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EMBLEMATIC MOTIFS ON BAROQUE GATES
OF BELGRADE

Abstract: The four entrances into the city fortress, with the Gate of Carl V1
at the ahead, are the most prominent baroque edifices preserved from the
period of Austrian administration in Belgrade. In the sense of construction,
these fortresses belong to the fortification system of S.Vauban, and architec-
turally, they restore the tradition of ancient Roman triumphal arches. Their
iconography, on account of the accompanying ephemeral baroque spectacle
of celebrating a ruler’s military conquest, is inseparable from the metaphora
of a Divine City or Heavenly Jerusalem. The paper examines in detail the
sources of their western European symbols and emblems.

After capturing the Belgrade fortress in 1717, the Austrians immedi-
ately set out to fortify and modernize the contruction of the fort most pro-
jected toward Turkey in entire Christiandom.

In addition to the barracks' and court of the governor of the Kingdom
of Serbia, Alexander Wirtemberg, the city gates displayed the baroque style
in the architecture of Austrian Belgrade, most prominently the Gate of Carl

I Military barracks meant for the architecture of a baroque city what monasteries
did to medieval architecture. Viewed generally, all European cities built between
the 16th and 19th centuries, were developed on the baroque theory of planning,
which means they were planned either as places for residence or for garrison bases,
i.e. they were to be constructed with the aim of being either permanent or temporary
seats of royal authority. The Belgrade fortress was in the 1720s and 1730s clearly
subjected to the urbanistic notion of a citadel for the army and capital of a king in
absentia. See Mumford, L., 1988, 366 and 391.



214 Ljiljana Sto3i¢

VI the Gate of Leopold I, the Sahat or Stambol-Gate and King-Gate 3 El-
ements of these edifices recalled the anthological details of magnificent
baroque palaces in Vienna and Wuerzburg, ideas and designs of the most
renowned Austrian and German architects (J.B. Fischer von Erlach, L.
Hildebrandt, J.B. Neumann).*

The construction of Italian fortresses in the 16th century was under-
taken by military engineers who subjected architechtural aims to construc-
tion, and aesthetic goals to the demands of technical calculations.® The de-
gree to which war in the Baroque period had become an “urban factor”,
reflecting on the “military conquest of space,” is best seen in the efforts of
French marshal and builder Sebastian Vauban (1633-1707), whose views
on building fortifications adapted to times of constant warfare would be
accepted accross Europe until the 19th century. Vauban’s emphasis on beauty
of the entrance gates, and the adaption of the fronts of the bastions to the
configuration of the terrain (numerous fortified cities in Italy, France, Ger-
many, Austria and Transylvania)®, was applied in the construction of the
Belgrade fort during the Austrian administration.

Owing to a considerable monetary sum collected by Pope Benedict
XMHI,” for the fortification and construction of Belgrade (by exacting addi-
tional taxes from the Catholic clergy), Swiss General Nikola Doxat de Morez,
1682-1739),% submitted in 1725 to the Court War Council in Vienna, headed

2 This is the only gate thanks to the memorial tablet of which we know the precise
date of completion - 1736. See BirtaSevi¢, M., 1956, 121. The qustionables of its
links with the Gate of Carl IV in the recent reports have not in the meantime, any
convincing scientific substances. See Uzelac, Z, 1988, 33-34.

3 Veselinovié, R., 1974, 539-540, 559 and 579-580.

4Vasi¢, P, 1971, 161; Veselinovi¢, R., 1974, 577 and 579. The participation of J.B.
Neimann on the fortification of the Belgrade city after 1717 is not yes prouved.
That is the reason of its quotations with remarks ,,maybe‘ probably® and ,,it seems
posible.” See Uzelac, Z., 1988, 31-34.

3 Entirely in the spirit of the said practice, Diirer in his tractate on city forts men-
tions city merely as an addition to a military encampment - a remainder and exten-
sion of the unused space of a fortress. See Mumford, L., 1988, 364.

