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Stained glass is a  form of painting, although technically 
it is a set of panes that fill a window. From this arises the 
essential property of stained glass: individual panes can 
be replaced or moved, and a  stained-glass panel is eas-
ily transformed. Over time modifications of the material 
structure of stained glass contribute to its different per-
ception by viewers, and the transformations themselves 
are also a result of different ways of seeing. I propose to 
examine this issue using the example of twenty-three me-
dieval stained-glass panels from the Dominican church 
and friary in Cracow.1

* 	The author received funding from the Excellence Initiative – Ja-
giellonian University programme (2024); initial work was carried 
out within the research project: ‘The Corpus of Medieval Stained 
Glass in Poland’ funded by the National Programme for the De-
velopment of the Humanities (under grant agreement no. 0030/
NPRH3/H11/82/2014), completed in 2021, in which the present 
author was the research group leader. 

1 	For essential information about this group of stained-glass pa-
nels, see: Malarstwo gotyckie w  Polsce, ed. by A.S. Labuda and 
K. Secomska, Warsaw, 2004 (Dzieje Sztuki Polskiej, II/3), pp. 131–
134 (H. Małkiewiczówna). For a comprehensive study, see: D. Ho-
rzela, Die mittelalterlichen Glasmalereien in Kleinpolen (ohne die 
Marienkirche in Krakau), im Przemyśler Land und in Schlesien, 
Cracow, 2025 (Corpus Vitrearum Medii Aevi, Polen, I, 2), pp. 
247–350.
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1. STAINED GLASS: A MATTER  
OF CONJECTURE

The earliest stained-glass panels in this group were ex-
ecuted for windows in the chancel of the church in the late 
thirteenth and early fourteenth century [Fig. 1].2 The main 
factor that affected their perception was availability for 
viewing. The Dominicans are the only religious order in 
whose churches the presence of a chancel screen was oblig-
atory, the relevant legislation having been set down in the 

2	 L. Kalinowski, ‘Die ältesten Glasgemälde der Dominikanerkir-
che in Krakau’, in Bau- und Bildkunst im Spiegel internationaler 
Forschung. Festschrift zum 80. Geburtstag von Prof. Dr. Edgar Leh-
mann, Präsident des CVMA Nationalkomitees in der DDR, Berlin, 
1989, pp. 114–124; D. Horzela, ‘Tropem witrażystów ok. 1300, 
czyli ponownie o najstarszych witrażach kościoła Dominikanów 
w Krakowie’, Rocznik Krakowski, 88, 2022, pp. 97–126. For the his-
tory of the construction of the Dominican church and friary in 
Cracow, see: A. Bojęś-Białasik, J. Czechowicz, M. Łyczak 
and M. Szyma, ‘Krakowski kościół Świętej Trójcy w  średnio-
wieczu. Fazy budowy w świetle najnowszych badań’, Rocznik Kra-
kowski, 88, 2022, pp. 275–308; K.J. Czyżewski, A. Markiewicz,  
M. Szyma and M. Walczak, ‘Dzieje budowy i wyposażenia koś-
cioła i klasztoru Dominikanów w Krakowie. Zarys problematyki’, 
in Sztuka w kręgu krakowskich dominikanów. Nowe studia, ed. by 
A. Markiewicz, M. Szyma and M. Walczak, Cracow, 2025 (Studia 
z historii sztuki dawnej Instytutu Historii Sztuki Uniwersytetu Ja-
giellońskiego i Muzeum Narodowego w Krakowie, 15), pp. 11–34.
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1.	Probable location of stained glass from the first stage of glazing of the Dominican church in Cracow. Reconstruction of the ground floor plan 
in the 2nd quarter of the 14th c.: D. Bojęś-Białasik, M. Łyczak, M. Szyma. Photo of stained glass: D. Podosek / Corpus Vitrearum Poland
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2.	Visibility of the eastern window of the chancel c. 1400. Choir screen reconstruction: Marcin Szyma, Jacek Czechowicz (according to laser 
scanning by ArchiTube). Photo of stained glass: D. Podosek / Corpus Vitrearum Poland

3.	Heightening of walls and windows of the Dominican church c. 1440. Reconstruction: Marcin Szyma, Jacek Czechowicz
GSPublisherEngine 0.0.100.100

2 10m8642 10m86420



46

Order’s constitutions as early as 1249.3 In the Dominican 
church in Cracow, a wall measuring approximately 4.6 m 
in height, pierced with only two openings, was raised in 
the chancel arch around the mid-thirteenth century.4 The 
earliest stained-glass panels for the chancel windows were 
executed approximately half a century later (c. 1290–1300 
and 1310–1320), and, from the very beginning, it must 
have been taken for granted that the stained glass would 
be seen in its entirety only by the friars.5 When, at the end 

3	 ‘Intermedia que sunt in ecclesiis nostris inter seculares et fratres. 
sic disponantur ubique per priores. quod fratres egredientes et in-
gredientes de choro non possint videri a secularibus. vel videre 
eosdem. Poterunt tamen alique fenestre ibidem aptari. ut tem-
pore elevacionis corporis dominici possint aperiri. Item. In alis 
que sunt in ecclesiis iuxta chorum fratrum a dextris et a sinistris. 
mulieres ingredi non permit tantur’, see: R.A. Sundt, ‘Mediocres 
domos et humiles habeant fratres nostri: Dominican Legislation 
on Architecture and Architectural Decoration in the 13th Centu-
ry’, The Journal of the Society of Architectural Historians, 46, 1987, 
pp. 394–407.

4	 K. Czyżewski, M. Szyma and M. Walczak, ‘Przegroda chórowa 
i lektorium w kościele Trójcy Świętej w Krakowie. Rekonstrukcja 
– datowanie – użytkowanie’, Biuletyn Historii Sztuki, 83, 2021, pp. 
783–842 (esp. 801); K. Czyżewski, M. Szyma and M. Walczak, 
‘The Choir Screen in the Dominican Church of the Holy Trinity 
in Cracow: Form and Function’, Journal of the British Archaeolo
gical Association, 176, no. 1, pp. 178–215, <https://doi.org/10.1080/ 
00681288.2023.2229147> [accessed 30 April 2025].

