este o cupa din metal pretios
cu functie liturgica, 1n el turnandu-se
vinul pentru impartdsanie care, in
timpul liturghiei, se transsubstantiaza
in sangele lui Tisus. Simbolistica lui
include reprezentarea paharului cu vin
folosit de Tisus Hristos la Cina cea de
taind, pahar al carui continut a fost dat
ucenicilor Sai. Conform unei alte
conceptii, potirul poate simboliza si
vasul in care Sf. Ioan Evanghelistul

Eucharist: sheaves of wheat and
bunches of grape. The same
ornamentation is displayed on the
foot, the fleuron-shaped node, the
bowl, and the cover with the Maltese
cross on the top. The second ciborium
(cat.10) was punched with Vienna
hallmark for 1734 and was made by
the silversmith Johann Joseph Ignati
Reymann, active from the year 1725,
retired before 1748 (Reitzner
1952:171). Floral ornamental vases
with a frame of shells and volutes,
bordered by angel heads —on the foot,
and by floral nets — on the bowl,
decorate the object.

The presentation of the consecrated
altarpieces ends with another object,
rich in symbols, that is the chalice.
The chalice occupies a central
position among ecclesiastical vessels,
being regarded with greater
veneration than any other piece used
in the Christian Church. Elevatio, the
highest part of Roman Catholic
liturgy, Missa Romana, is represented
by the act of rising the monstrances
and chalices, objects where Jesus’
presence is real, while his
supernatural presence is embodied in
the gold and gemstones that adorn
them. The chalice is a bowl of
precious metal of liturgical role: it is
in the chalice that wine for the
Eucharist is being poured, and,
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ar fi strans sangele scurs din trupul
lui [isus, fiind, de altfel, si un atribut
al Sf. Toan Evanghelistul — potirul si
sarpele care apare din el. Potirele pot
fi de mai multe tipuri, ministeriales
— care servesc la impartirea vinului,
offertorii — folosite de diaconi pentru
a pastra vinul oferit de credinciosi,
majores si minores — diferentiate in
functie de marime (Catalog
1992b:101;Mollett 1996:66; Simion
1990:120).

Venerarea profunda a potirului a avut
un impact conservator major asupra
formei sale. Dupa secolul al XII-lea
devine obligatoriu ca potirele si fie
realizate din metal pretios. Forma de
baza a potirului a fost stabilitd cu mult
inainte de mijlocul secolului al XV-
lea: o cupa rotunjitd la baza, sustinuta
de un picior cu talpi si un nodus. in
secolul al XIV-lea talpa era
hexagonald cu margini dantelate,
baza fiind asemanatoare unei stele In
sase colturi, tip care va supravietui,
si in secolul al XV-lea. In aceastd
perioadd va deveni extrem de
raspandit un tip de potir a carui
caracteristica principala este talpa
decorata cu sase limbi rectangulare,
avand o sectiune sextlobata. Potirele
gotice tarzii sunt foarte variate in ceea
ce priveste gradul de elaborare si
caracterul decoratiei, de la piese
nedecorate la cele gravate, elaborat
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during the liturgy, transubstantiated
into Christ’s blood. Its symbolical
meaning is rich; the chalice might
stand for the cup of wine used by
Christ for the Last Supper, its essence
being given to His disciples.
According to another interpretation,
the chalice could signify the vessel in
which Saint John the Evangelist
would have collected Christ’s dripped
blood, the object actually being a
mark of Saint John the Evangelist: the
chalice with the snake in it. Chalices
could be of different types,
ministeriales — serving for the
distribution of wine, offertorii — used
by the deacons for preserving the wine
offered by the faithful, majores, and
minores — according to their size
(Catalogue 1992b:101; Mollett
1996:66; Simion 1997:120).

The profound veneration of the
chalice has had a most conservative
impact on its form. Starting with the
12" century it has been required for
chalices to be made only of precious
metals. Long before the mid-15™
century the basic form of the chalice
had already been established: a bowl
rounded at the bottom, the cup
supported on a footed stem, and the
node. In the 14" century the foot was
hexagonal with scalloped sides, the
ground plan resembling a hexagonal
star, type that survived into the 15
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ciocdnite, deseori In combinatie cu
email. Forma gotica a potirelor se va
pastra in timpul Renasterii,
ornamentatia fiind cea care indica
stilul perioadei (Hernmarck 1977
:306-307).

Nodusul primelor potire a fost doar o
sfera turtita de la inceputul secolului
al X V-lea, aspectul modificat al talpii
va afecta piciorul si nodusul in egald
masura. De obicei, nodusul hexagonal
implica $i un picior hexagonal,
deseori acesta afecta g1 ornamentatia
nodusului. Decorarea acestuia cu sase
ornamente proeminente in reliefa fost
deosebit de raspandita, fiecare dintre
acestea avand cate o litera
inscriptionatd (L.H.E.S.U.S). Acest tip
va supravietui pe tot parcursul
secolului, uneori modificat aproape
complet (Hernmarck 1977:308).

Cupa potirului a trecut la randul sau
prin mari modificari in decursul
timpului. Astfel, cupa larga,
semicirculard a potirului romanic a
fost urmata de tipul gotic, mai Tnalt si
mai suplu, cu o tendintd puternica spre
conul invers. Odatd cu Renagterea,
forma se va apropia din nou de
semicerc, cu laturi drepte si baza
rotunjitd. Cu toate ca religia nu a simtit
nevoia de schimbare, aceasta a fost
fortatd de impulsurile stilistice.
Renasterea a insemnat Intoarcerea la
o talpa circulard §i un picior turnat

century as well. In this period of time,
a type of chalice whose main
characteristic is a foot adorned with
six rectangular tongues, giving it a
hexafoil section, became extremely
widespread. Late gothic chalices vary
widely in the elaboration and
character of their decoration, from
undecorated pieces to engraved ones,
richly chased, often combined with
enamel. The gothic form of the
chalices was preserved during the
Renaissance, the ornamentation
showing the style of the period
(Hernmarck 1977:306-307).

The node of the early chalices had
been a flattened sphere but by the
beginning of the 15" century, the
changed appearance of the foot had
also affected the stem and node.
Usually the hexagonal node logically
implied a hexagonal stem, and often
this also affected the ornamentation
of the node. The decoration of the
node with six prominent bosses was
particularly popular, each usually
being inscribed with a letter
(LH.E.S.U.S), type that survived
down the century, although often
modified almost out of recognition
(Hernmarck 1977:308).

The bowl of the chalice also
underwent great modification in the
course of time. Therefore, the wide,

hemispherical bowl of Romanesque
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unde nodusul nu este decat un detaliu.
Ornamentul orizontal si vertical a dus
la Tmpartirea suprafetei In campuri,
fiecare dintre ele cu un detaliu
decorativ, de obicei oval, plasat in
centru: o piatrd montatd sau un
medalion de email (Hernmarck
1977:3009).

In tarile in care Contrareforma a avut
cel mai mare impact potirele au
cunoscut o varietate de forme
somptuoase in a doua jumatate a
secolului al XVII-lea si in secolul al
XVIlI-lea. Diferenta dintre aceste
potire si cele din tarile protestante
este izbitoare. Folosirea opulentd a
figurilor simbolice sau biblice de
catre potirele catolice contrasteaza cu
simplitatea absolutd a cupei de
impartasanie a protestantilor. Potirele
si-au pastrat forma de baza: talpa,
picior cu nodus si cupd, Insa piciorul
si nodusul sunt tratate cu 0 asemenea
imaginatie Incat forma traditionald se
pastreaza doar ntr-o micd masura.
Talpa este decorata cu figuri turnate
si ornamente splendide, in timp ce
partea inferioard a cupei este
inconjuratd de puternice ornamente
inrelief. Alegerea motivelor are o mai
mare Incarcdturd simbolicd sau
alegorica decat in cazul potirelor
anterioare (Hernmarck 1977:311).
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chalice was followed by the gothic
type, taller and more slender, strongly
inclined towards the inverted cone.
With the Renaissance, the shape again
became closer to the hemisphere, with
straight sides and a rounded bottom.
Although religion had seen no need
for change, stylistic impulses brought
it about. The Renaissance meant a
return to a circular foot and a moulded
stem in which the node is no more
than a detail. Horizontal and vertical
ornament led to a distribution of the
surface into fields, with a decorative
detail, usually oval, in the centre of
each: an inset stone or an enamel
medallion (Hernmarck 1977:309).

It was in those countries where the
Counter-Reformation made its
greatest impact that chalices assumed
avariety of lavish forms in the second
half of the 17" and in the 18" century.
The difference between these chalices
and those made in Protestant countries
is striking. The opulent use of figures,
either symbolic or biblical of Catholic
chalices, contrasts with the
completely plain communion cup of
the Protestants. The chalices retained
their basic form: foot, stem with node,
and bowl, but the stem and its node
are treated so imaginatively that little
remains of the traditional form. The
foot is used for cast figures and
splendid ornamentation, while the
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Potirele baroce prezintd, in general, o
cupa cilindricd de dimensiuni mici,
nodus in forma de ou sau de vas,
pentru potirele de ceremonie fiind
preferatd o decoratie abundentd din
pietre pretioase si emailuri pictate sau
o combinatie a acestora. in ceea ce
priveste aspectele tehnice de executie,
talpa, piciorul si nodusul sunt, In
general, prelucrate prin ciocdnire
(Reitzner 1952:138; Cséfalvay
1997:47).

{n zona Germaniei de Sud si a Austriei
s-a dezvoltat, in timpul barocului
tarziu si a perioadei rococo, o artd cu
puternice trasaturi proprii care gi-a
gasit expresia in multe compozitii
remarcabile de potire, in principal
piesele executate la Augsburg.
Medalioanele de email montate erau
caracteristica  Augsburg-ului,
exploatate din plin Tn cazul potirelor
intr-o combinatie de efecte
stralucitoare ca forma si culoare.
Perioada rococo a folosit i mai mult
medalioanele de email si pietrele
pretioase, ornamentatia sa asimetrica
fiind exploatata pe deplin in decoratia
in relief (Hernmarck 1977:311-312).

Potirul este, de obicei, insotit de
patena, o mica farfurie de metal
pretios folositd pentru a acoperi
potirul si a pastra bucétele din hostie
dupa ce aceasta a fost rupta de catre

lower section of the bowl is
surrounded by powerful relief
ornamentation. The choice of
motives is very much more symbolic
or allegorical than was the case of
earlier chalices (Hernmarck
1977:311).

Baroque chalices generally display
a small cylindrical bowl, egg- or
vase-shaped node, a rich decoration
of precious stones and enamel
paintings, or a combination of the
two, being preferred for ceremonial
pieces. As regarding the technical
aspects, the foot, the stem and the
node are generally chased (Reitzner
1952:138; Cséfalvay 1997:47).

During the late baroque and rococo
periods the South German — Austrian
region developed a highly
characteristic art of its own which
found expression in many
remarkable chalice compositions,
mainly Augsburg pieces. Inset
enamel medallions were Augsburg
speciality, fully exploited in the
chalices, with a combination of
brilliant effects in both form and
colour. The rococo period made even
greater use of enamel medallions and
precious stones, its asymmetrical
ornamentation being totally exploited
in relief decoration. (Hernmarck
1977:311-312).
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preot. Patena simbolizeaza, datorita
formei sale circulare, divinitatea
desdvarsita, fara inceput si fara
sfarsit, reprezentand totodatd si
imaginea Patimilor Mantuitorului.
Forma acestui obiect in toatd
simplitatea lui naturald a fost
conservata extraordinar de-a lungul
secolelor, patenele fiind putin
decorate, de obicei avand gravat
Mielul Pascal sau literele IHS
(Hernmarck 1977:313; Catalog
1992b:101; Mollett 1996:245,
Newman 2000:235).

In colectia Episcopiei Romano-
Catolice de Timisoara se afld un
numdr de sapte potire, trei dintre ele
fiind realizate la Viena. Probabil cea
mai veche piesd din colectie i, fara
indoiald una dintre cele mai
valoroase, este potirul lucrat in
filigran cu medalioane de email pictat
(cat.11), marcat cu marca de proba
Viena 1699 si realizat de unul dintre
mesterii vienezi activi in aceasta
perioada, avand initialele FW: Frantz
Woscherer, documentat intre anii
1674-1706 sau Friedrich Wirth
(Wiirth) 1n activitate intre 1697-1728
(Reitzner 1952:157,160). Ne aflam
fara 1ndoiald in fata unui potir de
ceremonie, talpa sextlobata, nodusul
si cupa fiind bogat decorate cu
filigran in forma de vita-de-vie si
ciorchini de struguri. Pe talpa piesei

|40

The chalice is generally accompanied
by a paten, a small plate of precious
metal, used to cover over the chalice,
and to hold the pieces of the Host after
it has been broken by the priest.
Because of'its circular form, the paten
symbolizes the perfect divinity,
having no origin and no completion,
also standing for the image of the
Passion of the Christ. The form of this
object in all its natural simplicity was
retained with extraordinary
conservatism down the centuries, the
patens being lightly decorated,
usually with an engraved Paschal
Lamb or the letters IHS (Hernmarck
1977:313; Catalogue 1992b:101;
Mollett  1996:245; Newman
2000:235).

Romano Catholic Bishopric of
Timigoara exhibits seven chalices,
three of them being realized in
Vienna. The most antique piece in the
collection and, undoubtedly, one of
the most valuable, is the filigree
chalice with painted enamel
medallions (cat.11). The chalice was
punched with Vienna mark for 1699,
its author being one of the Viennese
masters of the period identified by the
initials FW: Frantz Woscherer,
documented in the period 1674-1706
or Friedrich Wirth (Wiirth), active
during the period 1697-1728
(Reitzner 1952:157,160). Clearly, we
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s1 pe cupa sa apar cate trei medalioane
de email pictat, Inconjurate de pietre
rosii si albastre, reprezentand scene
din Patimile lui Tisus.