6 Stefanovié¢ Vilovski, T., 1905 (No. 8) 246; Vatasianu, V., 1970, 181-182, fif. 303-
304.

7 The sum amounted to an incredible two million guldens then. See Vasi¢, P., 1971,
151; Veselinovi¢, R., 1974, 574. As a sign of gratitude and honor, one of the newly
erected bastions of Belgrade, the bulwark near today’s National Theatre, was named
St Benedict. See Veselinovic, R., 1974, 537.

8 Skalamera, Z., 1973, 13; Popovi¢, M., 1983, 42.
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by Prince Eugene of Savoy. a detailed urbanistic plan for the restoration of
the Belgrade fort and the city’s broader center.’

Transforming the fortified medieval Singidunum into a modern mili-
tary and royal fortification system required a reconstruction of old city gates
and the erection of new ones. One should not wonder then that one entrance
into the city has several names: Stambol, or the Constantinople Gate, was
also called the Wirtemberg Gate, because of its proximity to Alexander’s
barracks, and after the Austrians had built a tower with a clock on it, the
gate became known as Sahat (Clock) Gate:'° before it became known as the
Gate of Leopold I, the passageway was commonly named depending on the
route or part of the world it was situated in (Vidin, Smederevo or Isto¢na -
Eastern - gates);'' during the Turkish occupation, the King-Gate (Kralj
kapija) was referred to by such a variety of names that might provide names
for all the gates of the fort (Zapadna, Mala, Bosanska or Sabacka, Savska,
Vodena, Tajna, Dvojna, Zatvorena, Ogrun and Bresa)" the newly-built Gate
of Carl VI was more popularly referred to as the triumphal arch of Prince
Eugene of Savoy," the commander-in-chief of the Austrian army and the
liberator of Belgrade.

The decorative treatment of the facades of the Belgrade fort gates
from the first half of the 18th century is characterized by a rigid, military
variant of German Baroque, its visual order and sturdity. The architectural
division of the front of the gate was done according to Michelangelo’s prin-
ciple of modeling, with the chiaro-scuro effect. The effect is the applica-
tion of a rustic wall structure with stone quadrae, discrete profiling of the
capitals of the pillasters and accentuating the key-stone. Perched on top of
the semi-columns left and right from the entrance, or on holders in the shape
of hemmed-in pyramids above the entrance architrave, are generally large
stone globes or balls."

? Vasi¢, P., 1970, 150. Before he was appointed manager of the construction of the
Belgrade fort (1723-39), General Doxat was already renowned as a fortification
expert in Vauban’s system, when he built the city bastions of Temisoara. See
Stefanovi¢ Vilovski, T., 1905 (No. 9), 274.

10 Vasi¢, P., 1970, 161; Vulovi¢, M., 1972, 161; Veselinovi¢, 1974, 539.

Y Vulovié, M., 1972, 162; Popovi¢, M., 1982, 170.

2 Vulovié, M., 1972, 161; Popovi¢, M., 1982, 170

B Vulovi¢, M., 1972, 162-163.

4 Though of subsequent date (1753-80) the double-column entrance and the gate-
tunnel in the Upper Petrovaradin fortress, as well as the Belgrade triumphal arch in
the part of town under the fortification of this so-called Gibraltar on the Danube, is
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The Gate of Carl VI, which comes nearest in form and meaning to
the imperial Roman triumphal arch, had additional decorations. Its south-
western and northeastern frontons were decorated with cartouches, bearing
the imperial monogram and coat of arms of Trivalija'® or Northern Serbia'®
(boar’s head pierced with an arrow), and above the attic on the entrance
front the gate had three unique sculptoral finishes in the shape of trophy
military armors, helmets and banners."”