5	 For the oldest stained-glass windows from the Dominican 
Church, see: L. Kalinowski, ‘Die ältesten Glasgemälde’ [as in 

of the thirteenth century, a  Christological cycle was in-
stalled in the east window of the straight wall terminat-
ing the chancel, lay people standing in the last bays of the 
nave were able to barely see the outlines of this colourful 
scheme [Fig. 2].6 No part of the stained glass in the chan-
cel’s lateral windows, depicting figures of saints beneath 
canopies, would have been visible to lay people from any 
perspective.7 All they could see as far as these windows 
were concerned, were tiny panes of glass joined by lead 
cames, visible on the outside of the building. The situa-
tion changed only slightly around 1440, when the chancel  
walls and windows, were heightened [Fig. 3], and then 
after the fire of 1462, when a  new opening was pierced 

note 2], pp. 114–124; L. Kalinowski and H. Małkiewiczówna, 
‘Trzynastowieczne Ukrzyżowanie na kwaterze witrażowej z koś
cioła Dominikanów w Krakowie’, in Argumenta, articuli, quaestio-
nes. Studia z historii sztuki średniowiecznej. Księga jubileuszowa de-
dykowana Marianowi Kutznerowi, Toruń, 1999, pp. 79–98 [English 
edition: L. Kalinowski and H. Małkiewiczówna, Ars vitrea. 
Collected Writings on Mediaeval Stained Glass, ed. by D. Horzela  
and J. Utzig, Cracow, 2016, pp. 139–153]; D. Horzela, Cud światła. 
Witraże średniowieczne w Polsce, cat. entries, Cracow, 2020, pp. 
132–137, cat. nos. 14–16 (D. Horzela) and pp. 196–197, cat. no. 51 
(D. Horzela); D. Horzela, ‘Tropem witrażystów ok. 1300’ [as in 
note 2], pp. 97–126.

6	 L. Kalinowski and H. Małkiewiczówna, ‘Trzynastowieczne 
Ukrzyżowanie’ [as in note 5], pp. 79–98.

7	 For a reconstruction of the original composition of this glazing, 
see: D. Horzela, ‘Tropem witrażystów ok. 1300’ [as in note 2], 
pp. 208–217.

4.	Visibility of chancel windows in the Dominican church, 2nd half of 15th c. Choir screen reconstruction: Marcin Szyma, Jacek Czechowicz 
(according to laser scanning ArchiTube)
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above the old thirteenth-century east window, which 
was blocked out.8 At that time, the east window, with its 

8	 According to records dating back to 1615, Katarzyna Białuszyna 
had the choir vaulted twice: ‘D. Catharina Bialuszyna de Mel-
styn, Castellani et capitanei Cracoviensis Nicolai de Michalow 
uxor, quae chorum ecclesiae nostrae duabus vivibus testudinavit, 
valore marcarum 600 clipeum chori solenniter fieri fecit’, quot-
ed after H.R. von Zeissberg, Kleinere Geschichtsquellen Polens 
im Mittelalter, Vienna, 1877 (Archiv für Kunde österreichischer 
Geschichts-Quellen, 55), p. 145. This passage has been various-
ly interpreted, see: L. Lepszy and S. Tomkowicz, Kraków. Koś-
ciół i  klasztor oo. Dominikanów, Cracow, 1924 (Zabytki sztuki 
w  Polsce, 1), pp. 2–4; F. Kopera, ‘Średniowieczna architektura  
kościoła i  klasztoru OO. Dominikanów w  Krakowie. Na pod-
stawie zdjęć architektonicznych Zygmunta Hendla’, Rocznik 
Krakowski,  20, 1926, p. 70; J.  Muczkowski, ‘Kościół św. Trójcy 
w Krakowie’, Rocznik Krakowski, 20, 1926, p. 50; A. Miłobędzki,  
‘Późnogotyckie typy sakralne w  architekturze ziem polskich’, in 
Późny gotyk. Studia nad sztuką przełomu średniowiecza i czasów 
nowych. Materiały sesji Stowarzyszenia Historyków Sztuki Wroc-
ław 1962, Warsaw, 1965, p. 93; J.S. Jamroz, ‘Średniowieczna ar-
chitektura dominikańska w  Krakowie’, Rocznik Krakowski, 41, 
1970, p. 27; D. Hanulanka, ‘Sklepienia późnogotyckie na Śląsku’, 
Wrocław, 1971, pp. 4, 6f; J. Frazik, ‘Sklepienia żebrowe w  Pol-
sce XV wieku’, in Sztuka i ideologia XV wieku, Materiały sympo-
zjum komitetu nauk o sztuce Polskiej Akademii Nauk Warszawa, 

newly arranged stained glass, would have been better vis-
ible from the nave, as it soared above the chancel screen 
(extended in the fourteenth century) [Fig. 4]. Viewed 
from the nave, the remaining chancel windows would 

1–4 grudnia 1976 r., ed. by P. Skubiszewski, Warsaw, 1978, pp. 535–
536. For the correct dating see: J. Gadomski, ‘W sprawie datowa-
nia sklepień sieciowych w prezbiterium kościoła Dominikanów 
w Krakowie’, Sprawozdania z posiedzeń Komisji Naukowych Pol-
skiej Akademii Nauk, Oddział w Krakowie, 30, 1986, no. 1–2, p. 177, 
see also: M. Szyma, ‘Fryz z  motywem lilii w  kościołach domi-
nikańskich w  Polsce’, in Kronika Miasta Poznania, 2004/3: Nasi 
dominikanie, Poznań, 2004, p. 105; idem, Kościół i  klasztor Do-
minikanów w Krakowie: architektura zespołu klasztornego do lat 
dwudziestych XIV wieku, Cracow, 2004 (Ars Vetus et Nova, 15), 
pp. 97–98; idem, ‘Sklepienie sieciowe w  chórze kościoła Domi-
nikanów w Krakowie i  jego miejsce w późnogotyckiej architek-
turze Małopolski’, in Sztuka w kręgu krakowskich dominikanów, 
ed. by A. Markiewicz, M. Szyma and M. Walczak, Cracow, 2013, 
p. 399; D. Horzela, ‘Piętnastowieczny witrażowy cykl maryjny 
i jego miejsce w wystroju kościoła Dominikanów w Krakowie’, in 
Claritas et consonantia. Funkcje, formy i znaczenia w sztuce śred-
niowiecznej. Księga poświęcona pamięci Kingi Szczepkowskiej- 
Naliwajek w dziesiątą rocznicę śmierci, ed. by M. Jakubek-Racz-
kowska, Toruń, 2017, p. 152. On this construction phase see:  
A. Bojęś-Białasik, J. Czechowicz, M. Łyczak and M. Szyma, 
‘Krakowski kościół Świętej Trójcy’ [as in note 2], pp. 304–305.