Urmatoarea piesa vine tot de la Viena,
fiind probabil executatd de Johann
Georg Baptist Letie, activ intre 1730-
1776 (Reitzner 1952:172) si marcata
cu marca Viena 1731 (cat.12). Atat
talpa sextlobatd a potirului, cat i cupa
sa, sunt decorate cu medalioane de
email pictat redand scene din Patimi
s putti in zbor plasati alternativ. Una
dintre scenele de pe talpa reprezinta
stema episcopului de Cenad, Adalbert
von Falkenstein (Catalog 1992a:75),
unul dintre putti tine In mana un potir,
iar altul voalul cu chipul lui lisus. Putti
care despart scenele de pe cupa
potirului tin Tn mana o cruce si o
pungutd. Decorul este completat de
volute si motive fitomorfe.

Acelasi megter vienez Johann Georg
Baptist Letie semneaza si urmatorul
potir, marcat cu marca vieneza din
anul 1754 (cat.13). Daca
medalioanele de email lipsesc de
aceastd data, decoratia este mai
abundentd, fiind formata din volute
puternice, scoici §i simboluri
eucharistice: spice de grau si ciorchini
de struguri, ornamente prezente pe
talpa sextlobata a potirului, pe nodusul
marcat de volute care 1i dau migcare

speak of a ceremonial chalice; its six-
foiled foot, its node and bowl being
richly decorated with filigree of
grapevine and bunches of grape. Three
painted enamel medallions, set with
red and blue stones, are displayed on
both the foot and the bowl of the
object, depicting scenes of the Passion
of Christ.

The next chalice was also made in
Vienna, probably a creation of Johann
Georg Baptist Letie, in activity from
1730 to 1776 (Reitzner 1952:172),
punched with Vienna mark for 1731
(cat.12). The six-foiled foot and the
bowl are decorated with painted
enamel medallions, alternating scenes
of the Passion and flying putti. One of
the scenes reproduced on the foot
contains the coat of arms of Adalbert
von Falkenstein, bishop of Cenad
(Catalogue 1992a:75). Of the two
putti, one is carrying a chalice, the
other one the veil with Jesus’ face. As
concerning the bowl, the putti are
bearing a cross and a little bag. The
decoration is completed by volutes and
vegetal motifs.

The same Viennese silversmith Johann
Georg Baptist Letie is the author of
another chalice, punched with Vienna
mark for 1754 (cat.13). Even if the
enamel medallions are missing this
time, the ornamentation is even richer,
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s1 pe cupa potirului. Putem compara,
incd o data, evolutia stilului unui
mester argintar care se supune atat
dorintei si posibilitatilor financiare
ale comanditarului, cat si
schimbarilor din moda epocii.

In continuarea analizei mele, voi
prezenta un potir franciscan (cat.14),
comandat initial pentru manastirea
franciscand Sf. Bernardin de Siena
din Austria, posibil de catre pater
Maximilian Gabl in anul 1747, asa
cum reiese din inscriptia de pe talpa
potirului: MAXIMILIAN GABL
GVARD(IANUS) 1747. Nu se stie
cand a ajuns potirul in Banat, la
Sacalaz, unde a fost ultima data
folosit. Talpa potirului si cupa
prezintd sase medalioane de email,
incadrate de volute puternic reliefate,
scoici, panglici, spice de grau.
Nodusul piesei este, in mod evident,
o varianta ulterioara a celui original.
Medalioanele de pe cupd o prezinta
pe Fecioara Maria, flancata de cei doi
sfinti ai ordinului, Francisc de Assisi
s1 Antoniu de Padova cu lisus in
brate, in timp ce medalioanele de pe
talpa redau scene din viata Sfantului
Johannes de Capestrano (Roos
1998:150-151). Singura marca care
apare pe acest potir este ,,12 - I,
reprezentand repunzierungsstempel,
stampila de remarcare mare. Cifra
, 127 in acest caz nu semnifica
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made of strong volutes, shells and
symbols of Eucharist: sheaves of
wheat and bunches of grape,
decoration present on the six-foiled
foot, the volute-shaped node, and the
bowl. We are able to compare once
again the stylistic evolution in a
silversmith’s work, subject to the
commissioner’s will and financial
possibilities, but also to the changes
in the fashion of the period.

The next object of my analysis is a
Franciscan chalice (cat.14), initially
ordered for the Franciscan monastery
St. Bernardin of Sienna, Austria,
possibly by pater Maximilian Gabl,
in the year 1747, according to the
inscription engraved on the foot:
‘MAXIMILIAN GABL GVARD
(IANUS) 1747°. We do not know
when the chalice had arrived in Banat,
in Sacalaz, where it was used for the
last time. The foot and the bowl are
decorated with six enamel
medallions, framed by forceful
volutes, shells, ribbons, and sheaves
of wheat. The node is, obviously, a
later replacement of the original.
Medallions on the bowl present the
Virgin, framed by the two saints of
the order, Francis of Assisi and
Anthony of Padua holding Jesus.
Scenes of St. Johannes of Capistrano’s
life are presented by means of the
medallions on the foot (Roos
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puritatea argintului in lothoni, ci faptul
cd s-au platit 12 creitari/lothon argint
ca taxd de rascumparare pentru obiect,
litera reprezentand orasul unde a avut
loc actiunea de remarcare, 1n acest caz
initiala ,,I” fiind simbolul orasului
Klagenfurt (Reitzner 1952:203).
Inscriptia 1n latind de pe talpa
potirului, din pacate destul de neclara,
contine aldturi de numele
comanditarului si data 1747 si,
posibil, numele mesterului
»WALENTIN PUENTIZ fecit”.

Urmatoarele doud potire reprezinta
piese donate de episcopul de Cenad,
Adalbert von Falkenstein in anul
1737, in conformitate cu inscriptiile
identice care apar pe cele doua
obiecte. Primul dintre ele este un potir
cu patend, operd a mesterului din
Augsburg cu initialele MB (cat.15).
Atat talpa sextlobatd a potirului,
piciorul i nodusul fatetate, cat si cupa
s1 patena acestuia, sunt foarte simple,
nedecorate. Cel de-al doilea potir
(cat.16) nu prezintd marci de
identificare, fiind, de asemenea, lipsit
de decor. Analogiile se opresc 1nsa
aici, talpa, piciorul si nodusul fiind
diferite de ale potirului din Augsburg.
Ultimul dintre potirele colectiei
studiate poate fi considerat o piesa
provinciald (cat.17), desi nu are marci
care sd indice locul de provenienta sau
mesterul argintar. Decorul nu mai este

1998:150-151). The only mark
punched on the chalice is 12 -1°¢ —
standing for repunzierungsstempel,
the big re-punching mark. In this
case, 12 does not represent the purity
of the silver in lothe, but the
compensation tax of 12 kreuzern/paid
per silver loth, while the letter stands
for the city where re-punching took
place, in this case ‘I’ — being the
symbol of Klagenfurt (Reitzner
1952:203). The Latin inscription on
the foot, hardly legible, includes the
name of the commissioner and the
year 1757, but also the name of the
potential master: ‘VALENTIN
PUENTIZ fecit’.

In 1737, Adalbert von Falkenstein,
bishop of Cenad, donated the two
chalices to be analyzed further on, as
the identical inscriptions on the two
objects mentioned. The first of them,
accompanied by a paten, was made
in Augsburg by the master with
initials MB (cat.15). The six-foiled
foot, the stem, the bowl, and the paten
are very plain, undecorated. The
second chalice (cat.16) has no
identification marks, also lacking the
ornaments. The foot, the stem, and
the node of this chalice are different
as compared to the previous object;
the analogies between the two could
only be traced in their lack of
decoration.
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aplicat cu atata sigurantd, figurile
umane cu aripi de pasare care apar
pe nodus sunt tratate cu o oarecare
stangacie, iar cupa decoratd cu
elemente florale traforate — lalele si
heliantus, marginite de o
ornamentatie denticulard, sugereaza
influente din arta brancoveneasca.

Urmatoarele obiecte din prezentarea
mea sunt piesele de cult care nu
trebuie sfintite, vasa non-sacra:
hrismatorii, canite de altar, navicule
si cadelnite. Hrismatoriul este vasul
in care se pastreaza uleiul consacrat
— chrism, sfintit de episcop in Joia
Mare. Unele exemplare sunt de
forma cilindrica, avand un capac care
se ingurubeaza si o cruce in varf. Mai
des intalnit este recipientul cu trei
cavitdfi pentru cele trei uleiuri
sacramentale. Acest recipient poate
fio cutie alungita cu capac, continand
un vas prevazut cu trei despartituri
pentru cele trei flacoane. Al doilea
tip este de forma unui container cu
trei parti pentru cele trei flacoane.
Aceste flacoane pot fi marcate pe
capac cu initialele: ,,S” pentru Olium
Sacrationis — folosit la botez, ,,C”
pentru Olium Cathecumenorum —
pentru confirmare §i,,I”’ pentru Olium
Infirmorum — pentru ungerea
bolnavilor. In arta crestina uleiul sfant
este atributul Mariei Magdalena si al
Sfantului losif din Arimathaea
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The last chalice in the collection can
be considered a provincial piece
(cat.17), although no identification
marks to establish the place of origin
or the silversmith are present. The
ornaments miss the former
confidence; the winged human figures
on the node are rather unpolished,
while the bowl depicting fretted floral
elements — tulips and helianthus,
framed by a denticulate decoration,
suggests influences from the
Brancovan art.

The next objects in my presentation
are cultic objects that are not
consecrated, vasa non-sacra, namely
chrismatories, altar cruets, incense-
boats, and thuribles. The chrismatory
is the vessel in which the chrism —
the consecrated oil, blessed by the
bishop on Holy Thursday — is being
preserved. Some examples are in the
form of a cylindrical receptacle with
ascrew cover surmounted by a cross.
More often, the chrismatory is a
container for three small flasks for
sacramental oils. This type could be
an oblong covered box, incorporating
a receptacle with three holes for the
flasks. The second type is a trefoil
container for the three flasks. The
flasks could be marked on the lids
with the initials: S’ for Olium
Sacrationis — to be used for baptism,
‘C’ for Olium Cathecumenorum — for
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(Catalog 1992b:102; Mollett
1996:72,202; Newman 2000:74).
Doua hrismatorii se gasesc expuse n
colectia pe care am avut posibilitatea
sa o studiez. Unul dintre ele vine de
la Viena, fiind marcat cu marca
vieneza a anului 1731(cat.18). Piesa
este o cutiuta cilindrica sprijinitd pe
patru picioruse, reprezentandu-i pe cei
patru evanghelisti redati figurativ:
Ioan — vulturul, Luca — taurul, Marcu
- leul, iar Matei — ingerul.
Hrismatoriul are trei despartituri
pentru cele trei uleiuri sfinte, acoperite
de un capac cu o cruce in varf. O
inscriptie 1n latind care desluseste
functiile obiectului se desfasoara in
patru registre pe corpul cutiutei.
Chiar daca al doilea hrismatoriu
depaseste cronologic perioada pe care
mi-am propus si o cercetez, doresc
sa 1l mentionez datoritd marcii de
proba care apare pe piesa: Arad, prima
jumadtate a secolului al X1X-lea,
mesterul fiind Noé& Schoenwald
(1814-1891, mester cca.1840)
(Koszeghy 1936:2,3). Hrismatoriul
(cat.19) este de forma ovala,
nedecorat, pe capac avand gravata
crucea malteza si literele ,, CIO™.
Canile de altar sunt folosite de
Biserica Catolica, unde vinul este baut
doar de clerici nu si de laici. Canile
sunt de obicei pereche, una dintre ele
fiind folosita pentru vin (deseori

confirmation, and ‘I’ for Olium
Infirmorum — for anointing the sick.
In the Christian art, the consecrated
oil is the attribute of Mary Magdalene
and St. Joseph of Arimathaea
(Catalogue 1992b:102; Mollett
1996:72,202; Newman 2000:74).
Two chrismatories are exhibited in
the collection of Roman Catholic
Bishopric. One of them was made in
Vienna, punched with Vienna mark
for 1731 (cat.18). The object is a
cylindrical receptacle standing on
four little feet — the figurative
representations of the four
evangelists: John — the eagle, Luke —
the bull, Mark — the lion and Matthew
— the angel. The chrismatory has
three flasks for the sacramental oils,
covered by a top surmounted by a
cross. A Latin inscription, identifying
the purpose of the object, is displayed
in four layers round the box.

Even if the second chrismatory
belongs to the 19" century, exceeding
the period covered by my study, I
would like to include it because of
its hallmark: Arad, first half of the
19" century, the master being Noé
Schoenwald (1814-1891, master
around 1840) (K6szeghy 1936:2,3).
The chrismatory (cat.19) is oval-
shaped, plain, with the Maltese cross
and the letters *CIO’ engraved on the
cover.
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marcatd cu litera ,,V” de la vinum) si
una pentru apa cu care este amestecat
(marcatd cu litera,,A” — aqua). Unele
dintre canile de altar erau realizate
din argint, altele 1nsa erau de cristal
decorat cu argint, permintand
distingerea usoara a continutului.
Primele exemplare erau de forma
unei canite de lapte, cu maner si cioc,
ulterior ele sunt in forma de vas, cu
maner nalt. Piesele medievale tarzii
care s-au pastrat sunt foarte
asemandtoare cu argintiria laica. In
timpul Renasterii, canile folosite in
bisericd vor avea un aspect mai
impundtor, cateodata fiind Tnsotite de
o tava ovald, caz in care decoratia este
identica pentru toate piesele din set.
Cele doua cani folosite in timpul
Misei nu s-au schimbat 1n timpul
perioadei baroc, fiind piese executate
elegant, ornamentate intr-un mod
tipic perioadei. Este vizibila tendinta
generald de a alege tot timpul forme
laice pentru aceste obiecte. Devine
de asemenea tot mai comuna tendinta
de a plasa cele doua ampullae pe o
tava sau intr-o rama, ele ajungand
astfel sa fie asemdandtoare cu
obiectele folosite la masa. Decoratia
abundenta va reveni in moda odata
cu perioada rococo, forma si
ornamentatia canitelor fiind inspirata
din argintaria laicad (Reitzner
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The altar cruets are used in the
Catholic Church where the wine is
drunk only by the clergy and not by
the laity. A pair of cruets are generally
used, one for the wine (often marked
with a letter "V’ for vinum) and the
other one for the water which is mixed
with it (marked with a letter A’ for
aqua). Many of the cruets were made
of silver, but some were of crystal with
silver decorations, thus enabling the
contents to be readily distinguished.
Some early altar cruets are in the form
of small milk-jug, with handle and
beak; later examples are vase-shaped
with a high handle. Late medieval
pieces which have survived are very
similar to secular silver. It was during
the Renaissance that cruets for church
use came to have a more luxurious
aspect, sometimes an oval tray being
made to match, case in which the
decoration is the same for all the
pieces in the set. The two cruets for
the Mass did not change in the
baroque period, being elegantly
executed pieces, ornamented in a way
typical of the period. The general
tendency to choose secular forms for
them at the time is clearly visible. It
also became commoner to place both
the ampullae on a tray or in a frame
and so they came to resemble the
cruets seen on the dinner table.
Towards the mid-18" century richer
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1952:138; Hernmarck 1977:313-316;
Newman 2000:17).