Triumphal arches were common architectural structures serving, since
ancient times, to show gratitude, admiration and honor to a ruler whose
military conquest was thus commemorated for all time. Pompous entrances
by rulers into a city were part of the usual western European baroque spec-
tacle. The stage scenery for the celebration of victorious conclusions to
royal military campaigns were worked out in detail, with the ruler’s mag-
nificent passage on horseback through the city gates, on the model of Christ’s
festal Entry into Jerusalem.'®

Those studying iconographic programs of architecture of recent date
have already observed how much builders of baroque triumphal arches re-
lied on Italian mannerists (G.Romano, S.Serlio, A.Palladio) for emblem-
atic instructions regarding stage decoration."” Serlio’s drawings for three
types of stage scenery equipment (comedy, tragedy and satire) made a pleiad
of his followers aware of the symbolic meaning of every detail in achieving
the desired effect of a selected architectural plan. Separate chapters of vol-
umes three and four of the Tractate on Architecture by this Bolognan builder
and theoretician contain suggestions for rustic gates, offering builders two
options for dynamic restoration: either to set sculptures or antiques in ap-
propriate niches or to enable a view of gardens, courts or other buildings
from the back, through openings made for windows or doors.?® Serlio’s

also crowned with two to three stone globes at the foot of the same sculptoral type.
See Vrani¢, M., 1963, 9, ill. 14, 17 and 18; Vulovi¢, M., 1972, 157.

15 The ancient name Tribali was retained for Serbs even in late-Byzantine names,
and Stematografija (1741) by Hristifor Zefarovic¢, done on the model of the heral-
dic collection Stematographia sive armorum illiricorum delineatio, descriptio et
restitutio (Vienna, 1701), by Croatian historian and engraver Pavle Ritter Vitezovic,
has impressed a coat of arms of Trivalija as a land or province to which Austria then
lay claim. See Jire¢ek, K., 1988 (1), 64, Davidov, D., 1971, 9, 38r, 50r.

16 Popovic, M., 1982, 176.

7 Vasi¢, P., 1970, 161; Popovi¢, M., 1982, upper drawing on page 177.

'8 Tovar Martin, V., 1981, 309-311; Timotijevi¢, M., 1989, 362-365.

19 Roteta, A.M., 1984, 26.

20 bid.
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architectural albums became widely popular in the West in the 17th cen-
tury, and his commentaries were translated into Latin, French, English,
Spanish and German. It should be remembered that Serlio was during his
lifetime most appreciated in the French milieu, where he worked as a court
builder and writer of influential tractates. There are, however, some possi-
bilities arising from this fact that have been neglected. Namely, it appears
probable that his younger namesake, Vauban, in his new conceptions of
fortifications and theoretic discourses on military fortresses, not only inge-
niously applied the building knowledge and practice of his great predeces-
sor, but indirectly made them the most sought-after European building theory
and practice in the contentious baroque times. The conspicuous similarity
of Serlio’s drawings for the city gates, flanked with columns or pillars (west-
ern facade ofthe Gate of Carl VI, Gate of Leopold I, Sahat Gate, King-Gate
and the Prva Vodena or Dizdar’s Gate) and triumphal arches with three-
fold openings with main entrances in the Belgrade fort (northeastern fa-
cade of the Gate of Carl VI and the Lower or Interior Vidin Gate)*' may be
interpreted only due to Vauban’s long-prevalent artistic taste formed on the
older traditions of Italian mannerists.?? This would explain the subsequent
reasons for mentioning the unusual variations of the Toscan and French
variants of German baroque architecture, inappropriately characterized as
the “Doric order*.?

Representatives of the Spanish and Austrian (German) branches of
Europe’s most powerful dynasty at one time, the Hapsburgs, considered
themselves legitimate successors to the Roman emperors. Their internal
and foreign policies were dependent on the Catholic church, continual war-
fare, acquisition and extension of land obtained through widely-branched

2! Based on four attached columns around the entrance and ends that divide the
facade into three parts, this gate may, conditionally, be an illustrative example for
both of Serlio’s typological drawings of the city entrances. The rusticity missing
today need not mean it was not there when it was built. See Vulovi¢, M., 1972, pic-
tures 6 and 7; Popovi¢, M., 1982, picture 48. Doxat’s original projects are preserved
in fragments today in the Vienna war archives and in the state library in Berlin, Ger-
many, with copies in the British library in London. These details, however, are
undiscernible in the published plans. See Popovi¢, M., 1982, 166, picture 62.
2 1t is well known how much the baroque movement inherited and adopted from
mannerism. What unites them is sometimes called a violent culture, in the sense of
a violent visual expression of movement and tension, but also, an attitude of life and
view of the world. Maravall, J.A., 1986, 210.