5.	Adoration of the Magi and Coronation of the Virgin (now in the Dominican  
Museum in Cracow), remnants of Marian stained-glass cycle from the chancel’s 
two westernmost south windows. Photo: D. Podosek / Corpus Vitrearum Poland



48

6.	Dominican church in the second half of the 15th c., ground-level cross-section (the arrow points to the Chapel of the Annunciation).  
Reconstruction: Marcin Szyma, Jacek Czechowicz, after: J. Czechowicz and M. Szyma, ‘Gotyckie kaplice’, fig. 26 [as in note 10]

7.	The former Orlik family chapel in the Dominican church (after the fire of 1850). 
Drawing by Teofil Żebrawski in his letter to Aleksander Przezdziecki dated 20 Feb. 
1851, AGAD [Central Archives of Historical Records], inv. no. 1/352/0/4/D394, no. 5.  
Photo: AGAD (Public Domain)

8.	The Orlik family chapel in the Dominican 
church (present state). Photo: D. Podosek
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9.	Stained glass executed for the side chapels of the Dominican church during the 1st half of the 15th c., from the left: The Burning Bush Virgin, 
St Mary Magdalene, St Catherine, St Margaret (now: Cracow, National Museum). Photo: D. Podosek / Corpus Vitrearum Poland

GSPublisherEngine 0.0.100.100
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10. Ground plan of the Dominican church and friary (present state). Drawing: J. Czechowicz
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have appeared in such a severely foreshortened perspec-
tive that any meaningful appreciation of the stained-glass 
imagery would have been precluded. Only the scheme 
of Marian scenes, dating from around 1440 [Fig.  5], in-
stalled in the chancel’s two westernmost south windows, 
would have been visible at an oblique angle. When seen 
from within the chancel, in turn, the stained-glass images 
in these two windows communicated to the friars the ex-
istence of the Annunciation Chapel [Fig. 6], built around 
1440 immediately adjacent to the chancel, which was not, 
however, accessible to them from that site.9 

The chancel stained glass, clearly visible to the friars 
seated in the choir stalls, was ‘a matter of conjecture’ for 
the laity. It was not until the beginning of the fifteenth 
century, when windows in the side chapels adjacent to the 

9	 D. Horzela, ‘Piętnastowieczny witrażowy cykl maryjny’ [as in 
note 8], pp. 149–174.

church’s aisles were glazed, that the latter group was fi-
nally able to view stained glass (in easily accessible, lower-
mounted windows) [Fig. 7, 8, 9].10 Lay people were also 
able to appreciate stained glass in the friary’s cloisters, 
which were accessible to them, in the walks running along 
the sides of the first quadrangle, because at least the win-
dows in the east walk are known to have been fitted with 
figural stained glass around 1430 to 1440 [Fig. 10, 11].11

2. STAINED GLASS: MATERIAL RELICS  
OF THE PAST
In the seventeenth century, numerous churches in the 
Catholic part of Europe were refurbished which also af-
fected the appearance of windows. Charles Borromeo, 
whose instructions regarding church buildings became 
very influential, directed that windows be ‘translucent, 
and in no part coloured’, which was motivated by the vis-
ibility of the liturgy, which took precedence over all other 
matters.12 Stained glass was often also removed because 
it did not match the new furnishings of the chancel. As 
new altarpieces were erected in chancels, any openings 
located behind them were blocked up for practical rea-
sons, as was the case in the Corpus Christi church in Cra-
cow.13 The Dominican church underwent radical altera-
tions, too.14 Between 1581 and 1583 the chancel screen was 

10	 K. Czyżewski, M. Szyma and M. Walczak, ‘Od króla do szew-
ców. Kaplice kościoła Dominikanów w Krakowie, ich fundatorzy 
i użytkownicy’, Rocznik Krakowski, 87, 2021, pp. 67–99; K. Czy-
żewski, M. Szyma and M. Walczak, ‘From Kings to Shoema-
kers: The Side Chapels of the Dominican Church in Cracow and 
Their Patrons’, in Artistic Patronage in Central Europe: From Pri-
vate Foundations to State Art. Proceedings of the 27th Conference of 
the Working Group of German and Polish Art Historians and Con-
servators in Warsaw, 19–21 September 2019 (= Kunstpatronage in 
Mitteleuropa zwischen Privatstiftung und Staatskunst. Beiträge der 
27. Tagung des Arbeitskreises deutscher und polnischer Kunsthisto-
riker und Denkmalpfleger in Warschau 19.–20. September 2019), 
ed. by J. Adamski, Warsaw, 2021, pp. 57–86; J. Czechowicz and 
M. Szyma, ‘Gotyckie kaplice kościoła Świętej Trójcy. Zagadnienia 
rekonstrukcji i chronologii’, in Sztuka w kręgu krakowskich domi-
nikanów. Nowe studia [as in note 2], pp. 79–104.

11	 Stained-glass panels depicting the Throne of Grace, the Burn-
ing Bush Virgin, and the Crucifixion come from the cloister, see:  
D. Horzela, Cud światła [as in note 5], pp. 174–177, cat. nos. 38–39  
(D. Horzela), pp. 200–201, cat. no. 54 (D. Horzela).

12	 P. Krasny and M. Kurzej, Mediolańskie instrukcje o  budynkach 
i sprzętach kościelnych wydane na polecenie Karola Boromeusza i ich 
recepcja w Kościele katolickim, Cracow, 2021, p. 231.

13	 On the blocking of windows in Corpus Christi church in 1631 see: 
D. Horzela, ‘Witraże w  kościele Bożego Ciała na Kazimierzu 
– fundacja jagiellońska?’, Biuletyn Historii Sztuki, 81, 2019, no. 1, 
p. 36, fig. 3.

14	 On the transformations of the Cracow Dominican church and fria
ry in the post-Tridentine era, see most recently: K.J. Czyżewski  

11. The Throne of Mercy, The Crucifixion, and The Burning Bush 
Virgin: stained glass originally from the east walk of the cloister.  
Photo: D. Podosek / Corpus Vitrearum Poland
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demolished and work on the refurbishment of the chan-
cel, which encompassed the construction of new stalls 
and a new altarpiece, was begun in 1603.15 The construc-
tion of the altarpiece – which must have been similar in 
form and size to the multi-storied Mannerist altarpiece 
that survives in the Augustinian church16 – was preceded, 
in 1614, by the renovation of the windows, which con-
sisted in stripping them of all stained glass and replacing 
it with clear glass glazing.17 There was nothing unusual 

and M. Walczak, ‘Przemiany krakowskiego kościoła i klasztoru 
Dominikanów w dobie potrydenckiej’, in Sztuka w kręgu krakow-
skich dominikanów. Nowe studia [as in note 2], pp. 121–136, also: 
K.J. Czyżewski, A. Markiewicz, M. Szyma and M Walczak, 
‘Dzieje budowy’ [as in note 2], pp. 22–24.

15	 K.J. Czyżewski and M. Walczak, ‘Przemiany krakowskiego 
kościoła i klasztoru’ [as in note 14], pp. 126–130; K.J. Czyżewski, 
A. Markiewicz, M. Szyma and M. Walczak, ‘Dzieje budowy’ 
[as in note 2], p. 21, see also: I. Pawelska, ‘O rzekomym krakow-
skim warsztacie dominikańskim w  pierwszej połowie XVII  w. ’, 
in Sztuka w kręgu krakowskich dominikanów. Nowe studia [as in 
note 2], pp. 235–236. 

16	 K.J. Czyżewski and M. Walczak, Jacob Mertens i malarstwo kra-
kowskie około roku 1600, exh. cat., Cracow, 2022, pp. 62–65.