Setul pe care doresc s il analizez este
alcatuit din doud canite si o tava
(cat.20), marcate cu marca de Viena
din 1741. Anul in care a fost executat
setul indica faptul ca mesterul poate
fi oricare dintre cei trei argintari
vienezi identificati de Reitzner avand
initialele IK: Johann Kheytten
mentionat din 1727 pand in 1748,
Johann Krembser activ intre 1729-
1752 sau Joseph Kransch in activitate
incepand cu anul 1729 si pana Tnainte
de 1748 (Reitzner 1952:172). Setul
este un ansamblu baroc extrem de
elaborat, impresionant prin bogatia
ornamentala i finetea executiei. Tava
este de forma ovald, avand campul
central decorat cu doud medalioane
circulare pe care apar inscriptiile:
,IHS” s1 , I[IXXR”, incadrate de o
bordura decoratd de scoici §i volute
puternice. Spice de grau, flori si scoici
completeaza decorul tavei. Cele doua
canife pentru vin §i pentru apd sunt
identice, toarta fiind in forma de cap
de putto montat pe un maner in forma
de voluta. Corpul canitelor si capacul
acestora sunt decorate cu aceeasi
bogatd ornamentatie: scoici si volute.
Unul dintre acesti trei mesteri vienezi,
Johann Kheytten, Johann Krembser
sau Joseph Kransch, a executat si
urmatoarea piesd, o navicula care

decoration came into fashion again
with the rococo period, and both form
and decoration of the cruets were
derived from secular plate (Reitzner
1952:138; Hernmarck 1977:313-
316; Newman 2000:17).

The set I would like to analyse is
made of a pair of altar cruets and a
tray (cat.20), marked with Vienna
mark for 1741. The year of execution
indicates as possible author one of
the three silversmiths with the initials
IK, identified by Reitzner: Johann
Kheytten mentioned in the year 1727,
and still active up to 1748, Johann
Krembser in activity during the
period 1729-1752 or Joseph Kransch
working from 1729 and ending his
career earlier than 1748 (Reitzner
1952:172). It is an extemely elaborate
baroque work of art, the richness of
ornamentation and the exquisite
refinement of details being
impressive. The tray is oval-shaped,
its central field being decorated with
two circular medallions displaying
the inscriptions "IHS’ and ‘[IXXR’,
framed by a border of shells and
strong volutes. Sheaves of wheat,
flowers and shells extend the
decoration of the tray. The two cruets,
one for wine and one for water, are
identical, the ear is in the form of a
putto head mounted on a volute-
shaped handle. The body and the
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completeaza colectia Episcopiei
Romano-Catolice de Timisoara.
Navicula este recipientul in forma de
vaporas, in care se pastreaza tdmaia
inainte de a fi pusd in cadelnita.
Cateodata navicula este partial
acoperitd cu un capac mobil si este
insotitd de o lingurita cu lant, folosita
pentru a lua tdmaia din naviculd si a
o pune in cidelnitd. In principiu
majoritatea acestor piese sunt
realizate intr-o formd simpla si
sumard, dictatd de caracteristicile
navale. Primele piese au fost create
in Evul Mediu, continuand sa existe
pana in secolul al XVIII-lea. Deseori
sunt simple si nedecorate, cu toate ca
ulterior ,,carena” §i ,,puntea’ sunt
decorate 1n stilul epocii prin ciocanire
(Hernmarck 1977:342; Mollett
1996:222; Newman 2000:176).
Vaporasul analizat (cat.21) este de
forma ovala, cu o parte mobila care
permite accesul la tamaie, cealalta
parte terminandu-se cu un maner
asemeni prorei unei nave. Piesa se
sprijind pe o talpa ovald si pe un
picior cu nodus in forma de fleuron,
fiind ornamentata cu scoici si volute.
Anul care apare pe marca de proba
din Viena— 1741, indica faptul ca este
probabil vorba de o singurd comanda,
datd argintarului vienez, care
includea canitele de altar si tava,
precum si navicula.

|48

cover are decorated with the same rich
ornamentation: shells and volutes.

The same master, namely one of the
three Viennese silversmiths
previously mentioned: Johann
Kheytten, Johann Krembser or
Joseph Kransch, created the next
object, an incense boat, which
completes the collection of Roman
Catholic Bishopric of Timisoara. The
incense boat is a boat-shaped
receptacle in which incense is being
kept, before it is placed in thurible.
Sometimes, the object is partly
covered by a mobile lid and is
accompanied by a chained small
spoon for pouring the incense from
the boat into the thurible. Briefly, most
such vessels are in the simple and
summary forms to which their
nautical qualities restrict them. The
first pieces were made in the Middle
Ages and continued to be made for a
long time, even into the 18" century.
Often they are simple and unadorned,
though at a later date the ‘hull’ and
the ‘deck’ are decorated in repoussé
work in the style of the age
(Hernmarck 1977:342; Mollett
1996:222; Newman 2000:176). The
incense boat analysed (cat.21) is oval-
shaped, with a mobile lid for reaching
the incense, the opposite part
exhibiting a handle resembling the
bows of a ship. The object is
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Setul comandat contine si o cadelnita,
vasul in care tdmaia este aprinsa la
inceputul liturghiei. Nu existd un
motiv religios pentru realizarea in
argint a cadelnitelor, acest lucru
intalnindu-se doar in cazul bisericilor
mari si foarte bogate. Practica arderii
tamaiei in scopuri religioase este
foarte veche si 1si are originea in
Orient. Simbolistica cadelnitei este
complexd, ea putand simboliza vasul
in care magii au adus daruri pruncului
lisus, sau vasul 1n care mironositele
au purtat mirtul pentru a unge corpul
lui [isus la mormant. Focul sugereaza
divinitatea lui Iisus, fumul fiind o
reprezentare a Sfantului Duh,
ridicarea rugdciunii credinciosilor
catre Dumnezeu (Catalog 1992b:102;
Mollett 1996:319; Simion 1997:121;
Newman 2000:66).

Forma cadelnitei a fost definitivata in
timpul goticului tarziu, piesa fiind
compusd dintr-o parte inferioara in
forma de vas care sta pe o talpa joasa
si o parte superioard perforatd, cu
lanturi atasate. Atunci cand vasul este
leganat dintr-o parte in alta, fumul se
ridicd prin perforatiile partii
superioare. Cele mai vechi cadelnite
sunt reprezentate ca doud semisfere
alaturate. In perioada goticului tarziu
partea superioard este din argint
turnat, avand un design arhitectural
cu geamuri gotice. Forma de baza a

supported by an oval-shaped foot and
a stem with a fleuron-shaped node,
being ornamented with shells and
volutes. The year displayed by
Vienna mark — 1741 indicates that all
pieces are probably part of the same
command, executed by the Viennese
silversmith, including the altar cruets
and the tray, as well as the incense
boat.

The set also incorporates a thurible,
the vase in which the incense is
lighted at the beginning of the liturgy.
There is no liturgical reason why
thuribles should be made of silver,
and it was only the great and wealthy
churches which could afford them.
The practice of burning incense for
religious purposes is very ancient,
and originated in the East. The
symbology of the piece is complex;
it may illustrate the receptacle used
by the magi for bringing gifts to the
child Jesus, or it may stand for the
vessel in which the prudes carried the
myrtle to anoint Jesus’ body at the
grave. The fire stands for Jesus’
divinity, the smoke being a
representation of the Holy Spirit, the
ascension of prayers to God.
(Catalogue 1992b:102; Mollett
1996:319; Simion 1997:121;
Newman 2000:66).

It was during the late gothic period
that the thurible’s form became
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obiectului nu a fost modificatd in
timpul Renasterii, supravietuind
chiar si elementul arhitectural,
arhitectura gotica fiind inlocuita de
coloane si arcade renascentiste.
Elementul arhitectural va disparea in
baroc, fiind inlocuit de ornament,
forma de baza fiind aceeasi
(Hernmarck 1977:341-342).

Din pacate, doar o parte a cadelnitei
originale prezentatd (cat.22) se
pastreaza. Este posibil ca partea
inferioara a piesei sa se fi pierdut sau
distrus, astfel incat, la Inceputul
secolului al XIX-lea, partea
inferioara a piesei sa fi fost inlocuita
cu una comandatd mesterului Joseph
Loffler din Bratislava (Vartelek),
mentionat Tn anul 1828 (Kdszeghy
1936:308,309; Reitzner 1952:
284,287). Executia acestuia reuseste
sd se integreze in mod fericit
intregului ansamblu. Cadelnita este
ornamentatd cu elemente de decor
baroc, scoici si volute, care apar pe
corpul cddelnitei si pe manerul
acesteia.

In general, lumina este considerata,
in arta crestind, o emblema a pietatii
(Mollett 1996:188). Astfel, sfesnicele
de altar sunt aprinse Tnainte de
oficierea liturghiei si simbolizeaza
cele doud valente ale caritatii, iubirea
fatd de Dumnezeu si astrele — soarele
si luna — care insotesc reprezentarea
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established, consisting of a bowl-
shaped lower section on a low foot
and a pierced upper section, to which
chains are attached. When the vessel
is swung from side on its chains, the
smoke pours out through the pierced
upper section. The oldest thuribles are
in the shape of two adjoined
hemispheres. In the late gothic period
the uppermost is usually cast silver,
of architectural design with gothic
windows. The basic form of the object
was not modified during the
Renaissance, even the architectural
element survived, gothic architecture
being replaced by renaissance
columns and vaultings. During the
baroque this architectural element
disappeared, being replaced by
ornament, the basic form still being
the same (Hernmarck 1977:341-342).
Unfortunately, only a part of the
original thurible displayed (cat.22)
has survived. It is likely that the
inferior part of the object had been
lost or destroyed, therefore a
replacement was ordered at the
beginning of the 19® century. The
command was given to master Joseph
Loffler of Bratislava (Vartelek),
mentioned in 1828 (Kd&szeghy
1936:308,309; Reitzner
1952:284,287). His execution
appropriately fits the entire set. The
thurible is decorated with baroque
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lui [isus. Sfesnicele gotice nu au avut
influentd asupra dezvoltarii formale
a obiectelor ulterioare, 1insa
Renasterea si-a gasit o forma proprie
derivatd din Roma antica care va
stabili stilul perioadelor urmatoare: o
talpa triunghiulara cu volute sau labe
de leu la colturi si un picior in forma
de balustru. in baroc se vor realiza
numeroase sfesnice de altar, dar de o
calitate care nu se poate compara cu
executiile perioadelor anterioare.
Exista doua tipuri principale, primul
care 151 are originea In sfesnicele
Renasterii, influentate la randul lor de
candelabrele antice, si cel de-al doilea
care are o talpa circulard, sustinutd de
un picior in forma de coloana rasucita.
Primul dintre cele doua tipuri este mai
impundtor, detaliile turnate fiind
proeminente. in epoca barocului,
sfesnicele de altar pot ajunge la
indltimea de trei metri, fiind bogat
decorate cu ornamente vegetale sau
rocaille. Cele care sunt plasate pe altar
apartin de reguld, unui set care include
s1 crucea de altar. Deseori sfesnicele
sunt 1n seturi de patru sau sase piese,
ceea ce reprezintd o noutate, in
perioada anterioara doar doud obiecte
fiind plasate pe altar (Reitzner
1952:138; Hernmarck 1977:336;
Catalog 1992b:102; Newman
2000:17).

elements, shells and volutes
displayed on its body and handle.

Generally, Christian art considered
light as an emblem of piety (Mollett
1996:188). Therefore, the altar
candlesticks were lighted up before
the celebration of the liturgy. They
symbolize the two valences of
charity: the love for God and the stars
— the sun and the moon — that
accompany Jesus’ representation.
The gothic candlesticks had no
influence on the formal development
of later objects, but the Renaissance
found a form of'its own derived from
Roman antiquity, which set the style
for the future: a triangular foot with
volutes or lions’ paws at the corners
and a baluster-shaped stem. During
the baroque, a great number of altar
candlesticks were made, but of a
quality rarely comparable with the
achievements of the earlier periods.
There are two basic types, one
derived from the renaissance
candlestick, which in turn is
influenced by the antique candelabra,
and the other one with a circular foot,
supported a twisted pillar stem. Of
the two types the first is the more
magnificent, cast detail being
prominent. In the baroque age, the
altar candlesticks could reach up to a
three-meter high, being richly
decorated with rocaille or vegetal
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Sfesnicul pe care doresc sa il analizez
(cat.23) are o talpd triunghiulara
modelata din volute, nodus n forma
de vas, iar suportul de lumanari are o
forma ondulata, decorul alcatuindu-
se din elemente rocaille si motive
fitomorfe. Obiectul nu prezintd marci
care sd ducd la identificarea
mesterului sau a locului de
provenientd, stilul piesei sugerand ca
datd a executiei a doua jumatate a
secolului al XVIII-lea, locul de
provenienta fiind Europa centrala.