B Vasi¢, P, 1970, 161.



218 Ljiljana StoSi¢

family ties. Some of the mottos of these centralist absolutist rulers were, in
their “Empire, the sun never set” (Carl V), and “the whole world is subject to
Hapsburg Austria™, which is “predestined to rule eternally” (Friedrich I1I).>*

A baroque city, located on forbidden territory - a fortress - is a mag-
nified picture of the ruler’s court where, as if on stage, the absolute mon-
arch executes infinite power, like God, with general approval and adora-
tion. The apparent infinity of city streets meeting in one point - the main
square - demonstrate the internal order of a strictly centralized political
authority of a sovereign to whom all must bow at every moment as to an
infallible dominium.? Entrance into a city, as the center of absolute power,
symbolically joined and separated two worlds, the outside chaotic, and the
inside ordered, earth and heaven, war and peace.?* Thus the construction of
city walls with entrance gates acquired primary symbolic meaning, and did
not serve merely to define main routes.?’

Pairs of colossal columns - allegories of great strength and stability -
are old symbols of heavenly gates and holy places marking commencement
of a new life. Moralizing preachers and emblematists in the counter-refor-
mation were often want to compare the ideal ruler with the kings of the Old
Testament, the able military leader David and his son, the wise Solomon,?
and liken the royal cities of contemporary monarchs to the Temple of Solomon
and Heavenly Jerusalem.” As only the just may pass through the Zion doors
(Psalm LXXXVII, 2; Solomon’s tales IX, 1) on their way to the Divine city,
so only loyal subjects and good Catholics may seek and find shelter in the
baroque fortress of the world’s mighty (Hapsburg) empire.

24 These are the initials of the imperial maxim composed of the five vowels in alpha-
betical order (AEIOU), which have been variously interpreted, most commonly
as Alles Erdreuch Ist Osterreuche Unntertan, Austria erit In Orbe Ultima and Aus-
tria Est Imperare Orbi Universo. See Josimovi¢, 1., 1994, 93-94.

2 Mumford, L., 1988, 254.

26 It appears Constantin’s arch (312-313) inaugurated the presentation of two op-
posing life legislations on different parts of the world: western, facing the city,
symbolizing departure to war (prefectio), and eastern, looking to the village, mean-
ing arrival or return from war (adventus) and the beginning of peace. This is a
milestone in Roman state imperial art penetrated by chief postulates taken over
from Christian understanding of harmonic balance, but also on the dynamic prin-
ciple of the alternation and conciliation of war and peace, i.e. Night (Luna) and Day
(Sol). See Gerke, F., 1973, 55-58.

27 Mumford, L., 1988, 307-308.

28 Covarrubias, S. de, 1978, cent. I, embl. 34.

2 Sebastian, S., 1981 (1), 118-121; 7bid, 1981 (1), 139-143.
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Profane and spiritual rule, the earthly and heavenly kingdoms, was
inter-linked in history both in the East and West by the formation of great
(multi)national states - world empires (Old East. Roman Empire, Empire of
Charlemagne, Byzantine Empire, Russian Empire, Napoleon’s Empire).*
Attempting to subject a sovereign to the church, the West did quite the
reverse - it blessed and gave the emperor a life-long personality cult by
apotheosizing him.?' The German (Austrian) and Spanish Hapsburgs, like
the French Louis, for instance, proclaimed themselves state and God, by
abusing the gospel words - give to the king the king’s, to God God’s, and
every rule is God-ordained. Unable to transform ephemeral into infinite
phenomena, and matter into spirit, all sovereigns indirectly brought on their
own demise, with their absolute power. Disregarding the life of the indi-
vidual and the interests of their subjects, the sovereigns strove to diminish
them completely, nearly to extinction, losing sight of the fact that some day
they would meet the same fate. The art of this period depicts this view.
Baroque illusionism rested on a mechanism that abruptly distanced every
dot from its center, rendering it irretrievably invisible. When they become
subject to the laws they enacted for others, absolutist monarchs, kings and
emperors, will become smaller and and smaller until they cease to exist
physically and disappear without trace from the political scene.*