17	 On the altarpiece, see: J. Daranowska-Łukaszewska, ‘Przyczy-
nek do ikonografii pierwszego nowożytnego ołtarza głównego 

in this decision, but what has to be emphasised is the 
fact that some stained-glass panels were salvaged from 
the chancel and installed in the cloisters windows. In this 
way, their altered material substance was imbued with 
a new meaning. In the literature, the historicist attitude 
of the Cracow Dominicans in the seventeenth century 
has been emphasised.18 It was manifested, for instance, 
in the production of altarpieces in forms characteristic of 
Gothic art, in the building of structures whose style was 
reminiscent of the Gothic, and in preserving elements  
of the church’s former furnishings, as for instance a set of 
panel paintings that had once formed the high altarpiece, 

w kościele Dominikanów w Krakowie’, in Artifex doctus. Studia 
ofiarowane profesorowi Jerzemu Gadomskiemu w siedemdziesiątą  
rocznicę urodzin, Cracow, 2007, vol. 2, pp. 209–225; on the re-
novation of windows in 1614, see: D. Horzela, Cud światła [as in 
note 5], pp. 252–255, cat. no. 84 (D. Horzela), and 85 (D. Horzela,  
D. Niemiec); A. Markiewicz, ‘“Dei auxilio et munificentia bene-
factorum”. Kilka uwag o działalności fundacyjnej przeorów klasz-
toru Dominikanów w Krakowie w XVII wieku’, Rocznik Krakowski,  
88, 2022, p. 54.

18	 A. Markiewicz, M. Szyma and M. Walczak, ‘Sztuka w kręgu 
krakowskich dominikanów’, in Sztuka w kręgu [as in note 8], pp. 
65–70.

12. East walk of the cloister with paintings of scenes from the lives of Dominican saints by Tommaso Dolabella (extensively repainted by  
Kazimierz Cisowski). Photo: D. Podosek
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dating from 1465.19 As far as the oldest stained-glass pan-
els are concerned, their removal to the cloisters windows 
inevitably involved a radical rearrangement of the glass 
panes, with the full-length figures of saints beneath cano-
pies reduced to bust-length images, devoid of any fram-
ing device [see Fig. 1].

The decision of the Dominicans to salvage some of the 
stained glass may be explained in terms of their method-
ical arrangement of the cloisters as a site of memory cel-
ebrating the history of the Order.20 The transformation of 
the cloisters into a space dedicated to the past was deeply 
rooted in their tradition as a place for the commemora-
tion of the dead, especially those deemed to be worthy of 
special tribute. The process that took place in several stag-
es, starting in the post-Tridentine period and continuing 
until the latter part of the eighteenth century. Erazm Ko-
niuszowski, the prior who ordered the renovation of the 
church windows in 1614, commissioned Tommaso Do-
labella to paint a series of very large pictures represent-
ing scenes from the lives of Dominican saints, and hung 
them in the cloisters, opposite the windows, as a  testi-
mony to the Order’s glorious past [Fig. 12]. In the late 

19	 It is not known when the panel paintings were removed to 
St Giles’s church in Cracow. They remained there until 1901. 
See: Malarstwo gotyckie w  Polsce [as in note 1], p. 207 (K. Se
comska); A. Borowska, ‘“Opus magnum” Mistrza Tryptyku 
Dominikańskiego’, in Mendykanci w  średniowiecznym Krakowie 
[as in note 15], pp. 347–348.

20	 On the culture of memory within the Cracow Dominican Or-
der, recently: K.J. Czyżewski and M. Walczak, ‘Przemiany kra-
kowskiego kościoła i klasztoru’ [as in note 15], pp. 134–135.

seventeenth and early eighteenth century they were re-
painted by the Dominican friar Kazimierz Cisowski, who 
did not, however, alter their subject matter. 21 In the next 
stage, the cloisters were decorated with a  series of por-
traits of Polish Dominican friars who had been distin-
guished with the title of bishop.22 These paintings, hung 
on walls between windows, changed the context in which 
the stained glass was viewed, as together they formed tri-
partite compositions of a sort [Fig. 13]. Before 1762, the  
walks of the cloisters were further enhanced by mural 
monuments and tombs removed from the church.23 At 
that time, too, the stained glass in the cloisters windows 
was rearranged: the windows were glazed with quarries – 
small lozenge-shaped clear-glass panes set in a lattice of 
lead cames – and in all but one window, the upper reg-
ister was filled with medieval stained-glass panels.24 The 
overriding principle that guided the eighteenth-century 

21	 K. Blaschke and M. Kurzej, ‘Obrazy w  krużganku klasztoru 
Dominikanów w  Krakowie’, Modus. Prace z  Historii Sztuki, 15, 
2015, pp. 89–117 (esp. 90–91, 94–95); see also A. Markiewicz, 
‘Dei auxilio’ [as in note 17], p. 54.

22	 K. Blaschke and M. Kurzej, ‘Obrazy w krużganku’ [as in note 21], 
pp. 94–95, 108–113. 

23	 W. Murawiec, ‘Kliszowski Jacek’, in Słownik polskich teologów 
katolickich, ed. by H.E. Wyczawski, Warsaw, 1982, pp. 288–289;  
Archiwum Polskiej Prowincji Dominikanów w Krakowie [Archive  
of the Polish Dominican Province in Cracow], Pr 35, p. 335.  
J. Daranowska-Łukaszewska, ‘Krakowskie “Campo santo” – ge-
neza przypadkowa’, in Sztuka w kręgu [as in note 8], pp. 812–813.

24	 K. Blaschke and M. Kurzej, ‘Obrazy w krużganku’ [as in note 21], 
p. 92. 

13. East walk of the cloister with portraits of Polish Dominican friars-bishops and copies of medieval stained glass. Photo: D. Podosek
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14. Colour scheme of the arrangement of stained-glass panels in the north walk of the cloister. After D. Horzela, Die mittelalterlichen  
Glasmalereien [as in note 1]

15. St Thomas Aquinas, stained 
glass from the Dominican church 
in Cracow, Cracow, National 
Museum. Photo: D. Podosek / 
Corpus Vitrearum Poland 

16. St Peter of Verona, stained 
glass from the Dominican church 
in Cracow, Cracow, Wawel Royal 
Castle. © Wawel Royal Castle

arrangement of stained glass was their rhythmic pattern 
(in the north walk based on the alternation of the back-
grounds: red – blue – red – blue) suitable for an interi-
or organised by sets of monumental Baroque paintings 
[Fig.  14]. The arrangement of stained glass depended 
also, to some degree, on their iconography. A scheme of 
small-size stained-glass panels which included images  
of major Dominican saints, Thomas Aquinas [Fig. 15] and 
Peter of Verona [Fig. 16]25, was installed in the windows 

25	 They most likely originated from the royal chapel, adjacent to the 
church façade on the south, see: D. Horzela, Cud światła [as in 

of the west walk, which held the pictures by Dolabella, 
repainted by Cisowski, representing the Death of St Peter 
of Verona [Fig. 17] and the vision of the founder of the  
Order – St Dominic. This walk of the cloisters, as attested 
by its exceptional width, must have been used from the 
very beginning for representative purposes. The place-
ment of a thirteenth-century stained-glass panel depicting  
the Crucifixion may have been dictated by the vicinity 
of the Corpus Christi altarpiece with a miraculous cru-
cifix associated with the saintly friar Stanisław Kokoszka  
(d. 1532), and his tomb located next to it.26 

To sum up: at the time when no workshop in Cracow 
produced classical-style stained glass any more, the medi-
eval panels incorporated into windows glazed with clear 
glass had been treated as material relics of the past; de-
tached from their original spatial, compositional, and 
iconographic context, they acquired a  status of noble 
spoils that, along with other furnishings, contributed to 
the narration about the Dominican past.

note 5], pp. 204–207, cat. nos. 55, 56 (D. Horzela); J. Czechowicz 
and M. Szyma, ‘Gotyckie kaplice’ [as in note 10], p. 84.