Crucea reprezinta cel mai important
simbol al crestinismului, principalul
obiect de adorare al crestinilor,
simbolizandu-1 pe lisus Hristos
suferind pentru omenire. In cazul
crucilor de lemn ferecate in argint,
demersul artistic este dublu,
prelucrarea metalului imbinandu-se
cu sculptura miniaturald in lemn.
Incepand cu secolul al X-lea devine
traditionald plasarea unei cruci
deasupra altarului. In secolul al X V-
lea practica era deja raspanditd, Tnsa
nu considerata indispensabild pentru
celebrarea Misei, agsa cum a decretat
ulterior Biserica Catolica. De
asemenea, Nu era necesar ca piesa sa
fie realizata din argint solid, Tn multe
cazuri fiind vorba despre o cruce de
lemn placat cu argint (Hernmarck
1977:331). Crucea pe care am
cercetat-o (cat.24) este sculptata
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ornaments. Those placed on the altar
itself were usually made as a set with
the cross. Often they came in sets of
four or six, a novelty as previously
only two candlesticks had been placed
on the altar (Reitzner 1952:138;
Hernmarck 1977:336; Catalog
1992b:102; Newman 2000:17).

The candlestick 1 would like to
analyse (cat.23) stands on a triangular
foot made of volutes. The node is
vase-shaped and the wavy candlestick
itself is decorated with rocaille and
vegetal motifs. No identification
marks were punched on the object for
establishing the master or the place
of origin; yet, the style of the piece
points to the second half of the 18"
century as date of execution, and to
Central Europe as place of origin.

It is certain that the cross represents
the most important Christian symbol,
the main object to worship for the
Christians, symbolising Jesus Christ’s
sacrifice for mankind. In the case of
crosses of wood encased in silver, the
artistic approach is double, metalwork
being merged with miniature wooden
sculpture. From the 10%century it has
been traditional to place a cross upon
the altar. In the 15™ century the
practice was common, but was not
regarded as indispensable for the
celebration of the Mass, as the
Catholic Church later decreed. Nor it
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miniatural in lemn si ferecatd 1n argint.
Nici aceasta piesa nu poate fi atribuita
cu certitudine, neavand marci de
identificare aplicate. Prelucrarea
sugereaza anumite stangacii, indicand
drept autor un mester de provincie.

Doresc sa 1inchei prezentarea
argintariei din colectia Episcopiei
Romano-Catolice de Timigoara cu
una dintre carjele episcopale
(celelate doud aflate in colectie
depasind perioada analizatd), alegerea
acestei piese in finalul expunerii mele
nefiind intdmplatoare, fiind vorba
despre o piesa executatd la Timigoara
la mijlocul secolului al XVIII-lea. in
esentd, carja episcopald reprezinta
toiagul pastorului, simbolizandu-1
elocvent pe lisus — Bunul Pastor al
turmei. Unul dintre capetele toiagului
este terminat cu un carlig cu care
pastorul isi salveaza de pericol mielul
ratacit. Carja episcopald a devenit
emblema responsabilitatii pastorale a
episcopilor si a staretilor. Carja
episcopald, pedum, este diferita de
carja procesionald a arhiepiscopului,
care are un crucifix in varf. Pana in
secolul al XV-lea carjele episcopale
nu erau executate din metal pretios.
fn acel moment carligul a ajuns s fie
un ornament elaborat, cu decor gotic
in forma de frunze care subliniau
conturul exterior al piesei si cu figura
unui sfant, de obicei sfantul care

was necessary that the cross should
be made of'solid silver, in many cases
being a wooden cross plated with
silver (Hernmarck 1977:331). The
cross [ have studied (cat.24) is
sculpted in wood and encased in
silver. No identification marks were
punched on the object; therefore, it
cannot be certainly ascribed. Certain
awkwardness can be noticed
regarding the execution, indicating a
provincial master as the author of the
Cross.

I would like to end the analysis of
the silverwork in the collection of
Roman Catholic Bishopric of
Timigoara with one of the croziers
(the other two belonging to a later
period). My choice for this particular
object as the last one analysed is not
accidental, for it was made in
Timisoara at the middle of the 18
century. The crozier basically
represents a shepherd’s crook,
eloquently symbolizing Christ the
Good Shepard of the flock. At one
end of its tall staff is a curved hook,
with which the shepherd rescues his
lost lambs from danger. The crozier
had become the symbol of office for
bishops and abbots. The bishop’s
staff, pedum, is different from the
archbishop’s processional cross-staff
bearing a crucifix. Not until the 15"
century crosiers were commonly
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patrona biserica, plasat in centru.
Carligul se va extinde 1n asa fel incat
va forma un cerc aproape complet,
dedesubt fiind plasat un nodus
arhitectural, un edicul gotic cu nise
in care sunt reprezentate alte figuri.
Aceasta a fost forma care va fi
recunoscutd ulterior $i va rdmane
neschimbata secole de-a randul. In
secolele al XVII-lea si al XVIII-lea
au fost realizate numeroase carje
episcopale, aproape in exclusivitate
pentru Biserica Catolica. Cateodata
stantul va disparea, iar nodusul dintre
carlig si toiag, care anterior ajunsese
la un asemenea nivel ridicat de
elaborare, va fi doar o ridicatura, in
timp ce ornamentele gotice in forma
de frunze se vor transforma in
ornamente fitomorfe imaginative. in
unele cazuri carjele episcopale sunt
decorate cu filigran (Hernmarck
1977:337-339; Mollett 1996:98,;
Newman 2000:96).

Carja episcopald realizatd la
Timigoara (cat.25) este reprezentata
in forma de vrej cu frunze, decorat
cu cabosgoane, 1n interiorul acestuia
fiind executat bustul 1n relief al
Sfantului Nicolae (posibil Sfantul
Gerard de Cenad)’ cu cérja in mana
stangd, nconjurat de raze. Pe haina
episcopald este aplicatd marca de
probd de Timisoara, mijlocul
secolului al XVIII-lea (K&szeghy
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made in precious metals. By this time
the crook had developed into an
elaborate ornament, with gothic
foliage and crockets enhancing the
outer contour and with the figure of a
saint, usually the patron saint of the
church, inset in the centre. The crook
itself'is extended so as to form almost
a complete circle, beneath being an
architectural node, a gothic aedicule
with niches containing other figures.
This was the form which
subsequently became established and
which has remained the same down
the centuries. The late 17" and 18™
centuries saw the creation of
numerous crosiers almost exclusively
for the Catholic Church. Sometimes
the patron saint disappears and the
node between the crook and the staff,
which had formerly reached such a
high level of elaboration, remains
only as a lump, while the gothic
crockets turn into rather freely
conceived foliate ornament. In some
cases, these later crosiers are
enhanced with filigree work
(Hernmarck 1977:337-339; Mollett
1996:98; Newman 2000:96).

The crosier made in Timisoara
(cat.25) has been realized in the form
of a creeping stalk with leaves, set
with stones. The bust of a saint,
probably Saint Nicholas (possibly
Saint Gerard of Cenad)’, worked in
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1936:353,354)%. Aceastd piesd imi
sustine teoria conform careia existenta
marcilor de proba pentru Timigoara
indica clar prezenta aici a unor ateliere
de argintarie si a unor mesteri argintari
(Mihoc 2002:203).

Fara indoiala, piesele de argintarie
analizate reprezintd doar o mica parte
din multitudinea de piese care au
decorat bisericile romano-catolice din
Banat, servind la oficierea cultului,
sau au fost pastrate in tezaurele
ecleziastice. Acest lucru este valabil
pentru Intreg imperiul habsburgic, din
perioada Mariei Theresa si cea a lui
losif al II-lea pastrandu-se doar o parte
neglijabild a obiectelor existente.
Reformele lor religioase vor avea un
impact direct asupra artei argintariei;
desfiintarea Ordinului lui Tisus si a
manastirilor catolice contemplative
avand drept rezultat schimbarea vietii
religioase si devastarea unei mari parti
a tezaurelor de argintarie.

De la inceputul secolului al XVIII-
lea, Austria se va confrunta cu
probleme politice §i economice care
vor afecta Tn mod direct arta
argintdriei. Prin urmare, folosirea
metalelor pretioase din colectiile
private sau bisericesti a devenit o
metodd obignuitd pentru a
subventiona bugetul statului. Cu toate
acestea, adevaratul dezastru pentru

relief, caring the staff'in his left hand
and surrounded by rays, has been
placed inside the stalk. Timigoara
mark, middle of the 18" century
(K6szeghy 1936:353,354)8 was
punched on the bishop’s cope. This
object supports my theory that the
existence of Timisoara hallmarks
clearly indicates the presence of
workshops and silversmiths in
Timigoara (Mihoc 2002:203).
Catholic ecclesiastical silverwork
analysed has certainly illustrated only
a small amount of the pieces that had
adorned the Roman Catholic
churches in Banat, used for
celebrating the Mass, or preserved in
religious treasures. The same is true
for the entire Habsburg Empire, only
a negligible part of the existing
objects having survived Mary
Theresa and Joseph II's reign. The
religious reforms made by them were
to have a direct impact on silverwork
art; the dissolution of Jesuit Order
and contemplative Catholic
monasteries having religious life
changed and a great amount of
silverwork treasures devastated.
Starting with the beginning of the 18"
century, Austria was confronted with
political and economical crises,
directly affecting the silverwork art.
Accordingly, the use of precious
metals from private or clerical
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argintdrie se va produce la Inceputul
secoului al XIX-lea, cand Austria se
va afla in fata unor mari probleme
financiare din cauza rdzboaielor
impotriva lui Napoleon. Cele doua
valuri de distrugere din perioada
razboaielor napoleoniene (1806/
1807 si 1809/1810) au sacrificat
marea majoritate a argintariei laice
si o mare parte a tezaurelor
ecleziastice. Obiectele de argintarie
care au supravietuit sunt marcate cu
marci de taxd care indica taxele
compensatorii platite pentru a le
riscumpdrara. in principal, marcile
de taxa sunt urmatoarele: marca de
remarcare (repunzierungsstempel),
marca de eliberare (befreiungs-
stempel/freistempel), marca de taxa
(taxstempel) s1  marca de
inmagazinare (vorratsstempel)
(Reitzner 1952:203,205-206;
Catalog 2003:29-30; Mihoc
2004:171-181).

Cu toate aceastea, o parte a tezaurelor
bisericesti au rdmas, ca prin minune,
neatinse. Nu mai este relevanta
motivatia care a stat la baza acestui
lucru, pietate religioasa, respect fata
de traditie sau fatd de valoarea
artisticd a pieselor. Fara sacrificiile
banesti facute pentru rascumpararea
obiectelor de argintarie sau fara riscul
asumat in cazul ascunderii lor,
mostenirea culturald pe care aceste
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collections has become a customary
method intended to support the state’s
budget. Nevertheless, the real disaster
for silversmith was to follow at the
beginning of the 19% century, when
Austria faced major financial
difficulties due to Napoleon and the
wars against him. The two waves of
destruction during the Napoleonic
wars (1806/1807 and 1809/1810)
sacrificed the great majority of lay
silverwork and a great amount of
ecclesiastical treasures. Tax marks,
indicating the compensation taxes
paid for exempting the silverwork
pieces, are to be found on the objects
that survived. Mainly, the tax marks
were the following: the mark of re-
punching (repunzierungsstempel), the
exemption mark (befreiungsstempel/
freistempel), the tax mark
(taxstempel) and the depositing mark
(vorratsstempel) (Reitzner 1952:
203,205-206; Catalogue 2003:29-
30;Mihoc 2004:171-181).

Still, a part of religious treasures has
remained, miraculously, untouched.
The reason for this fact is no longer
relevant, either religious piety or
respect for tradition, or artistic value
of the objects. Without the material
sacrifices for compensating the
silverwork objects or without the risk
taken for hiding them, the cultural
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autentice lucrari de arta o reprezinta
ar fi fost pierduta.

As dori sa subliniez o data in plus
valoarea pieselor de argintdrie
apartinand colectiei Episcopiei
Romano-Catolice de Timisoara. Doar
faptul ca imparareasa Maria Theresa
acomandat toatd colectia de argintarie
a Catedralei Romano-Catolice de
Timigoara unui argintar celebru din
Viena, Joseph Moser, imi sustine
argumentatia. Faptul ca acelasi Joseph
Moser a lucrat atat pentru biserica
Sfanta Katharina din Timisoara cat si
pentru biserica de pelerinaj Maria-
Radna (Arad) in decursul celei de-a
doua jumatati a secolui, este o dovada
in plus pentru dorinta Casei de
Habsburg si a Bisericii Catolice, prin
reprezentantii sai din Banat, de a face
din provincie o parte integranta a
imperiului, prin folosirea unuia dintre
cei mai faimosi argintari vienezi ai
perioadei in Banat.

Tezaurul ecleziastic analizat prezinta
toate caracteristicile stilului in ceea ce
priveste forma, ornamentatia si
motivele caracteristice, atat pentru
epoca baroc, cat i pentru cea rococo
sau neoclasicad. Mai mult, piesele
pastrate vorbesc cat se poate de
limpede despre evolutia centrelor
faimoase de argintarie ale perioadei
sau despre preferinta comanditarilor
fatd de unul sau altul dintre acestea,

heritage of these authentic works of
art would have been lost.

Once more, I would like to
emphasize the value of the 18™
century silverwork objects belonging
to the collection of Roman Catholic
Bishopric of Timisoara. A supporting
argument is represented by the fact
that Empress Maria Theresa
commanded the entire silverwork
collection of the Roman Catholic
Cathedral of Timigoara to a famous
Viennese silversmith, Joseph Moser.
The same master, Joseph Moser,
worked, in the second half of the 18®
century, both for the church Saint
Katharine of Timisoara and for the
pilgrimage church Maria-Radna
(Arad). This is another confirmation
that the House of Habsburg and the
Catholic Church wished to make the
province of Banat part of the Empire,
by using one of the most famous
Viennese silversmiths of the period
in the province.

Ecclesiastical silverwork analysed
display all stylistic characteristics of
baroque, rococo, and neo-classicism
as concerning form, ornamentation,
and typical motifs. More than that,
the pieces preserved clearly indicate
the evolution underwent by the
famous silverwork centres of the
period, or the commissioners’
preference for one of these centres,
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toate acestea sporind valoarea
exceptionald a colectiei de argintarie
a Episopiei Romano-Catolice de
Timigoara.

! Cel de-al Nouasprezecelea Conciliu
Ecumenic al Bisericii Catolice a avut loc la
Trento, in Italia, intre 1545 51 1563, in urma
provocarilor teologice ale Reformei. Este
considerat unul dintre cele mai importante
concilii din istoria Bisericii Catolice,
specificand in mod clar doctrina catolica in
ceea ce priveste salvarea, sacramentele,
canonul Biblic, si standardizand liturghia.