The baroque epoch was marked by ceremonious entrances into a city
which acquired the form of religious processions, whether the occasion
was a ruler’s military triumph, or visits, marriages and funerals, carnevals,
guild or religious feasts.” The triumphal arch was one of the most frequent,
though not the only, architectural structure erected for these purposes. The
local authorities and population would make preparations for its construc-
tion months beforehand, even an entire year, to present themselves at best
before notable guests, and make the event a memorable occasion to the
people and accidental passersby.** Triumphal arches, as the most pronounced

30 Berdjajev, H., 1992, 106.

3 Ibid., 48-50.

32 Mumford, L., 1988, 395.

33 Mihailovi¢, R., 1963, 105-107; Pedraza, P., 1982, 25.

3% The decoration of public and private buildings and houses - windows, doors,
balconies, fountains and monuments - in main streets and central squares, added to
the festive mood. There were other visual and sound effects - parade attires, jewelry
and accessories (branches, flowers, confetti, trumpets and fanfares, as well as fire-
works and advertizing boards, so-called tableaux vivants). Kernodle, G.R., 1970,
41, 60, 70-73, 82; Tovar Martin, V., 1981, 309-311; Pizarro Gomez, F.J., 1985, 47-
53; Gallego, J., 1985, 120-125.
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symbols of welcome, acquired the shape of city gates, church fronts or the
characteristics of a palace or princely castle.”® Special attention was at-
tached to the central doors, for the use of civic processions: their width,
height and elaboration of sculptoral ornamentation distinguished them from
the flanking side passageways, earning them the epithet royal gates.*

The arched doorway entrance, in the shape of a Roman triumphal
arch, occupied a special place in the architecture of the Carolingian renais-
sance (Lorsch monastery, near Worms). During the reign of the Hapsburgs
- the most determined claimants to the dream on the renewal of the old
Roman Empire and unification of the pan-European empire of Charlemagne,
Jesuits revived St Augustine’s idea of a Divine city (De Civitas Dei)’ as a
myth of the sovereign as the only true divine regent on earth, Christ.* Many
emblemic collections of the most educated Jesuit prelates, court preachers,
councellors, chroniclers and historians, were published with the aim of popu-
larizing the official military political idea of both state and church. Amidst
such interests, there naturally emerged moralistically illustrated tractates
on the ideal Christian ruler whose empire would extend beyond the Roman
Empire - to the world (Plus ultra).®®

The triumphal arch, with one or three arched passageways, supported
by massive columns or rustically placed stone quadrae, was a frequent
emblemic motif in the politico-moralistic collections worked out in detail
by the Jesuits, especially in the 17th century. Emphasis or precedence given
to the central arch has been viewed as a sign that the monarch’s closest
associates are to pass through the side entrances during triumphant entries
into the city.*° The need for mutual cooperation and support with wise coun-
cils at the state top, headed by the sovereign, was symbolically depicted in
the intrados, built of stone voussoirs: the mergence of the central keystone

35 Ibid, 64-80.

36 Of course, this led senior dignitaries and their suite in a hierarchical relationship
envised by protocol. Ibid., 36-39.

37 Yates, F.A., 1975, 2-3.

8 Ibid., 20-22.

39 Ibid., 23. After the discovery of the New World, this maximalist motto had to be
altered into Non plus ultra. The accompanying emblem with a pair of Heraclean
collosal columns, however, was retained and applied by the Austrian Hapsburgs:
the symbolic insignia of Carl VI, for instance, can be recognized by the two mas-
sive pillars, with the motto Fortitudine et constantia. See Rosenthal, 1971, 204-
217; Gallego, J., 1972, 195-197; Covarrubias, S. de, 1978, cent.], embl. 34; Matsche,
F., 1981, Abb. 24, 37, 38; Revilla, F., 1984, pp 59-61.