26	 On the miraculous crucifix see: H.R. von Zeissberg, ‘Kleinere Ge-
schichtsquellen Polens’ [as in note 8], p. 142; G. Jurkowlaniec, 
Epoka nowożytna wobec średniowiecza: pamiątki przeszłości, cu-
downe wizerunki, dzieła sztuki, Wrocław, 2008, p. 79; D. Horzela,  
Późnogotycka rzeźba drewniana w  Małopolsce około 1440–1477, 
Cracow, 2012 (Studia do dziejów sztuki średniowiecznej w  Pol-
sce, 1), pp. 106–110; D. Horzela, ‘Późnogotycka figura Chrystusa 
Ukrzyżowanego w krakowskim klasztorze Dominikanów: krucy-
fiks świętobliwego Stanisława Kokoszki?’, in Sztuka w kręgu [as in 
note 8], pp. 175–178; see also: K. Blaschke and M. Kurzej, ‘Obra-
zy w  krużganku’ [as in note 21], pp. 91–92; M. Zdanek, ‘Kapli-
ce i ołtarze dominikańskiego kościoła Świętej Trójcy w Krakowie 
do początku XVII wieku’, in Sztuka w kręgu [as in note 8], p. 117;  
M. Szyma, ‘Krużganki w klasztorach dominikańskiej prowincji Po-
lonia do schyłku XVI wieku. Zarys problematyki badawczej’, in Hi-
storia, kultura i sztuka dominikanów na Śląsku 1226–2013. W trzech-
setlecie beatyfikacji bł. Czesława, ed. by D. Galewski, W. Kucharski 
and M.L. Wojcik, Wrocław, 2015, pp. 174–178.
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17. Tommaso Dolabella (extensively repainted by Kazimierz Cisowski), Martyrdom of St Peter of Verona. Photo: M. Kurzej 

3. STAINED GLASS: A SUBJECT OF STUDY
The removal of the remnants of stained glass to the clois-
ters saved them from inevitable destruction in the cata-
strophic fire of Cracow in 1850, when the church, along 
with all its furnishings burnt almost to the ground.27 The 
first record documenting these surviving relics, made by 
Ludwik Łepkowski in 1864/65, clearly reveals the schol-
arly approach from which it resulted. The watercolour 
record drawings of the Dominican panels form part of 
a larger collection of documentary drawings of all medi-
eval stained-glass panels in Lesser Poland, whose execu-
tion was financed by the collector and patron of the arts 
Edward Rastawiecki.28 This record could be called the Pol-
ish Corpus Vitrearum Medii Aevi avant la lettre. The way 
each of the panels was depicted (with a minute record of 
the condition of every single piece of glass, the paint layer, 
and the lead cames) [Fig. 18] demonstrates that both the 
draughtsman and the patron saw the surviving glass as 
a source of invaluable information about its history. The 
draughtsman was well aware of the scholarly significance 
of the record drawings, as he wrote in one of his letters, 
‘archaeology, too, will be able to profit from this work, as 

27	 On the great fire of Cracow, see: J. Demel, ‘Pożar Krakowa w 1850 r.’, 
Rocznik Krakowski, 32, 1950, pp. 59–97. 

28	 D. Horzela, ‘“Szyby kolorowe”: akwarelowa dokumentacja śred-
niowiecznych witraży kościoła Mariackiego’, in Jako serce pośrodku 
ciała… Kultura artystyczna kościoła Mariackiego w Krakowie, ed. 
by M. Walczak and A. Wolska, Cracow, 2021, pp. 309–316; see also: 
B. Łepkowska, Ludwik Łepkowski (1829–1905) i jego działalność na 
polu sztuki. Zarys bio-bibliograficzny, Cracow, 2006, pp. 46–50. 

it is only when one has all the glass gathered in one room, 
in a folder, that one can write about it’.29 It is worth noting, 
that even then record drawings had been considered an 
indispensable tool in the study of stained glass. According 
to Łepkowski, what was supposed to undergo analysis was 
not the stained glass proper, but rather the images. Not 
unlike now when the art historian falls for the excellent 
quality of photographic and photogrammetric records.

As far as their aesthetic quality is concerned, Łep-
kowski’s drawings demonstrate an important change in 
the appreciation of medieval stained glass, with the prom-
inent network of lead cames and strong contour being 
considered as the essential features that distinguished it 
from ‘painting on glass’.

The principles that guided Łepkowski’s work were 
quite novel. Drawings of old stained glass executed as late 
as the early decades of the nineteenth century presented 
rather reconstructions of its ideal state, and not its actu-
al appearance and condition. Franz Hubert Müller who, 
in 1823, undertook to draw a documentary record of the 
heavily damaged stained glass in the church at Oppen-
heim, in fact produced reconstruction drawings, in which 
he supplemented the missing details on the basis of other 
works of art and cleaned up the overall composition. His 
intention was to present the viewer with a complete and 
unadulterated whole.30 A similar approach was adopted by 

29	 Archiwum Uniwersytetu Jagiellońskiego [Archive of the Jagiello-
nian University], D I 30, no. 11202/16 (8 May 1864); D. Horzela, 
‘“Szyby kolorowe”: akwarelowa dokumentacja’ [as in note 28], p. 315.

30	 F.H. Müller, Die St. Katharinen-Kirche zu Oppenheim. Ein 
Denkmal teutscher Kirchenbaukunst aus dem 13ten Jahrhunderte, 
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others, for instance Gottlob Engelhard, who in 1842 made 
a drawn record of the stained glass of Hain. His seemingly 
detailed plates in fact omit or freely interpret several de-
tails, ignoring the lines of the network of leading, cracks 
in glass, and secondary additions.31 The elimination of the 
network of leading, one of the constituent elements of the 
technology and aesthetic of medieval stained glass, was 

Darmstadt 1823–1829; on this documentation see: I. Rauch, ‘Farb
verglasung der Oppenheimer Katharinenkirche – Ihre Wiederher-
stellung zwischen Romantik und Historismus’, in F. Bornschein,  
U. Brinkmann and I. Rauch, Erfurt, Oppenheim. Quellen und Studien  
zur Restaurierungsgeschichte mittelalterlicher Farbverglasungen,  
Berlin, 1996 (Corpus Vitrearum Medii Aevi, Deutschland, Stu
dien, 2), pp. 151–201; U. Gast, Die mittelalterlichen Glasmalereien in 
Oppenheim, Rhein- und Südhessen, Berlin, 2011 (Corpus Vitrearum 
Medii Aevi, Deutschland, III, 1), pp. 263–264.