2 Primii mesteri cunoscuti dupa nume:
Meister Engelbertus, Meister Fridericus,
Meister Henrich, Meister Philippus, Meister
Sintram, Meister Walther.

3 Cf. Mollett: orice cutie mica folosita pentru
sacramente, care contine relicve. Cf.
Newman: recipient in care hostia este
pastrata pentru a fi venerata in biserica,
purtata la procesiuni si dusa bolnavilor
(viaticum)  pentru  administrarea
sacramentului. Tipul viaticum era de obicei
o cutie mica —pyxis, cateodata de forma unui
ceas de buzunar. Piesele folosite 1n altar erau
de forma unor cupe acoperite — cuppa, sau,
in cazul in care erau suspendate deasupra
altarului, erau o reprezentare a Duhului
Sfant sub forma unui porumbel. Cateodata
hostia era pastrata intr-o cutie interioara —
capsula—1n interiorul pyx-ului. Era necesar
ca pyx-ul sa fie prevazut cu un capac care
se putea inchide in siguranta pentru
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all these enhancing the exceptional
value of the silverwork collection
belonging to the Roman-Catholic
Bishopric of Timigoara.

! The Nineteenth Ecumenical Council of the
Catholic Church held in the city of Trent,
Italy between 1545 and 1563 as a result to
the theological challenges of the Protestant
Reformation. It is considered one of the most
important councils in the history of the
Catholic Church, clearly specifying Catholic
doctrines on salvation, the sacraments, the
Biblical canon, and standardizing the Mass.
2 The first masters known by name: Meister
Engelbertus, Meister Fridericus, Meister
Henrich, Meister Philippus, Meister Sintram,
Meister Walther.

3 According to Mollett: any small box, used
for sacraments, which contains relics.
According to Newman: receptacle in which
the Host is reserved for veneration in church,
for carrying it in procession, and for bringing
it to the sick (viaticum) to administer the
sacrament. The viaticum

type was usually a small box — pyxis,
sometimes in the form of a watch-case. The
pieces intended for altar use were in the form
of'a covered cup — cuppa, or in the case they
were suspended over the altar, were in the
form of a dove — standing for the Holy Spirit.
Sometimes the Host was kept in an inner case
— capsula— within the pyx. The

pyxwas required to have a securely fastened
cover to prevent accidental opening. Some
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prevenirea deschiderii accidentale. Unele
exemplare erau realizate din cristal pentru
ca hostia sa poata fi vazuta. Atunci cand piesa
era de forma unui potir, era asemanatoare
ciboriului.

4 Cf. Zollner: in 1679 la 100.000 mesteri si
calfe din provinciile ereditare ale Casei de
Habsburg erau 50000 storer.

3 Mesterii imperiali la Viena in secolul X VIII:
cat.910: Georg Wiirschbauer (la 1735);
cat911: J.J. Plachl (din 1737); cat. 912: H.
Kolb (la 1750); cat.913: Ign. Schwab, arg
intar al Camerei (1753-1774); cat.914:Georg
Kocksel (din 1755); cat.915: Jos.
Fleischmann, lucrator in aur (la 1757);
cat.916: Franz Mach, argintar al Camerei
(1760-1805); cat.917: Christian Wiirth (la
1760 realizeaza vesela pentru Franz
I);cat.918: Johann Paul Kolbe, profesor la
Academia vieneza in 1752 (mentionat la
1760); cat.919: J. Jiinger, mester specializat
in email (la 1778); cat.920: Christoph Jiinger,
mester specializat in email (la 1778).

¢ Cf. Roos: marca este 18 I si reprezinta
marca mesterului argintar.

7 Cf. Catalog 1992a:77 — bustul ii apartine
Stantului Gerard, episcop de Cenad, piesa
fiind prelucrata din alama aurita. Aplicarea
marcii de proba nu si-ar fi avut rostul in cazul
unei piese din alama, marca certificand
puritatea argintului.

8 Se pare ca este vorba despre o copie mai
simpla a carjei facuta la Viena 1n anul 1732.

examples were made of crystal so that the
Host was visible. When the piece was in
the form of a chalice it was closely related
to a ciborium.

* According to Zollner: in the hereditary
provinces of the House of Habsburg, in
1679, there existed 50,000 storer
corresponding to a number of 100,000
masters and journeymen.

5 Imperial masters in Vienna in the 18™"
century: cat.910: Georg Wiirschbauer (in
1735); cat.911: 1.J. Plachl (from 1737); cat.
912: H. Kolb (at 1750); cat.913: Ign.
Schwab, silversmith of the Chamber (1753-
1774); cat.914:Georg Kocksel (from 1755);
cat.915: Jos. Fleischmann, goldsmith (in
1757); cat.916: Franz Mach, silversmith of
the Chamber (1760-1805); cat.917:
Christian Wiirth (la 1760 executed the plates
and dishes for Franz I);cat.918: Johann Paul
Kolbe, professor at the Viennese Academy
in 1752 (mentioned in 1760); cat.919: J.
Jinger, master in enamel (in 1778); cat.920:
Christoph Jiinger, master in enamel (in
1778).

¢ According to Roos: the mark is 18 1
representing the master mark.

" According to Catalogue 1992a:77 — the
bust is of St. Gerard, bishop of Cenad, the
piece being made of gilded brass. The
hallmark for silver would not be necessary
in case of a brass object, its role being to
certify the purity of the silver.

8 Apparently it was a simpler copy of the
crosier made in Vienna in 1732.
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CATALOG

1

Monstranta

Joseph Moser, Viena 1754.

Marcat: Reitzner 1952:175 cat.697 Jos. Moser
1747-1800.

CATALOGUE

1.

Monstrance

Joseph Moser, Vienna 1754

Marked: Reitzner 1952:175 cat.697 Jos. Moser

1747-1800.

Argint aurit, 13 lothoni, ciocanit, pietre albe,
Tosii .

H. 71 cm, , D talpa 28,5 x 22 cm, Dcoroana
raze 44 X 34 cm.

Stare de conservare foarte buna.
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Silver-gilt, 13 lothe, chased, white, red
stones.

H. 71 cm, D foot 28.5 x 22 cm, D crown of
rays 44 x 34 cm.

Very good condition.
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Piesa care face parte din comanda
imperiald executatd de Joseph Moser
pentru sfintirea Catedralei Romano-
Catolice din Timisoara. Monstrantd cu
talpa ovala formata din patru lobi
marcafi de volute puternic reliefate i
nodus in forma de vas. Expositorium-
ul este incadrat de doud volute
puternice, pe care se
sprijin cei doi ingeri.
Léacasul hostiei este
inconjurat de pietre
albe si rosii, lunula
fiind incastrata cu
aceleasi pietre.
Compozitia este
incununata de
Dumnezeu-Tatal,
reprezentat intr-o
atitudine plina de
miscare i
dramatism, asezat pe
un nor involburat, cu
sceptrul in mana
stnga, sprijinindu-se
pe globul pamantesc
s1 binecuvantand cu dreapta, sub
aceastd reprezentare aparand Sfantul
Duh 1n forma de porumbel, inconjurat
de raze. Marcile (marca mesterului
Joseph Moser si marca de proba Viena
1754) apar pe talpa piesei.

Bibliografie: Catalog 1992a:77-78, cat.240;
Catalog 2003:45 fig.19; p.149 nr.17.
Episcopia Romano-Catolica de Timisoara.

The object is part of the imperial
command executed by Joseph Moser
for the sanctification of Roman
Catholic Cathedral of Timigoara.
Monstrance with an oval quatre-
foiled food made of strong volutes
and a vase-shaped node. The
expositorium is framed by two strong
volutes, on
which two
angels are
resting. Both the
host and the
lunula are set
with white and
red stones. The
composition is
dominated by the
Holy Father,
displayed in a
dramatic attitude,
on a whirling
cloud, with the
sceptre in His left
hand, resting on
an orb, and
blessing with His right hand. The
Holy Spirit in the form of a dove is
place beneath, encircled by rays. The
marks (Joseph Moser’s master mark
and Vienna mark for 1754) were
punched on the rim of the foot.

Bibliography: Catalogue 1992a:77-78 cat.240;
Catalogue 2003:45 fig.19, p.149 no.17.
Roman Catholic Bishopric of Timisoara.
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2. 2.

Monstranti Monstrance

Joseph Moser, Viena 1783. Joseph Moser, Vienna 1783.

Marcat: Reitzner 1952:175 cat.697 Jos. Moser ~ Marked: Reitzner 1952:175 cat.697 Jos. Moser
1747-1800. 1747-1800.

Argint aurit, 13 lothoni, ciocanit, pietre rosii,  Silver-gilt, 13 lothe, chased, red, white, yellow

albe, galbene. stones.

H.65cm,,Dtalpa25x 19 ecm, D coroanaraze  H. 65 cm, D foot 25 x 19 cm, D crown of rays
40 x 30 cm. 40 x 30 cm.

Stare de conservare foarte buna. Very good condition.
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Monstranta in stil clasicist executata de
Moser pentru biserica Sf. Katharina-
Cetate. Talpa ovald a piesei este reliefata
de patru baze de coloane si decoratd cu
ghirlande, expositorium-ul este prezentat
caspatiu arhitectonic, sustinut lateral de
doud coloane, incadrate de doua vase
ornamentale cu flori. Pyx-ul este de
forma ovala, incadrat de pietre albe
avand deasupra o ghirlanda de flori
incastratd cu pietre rosii, in centru fiind
plasata o piatra galbend, iar lunula este
decorata cu pietre rosii si albe. Locul lui
Dumnezeu-Tatal in apex il valuao cruce
simpla. Marcile (marca mesterului
Joseph Moser si marca de proba Viena
1783) apar pe talpa piesei.

Classicist monstrance made by Joseph
Moser for the parish church Saint
Katharine. The oval foot of the object
is outlined by four column bases and
decorated with wreaths; the
expositorium is displayed as
architectural space, supported, laterally,
by two columns. Two ornamental
flower vases are placed on both sides.
The pyx is oval-shaped, set with white
stones, crowned by a flower coronal set
with red stones, with a yellow stone in
the middle. The lunula is decorated with
red and white stones. The Holy Father
in the apex is replaced by a plain cross.
The marks (Joseph Moser’s master
mark and Vienna mark for 1783) were
punched on the rim of the foot.

Bibliografie: Catalog 2003:35 fig.14, p.154
nr.127.
Episcopia Romano-Catolica de Timisoara.

Bibliography: Catalogue 2003:35 fig.14,
p-154 no.127.
Roman Catholic Bishopric of Timisoara.
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3 3.

Monstranti Monstrance
Joseph Moser (?), Vienacca.1783 (7). Joseph Moser (?), Vienna 1783 (?).
Nemarcata. Unmarked.

Argint aurit, ciocanit, pietre rosii, albe, verzi,  Silver-gilt, chased, red, white, green, mauve

mov. stones.

H.65cm,,Dtalpa25x 19 ecm, D coroanaraze  H. 65 cm, D foot 25 x 19 cm, D crown of rays
40 x 30 cm. 40x 30 cm.

Stare de conservare foarte buna. Very good condition.
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Monstrantd a carei asemanare cu
lucrarea lui Joseph Moser din anul 1783
(cat.2) este evidenta. Singura diferenta
vizibild a celor doua piese o reprezinta
pietrele care decoreaza lunula, in acest
caz fiind vorba de pietre verzi, iar
ghirlanda de flori i pietre rosii plasatd
deasupra acesteia are in centru o piatra
mov. Din pacate, piesa nu prezinta
marci de identificare, lipsind atat marca
de proba cat si cea de mester. Cu toate
acestea, consider cd monstranta ii poate
fi atribuita lui Joseph Moser, prin
analogie cu monstranta din 1783.

Monstrance that closely resembles the
piece created by Joseph Moser in 1783
(cat.2). The only visible difference of the
two pieces is given by the stones
decorating the lunula—in this case green
stones, while the flower coronal set with
red stones has a mauve stone.
Unfortunately, no identification marks
(hallmark and master mark) are present.
Still, T do consider the object could be
ascribed, due to the analogy made with
the monstrance of 1783, to Joseph
Moser.

Nepublicata.
Episcopia Romano-Catolica de Timisoara.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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4
Monstranta
Europa centrald 2 sec. X VIII.

Nemarcata.

Argintaurit, ciocanit, pictre
rosii, albastre, verzi, albe,
galbene.
H.53cm,,Dtalpa 19x 14
cm, D coroana raze 34 x
25 cm.

Stare de conservare foarte
buna.

Compoziia este mai
simpla ca a pieselor
anterioare, iar
reprezentarile
figurative lipsesc in
totalitate. Talpa ovala
din patru lobi si
nodusul 1n forma de
vas sunt decorate cu
motive de scoicd si

volute, iar expositorium-ul este marcat

de o structurd de volute si pietre de
diferite culori care Inconjoara pyx-ul
de forma ovala. O cruce si un clopot
stilizat sunt plasate pe axa
longitudinala a piesei, In apex.
Monstranta nu prezintd marci de
identificare, stilul baroc al piesei
indicand drept perioada posibila de
executie prima jumatate a secolului al
XVIII-lea.

Nepublicata.
Episcopia Romano-Catolica de Timisoara.
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4.

Monstrance

Central Europe %2 of the 18" c.
Unmarked.

Silver-gilt, chased, red,
blue, green, white,
yellow stones.

H. 53 cm, D foot 19 x
14 cm, D crown of rays
34x25cm.

Very good condition

The composition of
this monstrance is
simpler as
compared to the
previous pieces,
while figurative
representations are
totally missing. The
oval quatre-foiled
foot and the vase-
shaped node are
decorated with shells and volutes, the
expositorium being framed by a
structure made of volute and different
stones, enclosing the oval-shaped
pyx. A cross and an outlined bell are
being placed along the longitudinal
axe. No identification marks are
present; nevertheless, the baroque
style of the object points to
establishing its date of execution in
the first half of the 18" century.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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5.

Monstranta

Ludwig Schneider, Augsburg 1696-
1705.