40 Mendo, A., 1662, emblem LXVIII on page 44.
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with the surrounding stones determined the fate of the entire construction
(centralist-absolutist authority) - its stability and permanence, or its shaki-
ness, insecurity and liability to fall.*!

In addition to the rustic method of construction, a common trait of
the baroque gates of the Belgrade fortress is a sculptoral decoration in the
shape of a stone globe placed on the pyramidal base or the columnal sup-
port.*? The combination of a tapering pyramid or column, with a ball at the
top, is a decorative element, the elaboration of which was a subject of spe-
cial interest to baroque emblemists. The pyramid has been viewed since
antiquity as a symbol for one of the four elements - earth - though its steep
four-sides with the sharp tip always gave rise to different and original meta-
phoric interpretations. Beginning from the Iconologia by Cesare Ripa, the
pyramid became an obligatory part of a ruler’s iconography, marking the
glory of a sovereign.” However, moralistic pamphlets depicted it as a sym-
bol of laborious and gradual accomplishment of every highly-set aim in
life.* Finally, the column and pyramid are taken as models for all just and
wise men: just as the sun that shines on them moves and changes their
shadows, but not themselves, so a man’s spirit must remain courageous,
under the blows of an evil destiny, trouble or difficulty in life, and his will
hard and indomitable.*

The usual inventory of symbolical images linked to triumphal arches
- as with the Belgrade Gatre of Carl VI - includes military trophies of confis-
cated enemy weaponry, equipment and standards. When military armors,
helmets and shields - symbols of strength, steadfastness and invincibility*®
- were seen hanging from a tree, thrown on the ground, buried or burned,
their meaning changed completely. They became emblems bearing highly

4 Ibid., emblem LXX on pp 57-58; Borja, J. de, 1981, 71 (Amicitiae bonum).

42 The aforesaid gates from the latter part of the 18th century in Fort Petrovaradin
and under the fort also had decorations. Vrani¢, M., 1963, illust. 14, 17 and 18.
Such traces have not been preserved only on the Belgrade King-Gate, and the ap-
pearance of its original tympanum can only be conjectured. As we know, their pin-
nacles and bases in the architecture of ancient temples were reserved only for sym-
bolical (palmettes, acanthuses) or allegorical sculptoral decorations (Nike or Victoria
as personifications of victory in wars or sports events).

# Ripa, C., 1603, 190 (Gloria de’prencipi).

# Mendo, A., 1662, doc. XXXVI, 174 (Sic docti a potentibus sublimandi); Borja,
J. de, 1981, 90-91 (Sic itur ad astra).

# Cepeda, F.N. de, 1688, p 135, empr. VII (Colligit umbram);, Covarrubias, S. de,
1978, cent. 11, embl. 149 (Immota flectitur umbra, nempe pyramidis).

46 Ripa, C., 1603, 167 (Fortezza).
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anti-war propaganda messages: from war to peace, a real and true victory,
or, let war never break out again.*’ Such important pledges, particularly
when found on the “war” side of the city doors, were a reminder of the need
to forget old enmities so that the foundations of peace may be more solid,
and that peace, with blessing from God, may last forever.

In the year the Gate of Carl VI was built (1736), died the great army
leader Eugene of Savoy, whose glory and merits in war were so great they
were remembered long after his death - the Belgrade triumphal arch is even
today known more by his name than the name of the emperor under whose
motto - “Austria above all”- the prince had waged wars. As the other gates,
this gate has preserved most of its authentic sculptoral and scenic inscrip-
tions - political messages and moralistic symbols. Unfortunately, it appears
this was insufficient to extend the fragile peace concluded between the two
powers: Belgrade fell from Christian into Ottoman hands only three years
later. The city gates shared the greatness and tragedy of the times they were
built in. They are indeed testimonies of ephemeral baroque spectacles com-
mitted to memory, like the absolutist monarchs who had them built, as uto-
pian conceptions and imperialistic aims, rather than as able in fact to imple-
ment and preserve them.