31	 Drawings in the collection of the Gemeinde Haina. For this docu-
mentation see: D. Parello, Die mittelalterlichen Glasmalereien in 
Marburg und Nordhessen, Berlin, 2008 (Corpus Vitrearum Medii 
Aevi, Deutschland, III, 3), p. 145, figs. 97–99, 164–168; Himmelslicht. 
Europäische Glasmalerei im Jahrhundert des Kölner Dombaus (1248–
1349), exh. cat., 20.10.1998–7.3.1999, Josef-Haubrich-Kunsthalle Köln, 
Cologne, 1998, cat. no. 89.1–4.

characteristic of drawings of that period, and it was not 
until the 1840s that proper record drawings, represent-
ing stained glass with absolute accuracy, started to appear. 
Charles Winston made record drawings a  tool of schol-
arly study, having left approximately 800 watercolour 
drawings of stained-glass panels from English churches,  
executed in the period from the 1840s to the 1860s.32 More 
influential than documentary records made for private 
use, were publications, the foremost among them being 
Jean-Baptiste Lassus’s record drawings for the monograph 
on Chartres Cathedral (Monographie de la cathédrale de 

32	 A. Eavis, ‘St. Nicholas, Charles Winston and Conservation at 
North Moreton (Panel of the Month)’, Vidimus, 25, 2009, <https://
www.vidimus.org/panel-of-the-month/panel-of-the-month-9/> 
[accessed 7 October 2025]; see also: S. Brown, ‘The Stained 
Glass of the Lady Chapel of Bristol Cathedral. Charles Winston 
(1814–64) and Stained Glass Restoration in the 19th Century’, in 
Almost the Richest City: Bristol in the Middle Ages, ed. by L. Keen, 
Bristol, 1997 (British Archaeological Association Conference 
Transactions, 19), pp. 107–117; J. Cheshire, ‘Charles Winston 
and the development of Conservative Restoration’, The Journal of  
William Morris Studies, summer 2013, pp. 83–102.

18. Ludwik Łepkowski, St Margaret, in: Szyby kolorowe (Album 
of documentary drawings of all the medieval stained-glass pan-
els in Lesser Poland, 1864/65), collection of the Institute of Art  
History, Jagiellonian University, Cracow. Photo: D. Podosek / Corpus  
Vitrearum Poland

19. Jan Matejko, Adoration of the Magi, drawing, 1876–1878,  
Cracow, National Museum. After: D. Horzela, Cud światła [as in 
note 5]



56

Chartres: atlas), that began to appear in 1842.33 They show 
the outline of the scene and the network of leading, ren-
dering individual panels with a great deal of accuracy, but 
eliminating secondary leading that would compromise 
the intelligibility of forms. 

4. STAINED GLASS: REMNANTS VERSUS 
THE IDEAL
Initiatives of nineteenth-century artists who – like Jan 
Matejko in Cracow, from 1876 through 1878, made draw-
ings of stained glass [Fig. 19] merely to record some of their 
interesting details, regardless of their condition, were in-
consequential for the material substance of stained glass.34 
What was of consequence, however, were efforts directed 
at stained-glass restoration, notably those undertaken by 
the eminent artist and stained-glass designer Stanisław 
Wyspiański, who, between 1895 and 1896, made life-size 
tracings of all the medieval stained-glass panels from the 
Dominican church and friary in preparation for their 
planned restoration.35 In 1849, Antoine Lusson and Louis 

33	 J.-B.-A. Lassus, A. Duval and A. Didron, Monographie de la ca-
thédrale de Chartres: atlas, Paris, 1842–[1867] (Collection de docu-
mentes inédits sur l’historie de France. 3e série. Archéologie); on 
Jean-Baptiste-Antoine Lassus see: J.-M. Leniaud, Jean-Baptiste 
Lassus (1807–1857) ou le temps retrouvé des cathédrales, Paris, 1980; 
Jean-Michel Leniaud, Lassus, Jean-Baptiste, <https://www.inha.fr/
fr/ressources/publications/publications-numeriques/dictionnaire-
critique-des-historiens-de-l-art/lassus-jean-baptiste-antoine. 
html?search-keywords=lassus> [accessed 27 April 2025]. 

34	 For these drawings, see: B. Ciciora, Matejko a średniowiecze. Ka-
talog wystawy, październik 2001−styczeń 2002, Cracow, 2001, pp. 
12–13, 27–28; T. Szybisty, Sztuka sakralna Krakowa w wieku XIX, 
vol. 4: Malarstwo witrażowe, Cracow, 2012 (Ars vetus et nova, 35), 
p. 119; D. Horzela, Cud światła [as in note 5], pp. 292–299, cat. 
nos. 106–112 (D. Horzela).

35	 S. Wyspiański, ‘Witraże dominikańskie’, Rocznik Krakowski, 2, 
1899, pp. 201–206; Stanisław Wyspiański. Dzieła malarskie [text by 
S. Przybyszewski and T. Żuk-Skarszewski], Bydgoszcz, 1925, p. 112, 
no. 194; Kalendarz życia i  twórczości Stanisława Wyspiańskiego, 
vol. 2: 1 marca 1890 – ostatnie dni marca 1898, ed. by M. Stokowa, 
Cracow, 1982 (Stanisław Wyspiański, Dzieła zebrane, vol. 16), pp. 
297, 336; Jak meteor… Stanisław Wyspiański (1869–1907). Artyście 
w  setną rocznice śmierci. Katalog wystawy dzieł ze zbiorów Mu-
zeum Narodowego w Warszawie, Warsaw, 2007, p. 26; W. Bałus, 
Sztuka sakralna Krakowa w wieku XIX, vol. 2: Matejko i Wyspiań-
ski, Cracow, 2007 (Ars Vetus et Nova, 26), pp. 111–112; D. Czap-
czyńska-Kleszczyńska, ‘Kościół Kanoników Regularnych La-
terańskich / parafialny pw. Bożego Ciała’, in D. Czapczyńska- 
Kleszczyńska and T. Szybisty, Korpus witraży z  lat 1800–1945 
w kościołach rzymskokatolickich metropolii krakowskiej i przemy-
skiej, vol. 1: Archidiecezja krakowska. Dekanaty krakowskie, ed. by 
W. Bałus and T. Szybisty, Cracow, 2014, p. 152; Wyspiański. Ka-
talog wystawy dzieł ze zbiorów Muzeum Narodowego w Krakowie  
(= Catalogue of Exhibition of Works from the Collection of the  