Marcat: Rosenberg 1922:159-160 catalog 727,
p-31 marca proba 202; Reitzner 1952:265
catalog Ausgburg Ludyv. Schneider 1685-1729.

Argint aurit, ciocanit, pietre rosii, albastre.

H. 65 cm,, D talpa 25 x 20 cm, D coroana raze
44 x 30 cm.

Stare de conservare buna

Monstranta cu
talpa ovala in patru
lobi, decorata cu
capete de putti si
decor de frunze si
fructe, nodus in
forma de vas
decorat cu
medalioane ovale.
Schema
compozitionald
complexa a
expositorium-ului
are in centru
lacasul hostiei in
forma de inima,
continand in
interior lunula
nedecorata i fiind
incadrat de
Fecioara Maria si
St Toan
Evanghelistul. Pe
axul longitudinal al
piesei, dedesubtul pyx-ului, este

5.

Monstrance

Ludwig Schneider, Augsburg 1696-
1705.

Marked: Rosenberg 1922:159-160 cat.727,
p-31 hallmark 202; Reitzner 1952:265 cat.
Augsburg Ludv. Schneider 1685-1729.

Silver-gilt, chased, red, blue stones.

H. 65 cm, D foot 25 x 20 cm, D crown of rays
44 x 30 cm.

Fair condition.

Monstrance
with an oval
quatre-foiled
foot
ornamented
with putti’s
heads, leaves
and fruits. The
node is vase-
shaped,
decorated with
oval
medallions.
The complex
compositional
scheme of the
expositorium
shelters the
host tabernacle
—resembling a
heart — with an
undecorated
lunula,
bounded by the
Virgin and Saint John the Evangelist.
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reprezentat un Inger {indnd Tn mana
voalul cu chipul lui Jisus, in timp ce
deasupra apar redate o coroana, figura
lui Dumnezeu-Tatal, iar in apex o
cruce cu reprezentarea Sfantului Duh,
porumbelul inconjurat de raze.
Expositorium-ul este incadrat de o

An angel holding a veil with Jesus’
figure is depicted under the pxy, along
the longitudinal axe, while in the
upper part a crown and the figure of
the Holy Father are being represented.
The Holy Spirit on a cross, wrapped in
sunbeams, is the image that adorns the

bordura de motive fitomorfe si pietre
s1 de o coroand de raze ondulate.
Marcile (marca mesterului argintar
Ludwig Schneider i marca de proba
Augsburg 1696-1705) apar pe talpa
piesel.

Bibliografie: Catalog 1992a:76, cat.233.
Episcopia Romano-Catolica de Timisoara.
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whole structure. The expositorium is
bordered by vegetal motifs, stones,
and a crown of waving rays. The
marks (Ludwig Schneider’s master
mark and Augsburg mark for 1696-
1705) were punched on the foot.

Bibliography: Catalogue 1992a:76, cat.233.
Roman Catholic Bishopric of Timisoara.
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6.

Relicvar Sfantul Gheorghe

Joseph Moser, Viena 1754.

Marcat: Reitzner 1952:175 cat.697 Jos. Moser
1747-1800.

Argint aurit, 13 lothoni, ciocanit.
H.46cm,,Dtalpa 19x 14,5 cm, D expositorium
28x 18,5 cm.

Stare de conservare buna.

Piesa care face parte
din comanda
imperiald executata
de Joseph Moser
pentru sfintirea
Catedralei Romano-
Catolice din
Timigoara. Talpa
piesei este ovala,
alcatuita din patru
lobi cu decor de
volute i scoici, iar
nodusul este in
forma de para.
Relicvarul Sfantului
Gheorghe reda
simbolistica
catedralei din
Timigoara —
protectoare a
credintei, relicvarul
devenind, n acest
fel, un simbol al victoriei bisericii —
ecclesia triumphas, Sfantul Gheorghe
fiind miles christianus, cel care
conduce spre victorie. Relicvarul
seamana cu un fropaion, armele

6.

Reliquary of Saint George

Joseph Moser, Vienna 1754.

Marked: Reitzer 1952:175 cat.697 Jos. Moser
1747-1800.

Silver-gilt, 13 lothe, chased.

H.46 cm, D foot 19 x 14.5 cm, D expositorium
28 x 18.5 cm.

Fair condition.

The piece was part of
the imperial command
realized for the
sanctification of
Roman Catholic
Cathedral of
Timisoara. The foot is
oval-shaped, quatre-
foiled, and is
ornamented with
volutes and shells,
while the node is pear-
shaped. The reliquary
of Saint George
exhibits the
symbology of
Timisoara cathedral —
guardian of the faith,
the reliquary
becoming, in this way,
a symbol for the
victory of the church —
ecclesia triumphas, while Saint
George stands for miles christianus,
the one who leads to victory. The
reliquary is represented as a tropaion,
where the arms illustrated the
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alcatuind displaying
suprafata surface:
de banners,
reprezentare: spears,
in partile swords,
laterale daggers,
sunt redate and shields
drapele, frame the
lanci, sabii, composition.
pumnale, Ahelmet
scuturi, adorns the
compozitia scene, while
este the dragon
incununata de un coif; agezat ca o lies beneath. The pyx, regrettably not
coroand, iar dedesubt este intins the original one, is encircled by palm
balaurul. Pyx-ul, din pacate nu cel leaves and a laurel wreath. The marks

original, este inconjurat de frunze de
palmier si de o coroand de dafin.
Mearcile (marca mesterului argintar
Joseph Moser si marca de proba
Viena 1754) apar pe talpa piesei.

(Joseph Moser’s master mark and
Vienna mark for 1754) were punched
on the rim of the foot.

Bibliografie: Catalog 1992a:76 cat.232;  Bibliography: Catalogue 1992a:76 cat.232;

Catalog 2003:46 fig.20, p.149 nr.18. Catalogue 2003:46 fig.20, p.149 no.18.
Episcopia Romano-Catolica de Timisoara. Roman Catholic Bishopric of Timisoara.
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7. 7.

Relicvar Reliquary

Johann Mach Hagner in Bruck, Graz  Johann Mach Hagner in Bruck, Graz
1780-1806. 1780-1806.

Marcat: Reitzner 1952:248 cat.Graz: Marked: Reitzner 1952:248 cat. Graz:
Joh.Mach Hagner in Bruch 1780-1806, p.245  Jos.Mach Hagner in Bruch 1780-1806, p.245
marca proba Graz fig.P155, P156. fig.P155, P156 Graz hallmark.

Argint aurit, ciocanit. Silver-gilt, chased.

H.39cm,, Dtalpa 15x 12 cm, D expositorium ~ H. 39 cm, D foot 15 x 12 cm, D expositorium
24 x 22 cm. 24 x 22 cm.

Stare de conservare foarte buna. Very good condition.
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Relicvar n forma de monstrantd, avand
talpa ovald in patru lobi, nodusul in
forma de vas i suprafata de
reprezentare bogat decorate cu volute
s1 trandafiri. Campul central al piesei
confine cinci casete cu relicve dispuse
in forma de cruce: medalionul central
confine un fragment din Sfanta Cruce,
medalionul din stdnga o relicva a
Stantului Iosif de Calazanza, cel din
dreapta — a Sfantul Hieronimus, cel de
sus — a Sfantului Gheorghe, iar cel de
jos —a imparatesei Elena. Compozitia
este Tnconjuratd de o coroand de raze si
incununatd de o cruce. Marca

Reliquary in form of a monstrance with
an oval quatre-foiled foot and a vase-
shaped node. The displaying surface has
been richly decorated with volutes and
roses. The central part of the
expositorium displays five relic caskets
representing a cross: the central
medallion encases a fragment of the
Holy Cross, the left one contains a relic
of Saint Joseph of Calazanza, the right
one—of Saint Hieronymus, the superior
one — of Saint George, and the inferior
one — of Empress Helen. The
composition is framed by a crown of
rays and surmounted by a cross. Johann

mesterului Johann Mach Hagner in
Bruck, destul de neclara, apare pe talpa
piesel, iar marca de proba Graz, apare
pe spatele relicvarului. Se pastreaza si
cutia originala de piele maro a piesei.

Bibliografie: Catalog 1992a:77 cat.236.
Episcopia Romano-Catolica de Timisoara.
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Mach Hagner in Bruck’s master mark,
pretty vague, was punch on the foot,
while Graz hallmark on the reverse. The
original brown leather box is still
preserved.

Bibliography: Catalogue 1992a:77 cat.236.
Roman Catholic Bishopric of Timisoara.
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8
Ciboriu
Europa centrald, posibil 1715.

Nemarcat.

Argint aurit, ciocanit, traforat.
H. 36 cm, D talpa 16,5 cm, H.cupa 18 cm, D
cupa 13 cm. Stare de conservare buna.

Talpa ciboriului este sextlobata,
decorata cu trei
medalioane de
forma ovala pe care
apar redate
instrumentele
Patimilor si voalul
cu chipul lui Tisus,
inconjurate de
ornamente
fitomorfe. Nodusul
este In forma de
vas, decorat cu trei
medalioane, in timp
ce cupa potirului are
un decor fitomorf
traforat. Capacul
piesei are o cruce in
varf. Pe talpa
ciboriului apar
gravate initialele
C.A.V.sidata 1715.
Piesa nu prezinta
marci de identificare.

Nepublicat.
Episcopia Romano-Catolica de Timisoara.

8

Ciborium

Central Europe, possibly 1715.
Unmarked.

Silver-gilt, chased, fretted.
H. 36 cm, D foot 16.5 cm, H. bowl 18 cm, D
bowl 13 cm. Fair condition.

The six-foiled foot of the ciborium is
ornamented with
three oval-shaped
medallions,
depicting the
struments of the
Passion, and the veil
with Jesus’ figure,
framed by vegetal
decorations. Three
medallions decorate
the vase-shaped
node, while the
bowl exhibits a
fretted vegetal
ornamentation, with
across on the top.
The initials CA.V
and the year 1715
were engraved on
the foot. No
identification marks
are present.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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9.
Ciboriu
Mester LG sau LC, Viena 172?.

Marcat.

Argint aurit, 13 lothoni, ciocanit.
H. 34 cm,, D talpa 17 cm, H.cupa 16 cm, D
cupa 12 cm. Stare de conservare foarte buna.

Ciboriu cu talpa circulard sextlobata si
nodus in forma
de fleuron, cu
decor alcatuit din
volute puternice
s1 simbolurile
eucharistice:
spice de grau si
ciorchini de
struguri,
ornamentatie
care se repetd pe
cupa §i pe
capacul piesei cu
crucea ordinului
de Malta in varf.
Marcile (marca
de mester cu
initialele LG sau
LC, destul de
neclard, §i marca
de proba Viena
172?, cu ultima
cifrd a anului
ilizibild) apar pe
talpa piesei.

Nepublicat.
Episcopia Romano-Catolica de Timisoara.
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9.

Ciborium

Master LG or LC, Vienna 1727.
Marked.

Silver-gilt, 13 lothe, chased.
H. 34 cm, D foot 17 cm, H. bowl 16 cm, D
bowl 12 cm. Very good condition.

Ciborium with a six-foiled circular
foot and a fleuron-
shaped node,
decorated with
strong volutes and
the symbols of
Eucharist: sheaves
of wheat and
bunches of grape.
The same
ornamentation is
displayed on the
bowl and the
cover, surmounted
by the Maltese
cross. The marks
(the master mark
with initials LG or
LC, hardly
legible, and
Vienna mark for
1727 with the last
figure totally
illegible) were
punched on the
foot.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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10.
Ciboriu

Johann Joseph Ignati Reymann,

Viena 1734.

Marcat: Reitzner 1952:171 cat.565 Joh. Jos.
Ignati Reymann 1725-dupa 1728/inainte 1748.

Argint aurit, 13 lothoni, ciocanit.
H.36 cm,, D talpa 18 cm, H. cupa 16 cm, D

cupa 12 cm.

Stare de conservare foarte buna.

Ciboriu cu talpa
sextlobata si
nodus in forma
de vas. Decoratia
constd din vaze
ornamentale de
flori cu bordura
de scoici si
volute, flancate
de capete de
ingeri — pe talpa
ciboriului, si de
retele de flori — pe
cupa acestuia.
Marcile (marca
mesterului
argintar Johann
Joseph Ignati
Reymann si
marca de proba
Viena 1734) apar
pe talpa piesei.

Nepublicat.

Episcopia Romano-Catolica de Timisoara.

10.
Ciborium

Unpublished.
Roman Catholic Bishopric of Timisoara.

https://biblioteca-digitala.ro

Johann Joseph Ignati Reymann,
Vienna 1734.

Marked: Reitzner 1952:171 cat.565 Joh. Jos.
Ignati Reymann 1725 —after 1728/before 1748.

Silver-gilt, 13 lothe, chased.

H. 36 cm, D foot 18 cm, H. bowl 16 cm, D
bowl 12 cm.
Very good condition.

Six-foiled foot
ciborium with a
vase-shaped node.
Floral ornamental
vases with a
frame of shells
and volutes,
bordered by angel
heads — on the
foot, and by floral
nets —on the
bowl, decorate the
object. The marks
(Johann Joseph
Ignati Reymann’s
master mark and
Vienna mark for
1734) were
punched on the
rim of the foot.

75|



Diana Mihoc Andrasy

11.

Potir

Frantz Woscherer sau Friedrich
Wirth (Wiirth), Viena 1699.

Marcat: Reitzner 1952:157 cat.390 Franz
Wascherer 1674-1706; p.160 cat.463 Friedrich
Wirth (Wiirth) 1697-1728.

11.
Chalice
Franz Waoscherer or Friedrich Wirth

(Wiirth), Vienna 1699.

Marked: Reitzner 1952:157 cat.390 Franz
Wascherer 1674-1706; p.160 cat.463 Friedrich
Wirth (Wiirth) 1697-1728.

Argintaurit, 13 lothoni, ciocanit, filigranat, email
pictat, pietre rosii, verzi, albastre.

H.25,5cm, Dtalpa 17,5 cm,H.cupa 9,5 cm, D
cupa 10 cm.

Stare de conservare foarte buna.

176

Silver-gilt, 13 lothe, chased, filigree decoration,
enamel painting, red, green, blue stones.