AMBJIEMATCKU MOTHUBU
HA BAPOKHUM KAIIUJAMA BEOI'PATTA

Pesume

Y nepuony aycrpujcke ynpase Beorpagom (1718-1739), 6apokHa obenexkja
apXUTEKTYpU TPaflcKOTr yTBPhetba laBalia Cy Ipajicka Bpata Meby KojuMa ¢y ce Hapo4uTo
uctnnane Kaiuja Kapaa VI, KaitujaJleotionoda I, Citiambo.a unu Caxaid katiuja v Kpa.v-
Kauja.

Y KOHCTPYKLMOHOM HOLJIEy, CBa OBa 3[jalkha u3rpabeHa cy no y3opy Ha
dopruduranuonn cucrem Cebacrujana. Bobana (1633-1707), ommrenpuxsahes y
nenoj EBpomn cee o mouerka XIX Beka. ITo3naBaonu nkoHorpadckor nporpaMa
apXMTEKType HOBHjer fo6a Beh Cy 3aNasniti y KOJHKO] Cy ce MepH FPafuTehy 6apOKHUX
TpHjyM(ATHUX NTYKOBA OClahaly Ha aMOIeMaTcKa YIIVTCTBA 3a CIEHCKY JeKOpaLujy
UTATH]aHCKUX MaHHpUCTa. YTHIA] KOjH cy Ha BobaHa Mopany HMaTH HalpTH 3a
pycitiutHe Kanyje 60J0WCKOT FpauTerba i TeopeTH4apa apxutekType, Cebacrijana
Cepnuja (1475-1554), ocrao je, MebyTuM, HeJJOBOJbHO HcHUTaH. MHIeHHO3HO

47 Alciati, A., 1621, embl. CLXXVIII (Ex bello pnax); Mendo, A., 1662, doc. 11,
embl. 7 (Labitur quod Deo bene non haeret); Covarrubias, S. de, 1978, cent II,
embl. 65 (At ergo nunquam metus); Borja, J. de, 1981, 172-173 (Non renovandunt)
and 232-233 (Vera victoria).
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NIPUMEHIBIIH TPAJIHTEIHCKA 311atha M YMETha CBOT BEJIHKOI IPeTXOHIKa, Boban ux je
[OCPEIHO YUMHHIO HAjTPaKEHIOM 3alafHOEBPOIICKOM apXHUTEKTOHCKOM TEOPHjOM H
NIPaKCcoM y paToOBHMA 0o0eseskenuM 6apOKHHM BPEMEHHMA.

Yna3 y rpaj Kao UeHTap HajBHIIC MOKH IIPEJCTaB/bao je TPAaHHYHO MECTO
Crajama M pas3Bajama [Bajy, ClobHEer-XaoTHUHOT H YHYTpalber-ypebenor caera,
3eMibe M Heba, pata i Mupa. ITojnsame rpajicku 3IIHHA € YIa3HHM KalldjaMa y 6apoKHA
rpaf, cTora, Hiije CIY:KHIO caMo 3a OfipebuBarme IaBHUX MYTHHX NpaBana Beh je
naobujano BpegHOCT IpBopaspeaHux cumborna. Peu je o enoxu Kojy cy obenexunu
CBEUAHH YIIACIH Y I'pajl (eHilipade NI enifipaitie ) y hOPMH PEIMTHO3HIX IPOLIECHja GHII0
J1a Cy M HENOCPENHH NOBOLH OiJIM BIIagapCKH BOJHH TPHjyMdIL IOCETE, BEHUaHa HIIOIpesH,
61710 [1a ce PafiiyIo O KaPHEBAJICKHM, ECHA(PCKIMM H IPKBEHNM cBedaHocTHMa. TpujyMdarnuu
IyK 64O je jefjaH off Hajuenthux Majia He ¥ jeiliHu 00jeKart MojIu3aH y OBE CBpXE.