Steinheil were the first to produce precise tracings of every 
single stained-glass panel of the Sainte-Chapelle, recording 
the leading network and cracks in the glass panes as part of 
the preparations for the restoration.36 That same year, item 
no. 68 of Eugène Viollet-le-Duc’s Conseils pour la restaura-
tion, specified that this type of procedure was an obligato-
ry step before undertaking a restoration.37 Yet, the tracings 
made by Wyspiański are not merely records of the panels’ 
condition but rather designs for a conservation treatment 
which includes suggestions for alterations to the surviving 
glass. The artist did not take into account all parts of the 
leading network, recording it rather selectively and includ-
ing only those fragments that he considered important for 
the overall composition. The new elements that he intend-
ed to add in order to fill in lacunae or to replace the ex-
isting, but – in his opinion – secondary additions or por-
tions of glass that he deemed unsuitable, Wyspiański usu-
ally marked in black, and original parts of stained glass, in 
a rusty red colour. Although he had contemplated working 
on a doctorate on medieval stained glass, what he suggested 
in terms of conservation was to remove all secondary in-
fills and historical replacements and additions, and these 
ideas were implemented from 1902 to 1903.38 Wyspiański 
treated the surviving historic glass quite freely, striving to 
attain an imagined ideal state. In the panel depicting the 
Annunciation, for instance, he decided to add wings to the 
figure of the Archangel Gabriel, and changed the arrange-
ment of his arms, placing a lily in his hand [Fig. 20, 21]. In 
the Adoration of the Magi, in turn, he eliminated the fig-
ure of St Joseph [Fig. 22]. As far as the four oldest panels 
were concerned, Wyspiański aimed to unify them visual-
ly. The arrangement of panes in the cloister windows that 
he proposed [Fig. 23] differed from the previous one, as he 
wanted to have the three of oldest stained-glass panels in-
stalled in a window opposite the new entrance to the friary, 
constructed in 1894 [Fig. 24].39 This new glass arrangement 

National Museum in Krakow), ed. by D. Godyń and M. Laskowska,  
Cracow, 2017, cat. no. IV.32–IV.53.

36	 Saint Louis, exposition Saint Louis du 8 octobre 2014 au 11 jan-
vier 2015, à la Conciergerie, ed. by P.-Y. Le Pogam, Paris, 2014, 
cat. nos. 69–79, discussion of the dossier on pp. 235–236; see also:  
M. Aubert, L. Grodecki, J. Lafond and J. Verrier, Les vitraux 
de Norte-Dame et de la Sainte-Chapelle de Paris, Paris, 1959 (Cor-
pus Vitrearum Medii Aevi, France, I), p. 86.

37	 ‘Jamais un panneau ne devra être démonté, sans que préalable-
ment l’architecte n’ait fait ou fait faire un calque parfaitement 
conforme du panneau ancien, avec l’indication des plombs, du 
modelé, des couleurs et des cassures’ (Conseils pour la restaura-
tion en 1849 par Eugène Viollet-le-Duc et Prosper Mérimée, p. 153, 
<https://fr.wikisource.org/wiki/Conseils_pour_la_restauration_
en_1849_par_Eugène_Viollet-le-Duc_et_Prosper_Mérimée  
[accessed 27 April 2025]). 

38	 D. Czapczyńska-Kleszczyńska and T. Szybisty, ‘Korpus witraży  
z lat 1800–1945’ [as in note 35], p. 152. 

39	 Archiwum Narodowe [National Archives], Cracow, Akta związa-
ne ze Stanisławem Wyspiańskim, cat. ref. 29/1577/1; ‘Wyspiański. 
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20a–c. Archangel Gabriel, stained-glass panel originally probably from the Annunciation Chapel of the Dominican church in Cracow

21a–c. The Virgin, stained-glass panel originally most probably from the Annunciation Chapel of the Dominican church in Cracow

20–21. From the left: a) state in 1864 after L. Łepkowski’s album of documentary drawings, photo: D. Podosek / Corpus Vitrearum Poland;  
b) S. Wyspiański, design for a conservation treatment, 1895–1896, after: Wyspiański. Katalog wystawy [as in note 35]; c) present state, photo: 
D. Podosek / Corpus Vitrearum Poland

required the dimensions of the panels to match the width 
of the windows, therefore some panels had to be trimmed 
while others needed to be enlarged by means of addition-
al borders and inscriptions [Fig. 25, 26]. Such an attitude 
was not unusual and is readily understandable when con-
sidered in the context of contemporary approaches to the 
restoration of historic monuments and their practical ap-
plication in Cracow, most significantly the restoration of St 
Mary’s church, which involved stripping the church of its 
Baroque décor and reverting to the church’s Gothic-style 
appearance. In the course of the restoration of 1888–1889, 
after the Gothic vaulted ceiling in the chancel had been 

Katalog wystawy’ [as in note 35], fig. on p. 176; D. Horzela, Cud 
światła [as in note 5], pp. 318–319, cat. no. 124 (D. Horzela).

uncovered, the decision was made to simplify its original 
and well-preserved structure, and to fill the canopied nich-
es in the chancel with newly carved figures while the walls 
were decorated with murals designed by Jan Matejko.40

40	 A. Sudacka, ‘Prezbiterium kościoła Mariackiego w  Krakowie. 
Historia prac restauracyjnych i konserwatorskich’, in O konserwa-
cji prezbiterium kościoła Mariackiego w Krakowie. Materiały sesji 
zorganizowanej przez Oddział Krakowski Historyków Sztuki oraz 
Archiprezbitera Bazyliki Mariackiej ks. Infułata Bronisława Fide-
lusa, Cracow, 1998, pp. 23–24; M. Buyko, ‘Dzieje i program de-
koracji malarskiej Jana Matejki w  prezbiterium mariackim’, ibi-
dem, pp. 63–78; L. Lameński, ‘Restauracja kościoła Mariackiego 
w Krakowie (1889–1891)’, Rocznik Krakowski, 54, 1988, pp. 179–199.
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22. Adoration of the Magi (left part of the scene), from the left: a) state in 1864 after L. Łepkowski’s album of documentary drawings, photo:  
D. Podosek / Corpus Vitrearum Poland; b) S. Wyspiański, design for a conservation treatment, 1895–1896, after: Wyspiański. Katalog wystawy 
[as in note 35]; c) present state, photo: D. Podosek / Corpus Vitrearum Poland

23. Stanisław Wyspiański, design for the arrangement of stained glass in the 
cloister of the Dominican friary in Cracow, 1896. After: D. Horzela, Cud 
światła [as in note 5]

24. View of the west walk of the cloister from the entrance to the 
friary. Photo: D. Podosek
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25. St Catherine, stained-glass panel originally most probably from the royal chapel of the Dominican church in Cracow, from the left: a) state 
in 1864 after L. Łepkowski’s album of  drawings, photo: D. Podosek / Corpus Vitrearum Poland; b) S. Wyspiański, design for a conservation  
treatment, 1895–1896, after: Wyspiański. Katalog wystawy [as in note 35]; c) present state, photo: D. Podosek / Corpus Vitrearum Poland

26. Arrangement of the stained glass in the cloister window, 1912. Archive of the Corpus Vitrearum Poland
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27. Stained glass from the Dominican church in Cracow at the exhibition Miracle of Light: Medieval Stained Glass in 
Poland, National Museum in Cracow, 2020. Photo: D. Podosek