H. 25.5 cm, D foot 17.5 cm, H. bowl 9.5 cm,
D bowl 10 cm.

Very good condition.

https://biblioteca-digitala.ro
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Potir de ceremonie Ceremonial chalice
cu talpa circulara with its circular six-
sextlobata, nodusul foiled foot, vase-
in forma de vas si shaped node, and
cupa bogat bowl richly decorated
decorate cu filigran with filigree of
in forma de vita- grapevine and
de-vie si ciorchini bunches of grape.
de struguri. Pe Three painted enamel
talpa piesei si pe medallions, set with
cupa sa apar cate red and blue stones,
trei medalioane de are displayed on both
email pictat, the foot and the bowl
inconjurate de cabosoane rosii si of the object, depicting scenes of the
albastre, reprezentand scene din Passion of Christ. A Latin inscription

Patimile lui lisus. La baza nodusului
este gravatd inscriptia in latind
ANNO16~A~K~A ~A~S~M~99.
Marcile (marca mesterului Frantz
Woscherer/Friedrich Wirth (Wiirth) si
marca de proba Viena 1699) apar pe
talpa piesei.

was engraved at the base of the node:
ANNO16~A~K~A~A~S~M~99. The
marks (the master mark: Frantz

Woscherer/Friedrich Wirth (Wiirth)
and Vienna mark for 1699) were
punched on the foot.
Nepublicat. Unpublished.
Episcopia Romano-Catolica de Timisoara. Roman Catholic Bishopric of Timisoara.
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12.

Potir

Johann Georg Baptist Letie, Viena
1731.

Marcat: Reitzner 1952:172 cat.609 Joh.
Georg Baptist Letie 1730-1776.

12.

Chalice

Johann Georg Baptist Letie, Vienna
1731.

Marked: Reitzner 1952:172 cat.609 Joh. Georg
Baptist Letie 1730-1776.

Argint aurit, 13 lothoni, ciocanit, email, pietre
rosii, albe.

H. 25,5 cm,, D talpa 16,5 cm, H.cupa 9,5 cm,
D cupa 10 cm.

Stare de conservare foarte buna.

|78

Silver-gilt, 13 lothe, chased, enamel painting,
red, white stones.

H.25.5cm, D foot 16.5 cm, H. bowl 9.5 cm, D
bowl 10 cm.

Very good condition.
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Potir cu talpa circulara sextlobata si
nodus 1n foma de vas decorat cu volute.
Talpa i cupa potirului sunt decorate cu

sase medalioane de email pictat redand
scene din Patimi si putti in zbor plasati
alternativ. Unul dintre medalioanele de
pe talpa reprezinta stema episcopului de
Cenad Adalbert von Falkenstein, iar cei
doi putti tin Tn mana un potir, respectiv
voalul cu chipul lui lisus. Putti de pe cupa
potirului tin in mand o cruce si o punguta.
Decorul este completat de volute si
motive fitomorfe. Stema de pe talpa
piesei ne indica faptul ca ne aflam in fata
unei comenzi a episcopului de
Falkenstein datd argintarului vienez.
Marcile (marca mesterului Johann
Georg Baptist Letie si marca de proba
Viena 1731) apar pe talpa piesei.

Bibliografie: Catalog 1992a:75 cat.229.
Episcopia Romano-Catolica de Timisoara.

The circular six-foiled foot and the vase-
shaped node of the chalice are
ornamented with volutes. The foot and
the bowl are decorated with six painted
enamel medallions, alternating scenes
of the Passion and flying putti. One of
the medallions on the foot is displaying
the coat of arms of Adalbert von
Falkenstein, bishop of Cenad. Of the
two putti, one is carrying a chalice, the
other one the veil with Jesus’ figure. The
putii on the cup are bearing a cross and
alittle bag. The decoration is completed
by volutes and vegetal motifs. The coat
of arms indicates the fact that the chalice
was a command given to the Viennese
silversmith by the bishop of Falkenstein.
The marks (Johann Georg Baptist
Letie’s mark and Vienna mark for 1731)
were punched on the foot.

Bibliography: Catalogue 1992a:75 cat.229.
Roman Catholic Bishopric of Timisoara.
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13. 13.

Potir Chalice

Johann Georg Baptist Letie, Viena Johann Georg Baptist Letie, Vienna
1754. 1754.

Marcat: Reitzner 1952:172 cat.609 Joh. Marked: Reitzner 1952:172 cat.609 Joh. Georg
Georg Baptist Letie 1730-1776. Baptist Letie 1730-1776.

Argint aurit, 13 lothoni, ciocanit. Silver-gilt, 13 lothe, chased.

H.26cm,Dtalpa 16 cm, H.cupa9cm,Dcupa  H.26 cm, D foot 16 cm, H. bowl 9 cm, D bowl
9,5 cm. 9.5 cm.

Stare de conservare foarte buna. Very good condition.

. < Chalice with a
Potir cu talpa ) A
circulara P circular six-foiled

< foot, a volute-
sextlobatd, nodus ’
n Vta, . shaped node, and a
in forma de vas si

- ’ bowl decorated
cupa cu decor de with stron
volute puternice, g
simboluri volutes, symbols
eucharistice — of Eucharist -
spice de griu si sheaves of wheat
ciorchini de ’ and bunches of
StruouTi — si grape — and shells.

gurl - §1 The marks (Johann
scoici. Marcile .
(marca (. seorg Baptist

) Letie’s mark and
mesterului
argintar Johann Vienna mark for
Georg Baptist unggs(} lgtehrz
Letie si marca de p foot
proba Viena ’
1754) apar pe
talpa potirului.
Nepublicat. Unpublished.
Episcopia Romano-Catolica de Timisoara. Roman Catholic Bishopric of Timisoara.
| 80
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14.

Potir

Mester Valentin Puentiz (?), Europa
Centrala, posibil 1747.
Marcat: Reitzner
repunzierungsstempel.

1952:203 -

Argint aurit, ciocanit, email.

H. 29 cm, D talpa 19 cm, H.cupa 10,5 cm, D
cupa 11 cm.

Stare de conservare buna.

Potir cu tematica franciscana. Nodus
de alta provenientd, nedecorat. Talpa
circulard a potirului i cupa decorate
cu sase
medalioane de
email incadrate
de volute
puternic
reliefate, scoici,
panglici, spice
de grau.
Medalioanele
de pe cupa o
prezinta pe
Fecioara Maria,
flancata de cei
doi sfinti ai
ordinului,
Francisc de
Assisi si
Antoniu de
Padova cu lisus
in brate, in timp
ce medalioanele
de pe talpa
redau scene din

14.

Chalice

Valentin Puentiz (?), Central Europe,
possibly 1747.
Marked: Reitzner
repunzierungsstempel.

1952:203 -

Silver-gilt, chased, enamel painting.

H. 29 cm, D foot 19 cm, H. bowl 10.5 cm, D
bowl 11 cm.

Fair condition.

Chalice that exhibit a Franciscan
theme. Plain node of another origin.
The circular foot and the bowl are
decorated with six enamel
medallions,
framed by
forceful volutes,
shells, ribbons,
sheaves of
wheat.
Medallions on
the bowl
present the
Virgin, framed
by the two
saints of the
order, Francis of
Assisi and
Anthony of
Padua holding
Jesus. Scenes of
St. Johannes of
Capistrano’s life
are presented
by means of the
medallions on

81|
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viata Sfantului Johannes de Capestrano.
Pe talpa potirului apare inscriptia in
latina, destul de neclara, MAXIMILIAN
GABL ... 1747 ... VALENTIN ...
PUENTIZ ... fecit. Maximilian Gabl ar
putea reprezenta numele
comanditarului sau al donatorului
piese, iar Valentin Puentiz mesterul care
a executat-o. Singura marca care apare
peacest potir este,,12 - I, reprezentand
repunzierungsstempel, stampila de
remarcare mare, ,,12” — 1n acest caznu
semnifica puritatea argintului, ci faptul
cd s-au platit 12 creitari/lothon argint
pentru rascumpdrarea pieseli, litera
reprezentand orasul unde a avut loc
actiunea de remarcare, in acest caz
initiala ,,I” fiind simbolul orasului
Klagenfurt. Potirul a fost realizat, fara
indoiald, in Europa Centrala, Intr-unul
dintre centrele cu traditie 1n argintarie
din Austria, Bavaria sau Ungaria, stilul
baroc elaborat al piesei vorbind despre
un mester cunoscut in perioada.

Bibliografie: Catalog 1992a:75 cat.228; Roos
1998:150-151.
Episcopia Romano-Catolica de Timisoara.
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the foot. A Latin inscription, hardly
legible was engraved on the foot:
MAXIMILIAN GABL ... 1747...
VALENTIN ... PUENTIZ ... fecit.
Therefore, Maximilian Gable could be
the name of the commissioner or the
donor, while Valentin Puentiz the name
of the potential master. The only mark
punched on the chalice is *12 -I'— mark
standing for repunzierungs-stempel, the
big re-punching mark. In this case, 12
does not represent the purity of the silver,
but the compensation tax of 12 kreuzern/
silver loth paid for the object, while the
letter stands for the city where re-
punching took place, in this case ‘T —
symbol of Klagenfurt. The chalice was,
undoubtedly, executed in Central
Europe, in a traditional silverwork centre
of Austria, Bavaria, or Hungary, the
elaborate baroque style of the piece
indicating a well-known master of the
period as the author of the object.

Bibliography: Catalogue 1992a:75 cat.228;
Roos 1998:150-151.
Roman Catholic Bishopric of Timisoara.
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15.
Potir cu patena
Mester MB, Augsburg, posibil 1737.

Marcat.

Argint aurit, ciocanit, cizelat.

H. 19,5 cm, D talpa 12,5 cm, H.cupa 7,5 cm, D
cupa 8,5 cm.

Stare de conservare buna.

Potir cu talpa sextlobatd, nodus cu
sase fatete, cupa
s1 patend
nedecorate. Pe
talpa se gaseste
inscriptia in
latind Ex dono
Fll™ ae R™ Dni,
Adalberti LR.J.
Baronis de
Falkenstein
Eppi
Csanadiensis,
1737. Episcopul
de Cenad este,
prin urmare,
comanditarul
piesel. Marcile
(marca de
mester cu
initialele MB si
marca de proba
Augsburg) apar
pe talpa potirului.

Nepublicat.
Episcopia Romano-Catolica de Timisoara.

15.

Chalice and paten

Master MB, Augsburg, possibly 1737.
Marked.

Silver-gilt, chased, embossed.

H. 19.5 cm, D foot 12.5 cm, H. bowl 7.5 cm,
D bowl 8.5 cm.

Fair condition.

Chalice with a six-foiled food, six-
sided node, plain
bowl and paten.
The Latin
inscription Ex
dono Fll" ae R*
Dni, Adalberti
LR.J. Baronis de
Falkenstein Eppi
Csanadiensis,
1737 was
engraved on the
foot. The bishop
of Cenad is,
therefore, the
commissioner of
this piece. The
marks (master
mark with
mitials MB and
Augsburg
hallmark) were
punched on the
rim of the foot.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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16. 16.
Potir Chalice
Europa centrala, posibil 1737. Central Europe, possibly 1737.
Nemarcat. Unmarked.
Argint aurit, ciocanit. Silver-gilt, chased.
H.22 cm, D talpa 13,5 cm, H.cupa 7,5cm, D H. 22 cm, D foot 10.5 cm, H. bowl 9 cm, D
cupa 8,5 cm. Stare de conservare buna. bowl 9.5 cm. Very good condition.
Potir cu talpa Chalice with a
circulard circular six-foiled
sextlobatd, nodus si food, plain node
cupa nedecorate. and bowl. The
Pe talpa se gaseste Latin inscription
inscriptia in latind Ex dono Fll™ ae R
Ex dono Fll™ ae R = Dni, Adalberti
" Dni, Adalberti LR.J. Baronis de
LR.J. Baronis de Falkenstein Eppi
Falkenstein Eppi Csanadiensis, 1737
Csanacdiensis, was engraved on
1737, inscriptie the foot. The
identica cu cea care inscription is
apare la piesa identical with the
anterioara (cat.15). one engraved on
Ne aflam, desigur, the previous piece
in fata aceluiasi (cat.15). The
comanditar, bishop of
episcopul de Falkenstein also
Falkenstein. Piesa commanded this
nu prezintd marci object. No
de identificare. identification
marks are present.
Nepublicat. Unpublished.
Episcopia Romano-Catolica de Timisoara. Roman Catholic Bishopric of Timisoara.
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17.

Potir

Europa sud-estica sec. X VIII.
Nemarcat.

Argint aurit, ciocanit, traforat.
H. 22 cm, D talpa 10,5 cm, H.cupa 9 cm, D
cupa 9,5 cm. Stare de conservare buna.

Potir cu talpa
circulard
ornamentata cu
decor floral. Nodusul
in forma de vas
prezintd doud figuri
umane cu aripi de
pasare, avand sub ele
o coroand Incadrata
de initialele C.P.
Cupa este decorata
cu elemente florale
traforate — lalele si
heliantus, marginite
de o ornamentatie
denticulara. Decorul
floral al potirului
sugereaza influente
din arta
brancoveneasca i,
posibil, un mester
provincial. Piesa nu
prezintd marci de
identificare.

Nepublicat.
Episcopia Romano-Catolica de Timisoara.

17.

Chalice

South-eastern Europe, 18" century.
Unmarked.

Silver, chased, fretted.
H. 22 cm, D foot 10.5 cm, H. bowl 9 cm, D
bowl 9.5 cm. Fair condition.

Chalice with a
circular foot
ornamented with
floral elements.
The vase-shaped
node exhibits two
winged human
figures, having a
crown — framed by
the initials C.P. —
placed beneath.
The bowl is
decorated with
fretted floral
elements — tulips
and helianthus,
framed by a
denticulate
decoration,
suggesting
influences from the
Brancovan art,
and, probably, a
provincial master. No identification
marks are present.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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18.
Hrismatoriu
Viena 1731.

Marcat.

Argint, 13 lothoni, turnat, ciocanit.
H. 10,5 cm,, D talpa 4,5 cm.
Stare de conservare buna.