Harnamapame 1 gaBame NPENHOCTH CPENbEM JIYKY CI1aBONYKA je3YUTCKH
ambnemaruyapu XVII Beka TyMauusnu cy notpe6oM fia Kpo3 604HE poJia3e NPUIRKOM
TpUjyMaHOr ynacka MOHapxa y rpaf npoby HHXOBH Haj6IHXH capaiHUIM IpeMa
IIPOTOKOJIOM CTPOro npesiBubeHoM xujepapxujckom peny. [lorpeba 3a mehycobHOM
capaJilboM ¥ AP:KaBHOM BpXY Ha 4eJly ca BnajjapeM Jo0ua je cBoj YOeNIbUBU JINKOBHH
13pa3 Gaul y Jy9HEM CBOAOBUMA U3rpabeHnM Ol KAMCHHX KBagepa: CTabHITHOCT
TPajHOCT YHTABE KOHCTPYKIHj€ (LEHTPATHCTHIKO-aNCONYTUCTHYKE BIIACTH ) 3aBUCH A
je of1 fobpe CTONBEHOCTH CPEARET” (3arIaBHOT HIM TEMEHOI') KaMEHa C OHEMAa KOjJH cy
I'a OKPYXHUBAJIH.

Y 3ajenHnuKe ofnrKe 6apOKHUX KamHja 6e0rpafckar yrephema, yopajajy ce u
CKYJIITOPAJIHU YKPACH Y OOMHUKY KYIJIM IIOCTaB/bEHUX Ha IPaMUJIaTIHe TOCTAMEHTE U
crybonuke Hocaue. M oBaj MoTuB 61O je npeaMeT nocebHe paspaje y 6apoOKHUM
NOJNUTHYKO-MOPANN3aTOpcKuM 360opHunnMa. ITouer on Mrowno.aoduje Uesapa Pume,
nupaMufa je o3HauaBalia cllaBy MOHapxa 1 Gmiia ciMOOT MYKOTPITHOT ¥ MOCTEIECHOT
JOCe3ama CBAKOT BICOKO NTOCTABIbEHOT XKUBOTHOT I1Jba.

Kapa 6u ce Ha TpujyMparHuM TYKOBIMa - KaKas je ciiydaj u ca Kaiiujomu Kap.aa
VI - gamiyie ¥ aljiKanyje ca BOjHUUKUM TpoejiMa, 3aleeHIM OpyxKjeM, 60jHOM
OIPEMOM M 3acTaBaMa HEIpHjaTelba, OHE CY HMaJle Liib 1a CTalHO NofAcehajy Ha
HEONXOHOCT 3a60paBibatba CTapUX HEeNpHjaTelbcTaBa Kako OM cKianame Mupa 6o
TIOCTaBIbEHO Ha IITO YBpLIhe TEMETbE.

Hazxamnoct, caMo HeKOJHKO rofHa oo cy carpabete (1736), 6apokHe Kanuje
Beorpapa npenne cy u3 xpuithauckux y ocMancke pyke (1739). One jomr u jraHac
BEPOROCTOJHO CBEROUE KAKO O eheMepHOM KapakTepy GapOKHHUX ClIeKTaKaja, TaKo i
0 YTOIMMCTMYKUM 3aMHICIIIMa U UMIIEpUjaTICTUUKIM [IHIbEeBUMa CBOI'd BpEMEHA.
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Pl. 1 The Gate Carl VI, norhtwestern view

Pl. 2 The Gate of Carl VI, southwestern view
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PIL. 3
The Gate of
Leopold 1
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PL. 5 The King-Gate

PL. 6-7 S.Serlio (Architettura, III-1V,1619), drawing for rustic gates
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Pl. 9 J.de Borja (Brisel, 1680), Amicitiae bonum
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Pl. 13 J.de Borja (Brisel, 1680), Pl. 14 A.Mendo (Lion, 1662), Sic
docti a potentibus sublimandi
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Pl. 17 A.Alciati (Milano,
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