 5. STAINED GLASS: A MUSEUM OBJECT
The Dominican stained glass was removed from the win-
dows during the Second World War, and afterwards was 
entrusted to the National Museum in Cracow as a  loan, 
where it was exhibited in the Gallery of Applied Arts.41 
In the museum’s descriptions of the gallery it has been 
lumped together with table glassware.42 None of the pan-
els has ever been shown in the museum’s permanent ex-
hibition of medieval art, even though the subsequent 
versions of the display of twentieth century art regularly 
feature Stanisław Wyspiański’s stained-glass designs and 
stained-glass panels by Józef Mehoffer. Double standards 
applied to the treatment of stained glass, and its ambigu-
ous status within a single institution illustrates the prob-
lematic position of stained glass production in the aca-
demic hierarchy of the fine arts – a hierarchy shaped from 
the Renaissance through the nineteenth century, which, 

41	 Malarstwo gotyckie w Polsce [as in note 1], p. 132.
42	 ‘A special place in the Gallery is held by stained-glass window el-

ements from the Dominican Church in Krakow, the only collec-
tion of medieval stained glass of this size preserved in Polish mu-
seums. Another valuable group is the set of Baroque glassware 
from Polish manufacturing centres such as Huta Kryształowa, 
Naliboki and Urzecze. The Gallery also presents one of the best 
Polish collections of Central European – mostly Czech – Bieder-
meier glassware and the collection of glassware from the second 
half of the 19th century, representative of the Historicism style  
in Italy and Austria,’ <https:/mnk.pl/en/exhibitions/gallery-of-
decorative-art> [accessed 27 April 2025].

although criticised, has continued to influence how art is 
approached in museums.

The display of stained glass in the Gallery of Applied 
Arts and the way it is shown there directs the attention of 
viewers towards the technical aspects of the craft, leaving 
aside any reference to the original and inherent associa-
tion of this art form with architecture. Stained-glass pan-
els are displayed as if they were easel paintings, in shal-
low niches in the smooth, blue-painted walls painted, at 
a height low enough to permit them to be  examined from 
close up – an installation unheard of by glass painters.  
Since the panels are illuminated by a  row of light-emit-
ting diodes of accidental colour, whose intensity does not 
change, the gallery visitor is hard-pressed to imagine the 
factor of changing light, which is of crucial importance 
for the appreciation of stained glass. 

In 2022, some of the Dominican panels were returned 
to the friary where a Dominican Museum had been es-
tablished. They have been displayed in a separate room, 
along with thirteenth-century floor tiles, together form-
ing the oldest surviving elements of the church furnish-
ings, thereby continuing the role in which they had been 
cast back in the seventeenth century, when they were re-
moved to the cloisters windows. The stained-glass pan-
els have been installed in this tiny room as if they were 
paintings in a gallery but taking into account the inher-
ent changes in their perception by means of the changing 
lighting, which reflects the variations of the temperature 
and intensity of the daylight, from dawn to dusk. I had 
employed this device already two years before, during the 
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exhibition, Cud światła. Witraże średniowieczne w Polsce 
(Miracle of Light: Medieval Stained Glass in Poland), held 
at the National Museum in Cracow, where it generated 
significant interest among viewers [Fig. 27].43 The use of 
this device was a  means of communicating, in the lan-
guage of museum exhibitions, the aspects of the study of 
stained glass that emerged from the aesthetics of recep-
tion, taking as their main theme the act of assimilating an 
artwork. The history of stained glass from the Dominican 
church and friary in Cracow shows, above all, the chang-
ing perception and a variety of functions fulfilled by the 
panels, which today form a palimpsest of expectations of 
variously motivated and intellectually shaped viewers.

43	 Exhibition review see: P. Kovač, ‘Cud światła. Witraże średnio-
wieczne w  Polsce, Muzeum Narodowe w  Krakowie, 14 lutego– 
15 sierpnia 2020, kurator Dobrosława Horzela’, Biuletyn Historii 
Sztuki, 83, 2021, no. 2, pp. 431–436 (esp. 434).

SUMMARY	

Dobrosława Horzela
CONTINUOUS TRANSFORMATION OF 
PERCEPTION VERSUS CONTINUOUS 
TRANSFORMATION OF MATTER: A CASE STUDY 
OF MEDIEVAL STAINED GLASS FROM THE 
DOMINICAN CHURCH AND FRIARY IN CRACOW

Stained glass is classified as a  branch of monumental 
painting but it actually consists of glass panes that fill win-
dows. Consequently, stained-glass panels can be replaced, 
moved, and easily transformed. Over time, modifications 
of the material structure of stained glass may affect their 
perception, yet the transformations themselves result from 
different ways of seeing. I propose to examine this issue on 
the example of twenty-one medieval stained-glass panels 
from the Dominican church and friary in Cracow.

Originally, they filled the windows in the church and 
cloister. Their visibility and impact depended on the func-
tion and time-related accessibility of the various spatial 
units and their furnishings, an issue that requires careful 
analysis. In the early seventeenth century, stained-glass 
panels were removed from the church, but the Domini-
cans decided to reuse some of them. At a time when there 
was no stained-glass workshop in Cracow, colourful me-
dieval panels, set within white glazing, were treated as rel-
ics of the past in a process of creating a memorial to the 
history of the Order in the cloisters. An analysis of the 
oldest visual evidence of the earliest treatment of glass (in 
the form of documentary drawings of the stained glass 
panels), dating back to the mid-nineteenth century, may  
help to discover what the overriding principle in the new 
arrangement of the panels was: their legibility (iconog-
raphy), consistency of the colour scheme, or perhaps the 
mere completeness of panels, regardless of the consisten-
cy of their iconography. It may also reveal the interests 
of people who made or commissioned these drawings. In 
1864–1865 Ludwik Łepkowski made a full drawn invento-
ry of the Dominican stained glass – a unique testament to 
the awareness of the possibilities of scientific documen-
tation. He meticulously recorded their condition, per-
ceiving the physical substance of the panels as a  source 
of information about their history. Different conclusions 
can be drawn from an analysis of sketches of stained glass 
by artists like Jan Matejko from 1876–1878 and Stanisław 
Wyspiański. The drawings Wyspiański made from 1895 
to 1896, were used as a basis for the conservation of the 
panels. He proposed removing all historical layers (aside 
from the original one) and stop gaps. Yet he freely manip-
ulated the original material (including the iconography of 
images) in his aim to achieve an imagined ideal state. It 
was particularly with regard to the oldest panels that the 
artist strove for visual unification, creating a  set that  
he planned to mount in windows opposite the new en-
trance to the cloisters. Removed for safekeeping during 
the Second World War, the panels never returned to the 



cloisters’ windows. They are currently on display in two 
museums. Exhibition strategies will be the last of the 
topics considered, as they have a  significant impact on 
the contemporary perception of stained glass, and con-
tribute to the ongoing debate about the status of stained 
glass – art versus craft – which largely depends on how art  
historians perceive the material of the artwork.