Piesa este o cutiuta
cilindrica sprijinita pe
patru picioruse,
reprezentandu-i pe cel
patru evanghelisti
redati figurativ: Ioan —
vulturul, Luca—
taurul, Marcu — leul,
iar Matei — Ingerul.
Hrismatoriul are trei
despartituri pentru
cele trei uleturi sfinte,
acoperite de un capac
cu o cruce in varf. O
inscriptie in latind
identificand functiile
obiectului se desfagoara n patru
registre pe corpul cutiutei:

r.1 CRISMA. OL: SALUTIS. OL:
INFIRM:

1.2 UNQUENTES EUM OL: INNOM:
DOM. c:s:v:14 Ep: Jac. Ap.

r.3 SACRAMENTUM. SS.
EUCHARIST:

r4 CARO ENIM MEA, VESRE EST
CIB: ET SAN: & c: loan: VI: V: 56.

Nepublicat.
Episcopia Romano-Catolica de Timisoara.
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18.
Chrismatory
Vienna 1731.
Marked.

Silver, 13 lothe, cast, chased.
H. 10.5 cm, D foot 4.5 cm.
Fair condition.

The object is a
cylindrical receptacle
standing on four little

feet — the figurative
representations of the
four evangelists: John
— the eagle, Luke — the
bull, Mark — the lion
and Matthew — the
angel. The chrismatory
has three flasks for the
sacramental oils,
covered by a top
surmounted by a cross.
A Latin inscription,
identifying the purpose
of the object, is displayed in four
layers round the box:
r.1 CRISMA. OL: SALUTIS. OL:
INFIRM:
1.2 UNQUENTES EUM OL: IN NOM:
DOM. c:s:v:14 Ep: Jac. Ap.
r.3 SACRAMENTUM. SS.
EUCHARIST:
r4 CARO ENIM MEA, VESRE EST
CIB: ET SAN: & c: loan: VI: V: 56.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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19.

Hrismatoriu

Noé Schoenwald, Arad mijl.sec. XIX.
Marcat: Kdszeghy 1936:3 cat.18 Noe
Schoenwald (n.1814, mester cca. 1840, F 1891);
P 2 marca proba nr.7.

Argint, ciocanit, gravat.
H.3cm,,D7x5,5cm.
Stare de conservare buna.

19.

Chrismatory

Noé Schoenwald, Arad mid.19" c.
Marked: Koészeghy 1936:3 cat.18 Noé
Schoenwald (born 1814, master around 1840,
T71891); p.2 hallmark no.7.

Silver, chased, engraved.
H.3cm,D7x5.5cm.
Fair condition.

Hrismatoriul este de forma ovala,
nedecorat, pe capac avand gravata
crucea malteza si literele CIO. Marcile
(marca mesterului Nog& Schoenwald si
marcade proba Arad mijlocul sec.XIX)
apar pe partea de jos a piesei.

Nepublicat.
Episcopia Romano-Catolica de Timisoara.

Oval-shaped chrismatory, plain, with
the Maltese cross and the letters CIO
engraved on the cover. The marks (Nog
Schoenwald’s master mark and Arad
mark for mid. 19" ¢.) were punch on
the inferior part of the piece.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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20.

Cinite altar cu tava

Johann Kheytten, Johann Krembser
sau Joseph Kransch, Viena 1741.
Marcat: Reitzner 1952:172 cat.580 Joh.
Kheytten 1727-inainte 1748; cat.596 Joh.
Krembser 1729-1752; cat.602 Jos. Kransch
1729-inainte 1748.

20.

Altar cruets and tray

Johann Kheytten, Johann Krembser
or Joseph Kransch, Vienna 1741.
Marked: Reitzner 1952:172 cat.580 Joh.

Kheytten 1727-before 1748; cat.596 Joh.
Krembser 1729-1752; cat.602 Jos. Kransch
1729-before 1748.

Argint, 13 lothoni, ciocanit.

TavaD 41 x 35, canite H. 15 cm, D talpa 7 cm,
D cupa 8 cm.

Stare de conservare foarte buna.

|88

Silver, 13 lothe, chased.

Tray D 41 x 35, cruets H. 15 cm, D foot 7 cm,
D bowl 8 cm.

Very good condition.
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Set alcatuit din doud canite de altar si o
tava care alcatuiesc un ansamblu
baroc extrem de elaborat,
impresionant prin bogatia ornamentald
si finetea executiei. Tava este de forma
ovala, avand campul central decorat
cu doud medalioane circulare pe care
apar inscriptiile: JHS s1 I[IXXR,
incadrate de o bordurd decoratd de
scoici si volute puternice. Spice de
grau, flori §i scoici completeaza
decorul tavei.
Cele doua canite
pentru vin si
pentru apa sunt
identice, toarta
fiind in forma de
cap de putto
montat pe un
maner in forma
de voluta.
Corpul canitelor
s1 capacul
acestora sunt
decorate cu
aceeasi bogata
ornamentatie:
scoici si volute.
Marcile (marca
de megter si
marca de proba Viena 1741) apar pe
capacul canitelor si pe medalioanele
din campul central al tavii.

Nepublicat.
Episcopia Romano-Catolica de Timisoara.

Set made of a pair of altar cruets and a
tray, an extremely elaborate work of
art in the baroque style, impressive by
its richness of ornamentation and the
exquisite refinement of execution.
The tray is oval-shaped, its central
field is decorated with two circular
medallions displaying the inscriptions
IHS and IIXXR, framed by a border of
shells and strong volutes. Sheaves of
wheat, flowers and shells extend the
decoration of the
tray. The two
cruets, one for
vine and one for
water, are
identical, the ear is
in the form of a
putto head
mounted on a
volute-shaped
handle. The body
and the cover are
decorated with the
same rich
ornamentation:
shells and volutes.
The marks
(master mark and
Vienna mark for
1741) were punched on the cover of
each cruet and on the medallions in
the central field of the tray.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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21. 21.

Navicula Incense boat

Johann Kheytten, Johann Krembser  Johann Kheytten, Johann Krembser
sau Joseph Kransch, Viena 1741. or Joseph Kransch, Vienna 1741.
Marcat: Reitzner 1952:172 cat.580 Joh.  Marked: Reitzner 1952:172 cat.580 Joh.
Kheytten 1727-inainte 1748; cat.596 Joh.  Kheytten 1727-before 1748; cat.596 Joh.
Krembser 1729-1752; cat.602 Jos. Kransch ~ Krembser 1729-1752; cat.602 Jos. Kransch

1729-inainte 1748. 1729-before 1748.
Argint, 13 lothoni, ciocanit. Silver, 13 lothe, chased.
H. 19cm, D talpa 12x 10 cm, D vaporas 16x ~ H. 19 cm, D foot 12 x 10 cm, D boat 16 x 10
10 cm. Stare de conservare foarte buna. cm. Very good condition.
Navicula sprijinita pe o talpa ovala si Incense-boat supported by an oval-
un picior cu nodus 1n forma de shaped foot and a stem with a fleuron-
fleuron, shaped node,
ornamentata cu ornamented
scoici si volute. with shells and
Marcile (marca volutes. The
mesterului marks (the
argintar §i marca silversmith
de proba Viena mark and
1741) apar pe Vienna mark for
talpa piesei si pe 1741) were
vaporas. Este punched on the
posibil sa fie foot and the
vorba de o boat. It may be
singura possible that the
comanda, data boat, together
argintarului with the altar
vienez, care cruets and the
includea canitele tray, were part
de altar si tava, of the same
precum si navicula. command, executed by the Viennese
silversmith.
Nepublicat. Unpublished.

Episcopia Romano-Catolica de Timisoara. Roman Catholic Bishopric of Timisoara.
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22.

Cadelnita

Johann Kheytten, Johann Krembser
sau Joseph Kransch, Viena 1741 —
partea superioara.

Joseph Loffler, Bratislava (Vartelek),
posibil 1828 — partea inferioara.
Marcat: Reitzner 1952:172, cat.580 Joh.
Kheytten 1727-inainte 1748; cat.596 Joh.

22.

Thurible

Johann Kheytten, Johann Krembser
or Joseph Kransch, Vienna 1741 —
superior part.

Joseph Loffler, Bratislava (Vartelek),
possibly 1828 — inferior part.

Marked: Reitzner 1952:172 cat.580 Joh.
Kheytten 1727-before 1748; cat.596 Joh.

Krembser 1729-1752; cat.602 Jos. Kransch
1729-inainte 1748 — partea superioara.

Készeghy 1936:309 cat. 1852, p.308 marca
probanr.1811; Reitzner 1952:287 cat. Preflburg

Krembser 1729-1752; cat.602 Jos. Kransch
1729-before 1748 — superior part.

Ko6szeghy 1936:309 cat.1852, p.308 hallmark
no.1811; Reitzner 1952:287 cat. Preburg
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Joseph Loffler — la 1828, p.284 marca proba
fig.P222 — partea inferioara.

Argint, 13 lothoni, ciocanit.
H. 98 cm cu lant, H. 29 cm, D talpa 13 cm.
Stare de conservare buna.

Este posibil ca aceeasi comanda (canite
altar cu tava, naviculd) sa includa si o
cadelnita pastrata, din pacate, doar
partial. Probabil ca partea inferioara a
piesei s-a pierdut sau distrus, astfel incat
a fost comandata alta mesterului Joseph
Loffler din Bratislava (Vartelek).
Executia acestuia reuseste sa se
integreze Tn mod fericit ntregului
ansamblu. Cadelnita este ornamentata
cu elemente de decor baroc, scoici si
volute, care apar pe corpul cadelnitei si
pe manerul acesteia. Marcile apar pe
talpa piesei si pe inelul central al
acesteia.

Bibliografie: Koszeghy 1936:308-309,
cat.1811,1852.
Episcopia Romano-Catolica de Timisoara.

192

Joseph Loffler — in 1828, p.284 hallmark
fig P222 — inferior part.

Silver, 13 lothe, chased.
H. with chain 98 cm, H. 29 cm, D foot 13 cm.
Fair condition.

It may be possible that the same
command (altar cruets with tray, incense-
boat) had originally included a thurible
as well. Unfortunately, only a part of it
has survived. It is likely that the inferior
part of the object has been lost or
destroyed, therefore a replacement was
ordered to master Joseph Loffler of
Bratislava (Vartelek). His execution
appropriately fits the entire set. The
thurible is decorated with baroque
elements, shells and volutes displayed
onits body and handle. The marks were
punched on the foot and the central part.

Bibliography: Kdészeghy 1936:308-309,
cat.1811,1852.
Roman Catholic Bishopric of Timisoara.
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23. 23.

Sfesnic de altar Altar candlestick

Europa centrald, 7/, sec. XVIIL Central Europe, %/, of the 18" c.
Nemarcat Unmarked.

Argint, turnat, ciocanit. Silver, cast, chased.

H. 45 cm. H. 45 cm.

Stare de conservare buna. Fair condition.

Stesnic de altar cu Altar candlestick with
baza trepieda a tripod base made of
modelata din volute si volutes and a vase-
nodus in forma de vas. shaped node. The
Suportul de lumanari wavy-shaped
are o forma ondulata. candlestick is
Decorul piesei este decorated with
alcatuit din volute si rocaille and vegetal
motive fitomorfe. motifs. No
Piesa nu prezinta identification marks
marci care sd ne ajute are present for
la identificarea ei, establishing the
stilul de executie master or the place of
sugerand ca data origin; yet, the style of
posibild a executiei a the piece points to the
doua jumatate a second half of the 18"
secolului al XVIII-lea, century as the date of
piesa fiind executata, execution, and to
fara indoiala, in Central Europe as
Europa centrala. place of origin.
Nepublicat. Unpublished.
Episcopia Romano-Catolica de Timisoara. Roman Catholic Bishopric of Timisoara.
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24.

Cruce

Europa sud-estica sec. XVIIL
Nemarcata.

Argint, ciocanit, traforat, lemn.
H.21 cm D talpa 9 cm.
Stare de conservare mediocra.

24,

Cross

South-eastern Europe, 18" c.
Unmarked.

Silver, chased, fretted, wood.
H. 21 cm, D foot 9 cm.
Partly damaged.

Cruce sculptatd in lemn si ferecatd in
argint. Piesa nu poate fi atribuitd unui
mester, neavand marci de identificare
aplicate. Prelucrarea sugereaza anumite
stangacii, indicand un mester de
provincie.

Nepublicata.
Episcopia Romano-Catolica de Timisoara.
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Cross sculpted in wood and encased in
silver. No identification marks are
punched on the object; therefore, it
cannot be certainly ascribed. Certain
awkwardness can be noticed regarding
the execution, indicating a provincial
master.

Unpublished.
Roman Catholic Bishopric of Timisoara.
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25. 25.

Carja episcopala Crosier

Timisoara mijlocul sec. X VIIL Timisoara, mid. 18" c.

Marcat: Kdszeghy 1936:354 cat. 2101, p.353  Marked: Készeghy 1936:354 cat.2101, p.353
marca proba nr.2089. hallmark no.2089.

Argint, ciocanit, pietre rosii, mov. Silver, chased, red, mauve stones.
D 31 x20cm. D31 x20cm.
Stare de conservare buna. Fair condition.
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Carja The crosier
episcopala made in
realizata la Timigoara is
Timisoara este realized in
reprezentatd in the form of a
forma de vrej creeping
cu frunze, stalk with
decorat cu leaves, set
cabosoane, in with stones.
interiorul The bust of
acestuia fiind Saint
executat Nicholas
bustul in relief (possibly
a Sfantului Saint Gerard
Nicolae of Cenad),
(posibil worked in
Sfantul Gerard relief, caring
de Cenad) cu the staff in
carja in mana his left hand,
stanga, surrounded
inconjurat de raze. Pe haina by rays, has been placed inside the
episcopala este aplicatd marca de stalk. Timisoara mark for mid. 18"
proba Timigoara, mijlocul sec. al century, has been punched on the
XVIII-lea. bishop’s cope.

Bibliografie: Kdszeghy 1936:353 cat.2089;  Bibliography: Koészeghy 1936:353 cat.2089,
p-354 cat.2101; Catalog 1992a:77 cat.238. p-354 cat.2101; Catalogue 1992a:77 cat.238.
Episcopia Romano-Catolica de Timisoara. Roman Catholic Bishopric of Timisoara.
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