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Valjala kirikus 8-13 augustil 2005 a. libi viidud stratigraafilise vaatluse
eesmargiks oli:

1) kontrollida kiriku siseviimistluskihtide dateeringuid ja kronoloogiat
puudutavaid kunstiajaloolisi teooriaid, eriti kooriruumi pdhjaseina maalingute
0sas;

2) dokumenteerida sdilinud mérke erinevate siseviimistluskihtide
materjalikasutusest ja tehnikatest, mis annaks kunstiajaloolistele uuringutele ja
hinnangutele primaarset lisainformatsiooni.

Vaatlus keskendus kolmele votmealale, mis esindavad erinevatesse perioodidesse
dateeritavaid seinte konstruktiivseid osi ning mis olid ligipidasetavad poranda voi
2-korruselise mobiilse tellingu kaudu. Need alad on:
1) kooriruumi pdhjasein, mille viimistlus avati 1971-76 restaureerimistodde
kéigus (ligipdds mobiilselt tellingult kuni u. 6 m. kdrguseni);
2) 14. saj poliigonaalse apsiidi alumine osa, kus avati 1971-76 restaureerimise
kdigus moned sondaazid;
3) pikihoone ldénevolviku eendtugede avatud talumid (ligipddsetavad
orelirddult);
4) pikihoone lddneseina dekoratiivne skeem, mis avati ja rekonstrueeriti 1971-76;
5) pikihoone pohjaseina lddnepoolne aken, mille struktuuri on 14. saj muudetud
(ligipaasetav orelirddult).

Koigi votmealade erinevad viimistluskihid on avatud ja restaureeritud 1972-76
aastate konserveeimistodde kédigus. See vdoimaldas koguda piisavalt informatsiooni
ilma lisasondaaZe avamata; avati vaid iiks lisasondaaz pikihoone pdhjaseina
ladnepoolse akna all ning laiendati olemasolevaid ladnevolviku idapoolsete talumite
sondaaZze.

Limiteeritud aja ja ligipadsetavuse tottu ei saa labiviidud uuringu tulemusel esitada
tervikpilti kiriku siseviimistluskihtide stratigraafiast. Selle saavutamiseks ning seniste
tahelepanekute kontrollimiseks oleks vajalik avada lisasondaaze kiriku erinevates
piirkondades ning laiendada vaatlus raskemini ligipddsetavatele aladele. Eriti
olulisteks votmealadeks on pikihoone/kooriruumi valvid ning neile hiljem lisatud
poliigonaalne apsiid.

A — kooriruumi Apsotlimaalingu tehniline uuring

Keskaegse seinamaalingu tehnilist uuringut voib lugeda kordaldinuks, kuna see
selgitab mdningaid vastuolulisi kunstiajaloolisi, peamiselt dateeringuid puudutavaid
teooriaid. Uuringud viidi 14bi peamiselt otsese vaatluse kaudu, kasutades kiilvalgust ja
optilist suurendust.

Kolm peamist eksisteerivat teooriat on jargmised:

1) Filatov ja Raam esindavad mdlemad seisukohta, et maalingud tehti algkabeli
seintele, mis hiljem transformeeriti praecguseks kooriruumiks. Sellega kaasnes
seinte tdstmine ning volvi toetavate eendtugede lisamine. Raami ja Filatovi
arvates sdilisid maalingud renoveerimisprotsessi kdigus ning on seega
dateeritavad praeguse volvitud kiriku ehitamisele (1260ndad) eelnenud aega.
Raami tdhelepaneku jérgi 16ikab hiljem lisatud apsiidipoolne eendtugi ldbi
figuraalmaalingu kompositsiooni. Kui Filatov dateerib maalingu stilistilise



vordluse jéargi Fulco perioodi (12. saj II pool), siis Raam pakub algkabeli
ehitamise ajaks perioodi vahetult parast ristiusu vastuvotmist 1227.

2) Erinevalt Filatovist peab Raam figuratiivse maalingu kohal olevat
dekoratiivset palmetifriisi hilisemaks lisanduseks. Ta arvab selle olevat
teostatud hiljem maalingu alusele krohvile kantud lubjakihile ning néeb friisi
jatkuvust hiljem lisatud koori ristvdlvi eendtoel.

3) Kersti Markus ning Helen Bome pakuvad stiilianaliiiisi tulemusena maalingu
valmimisajaks 1260-ndad aastad. Segadust tekitab palmetifriis, mida
figuraalmaaling osaliselt katab.

Miiiiritis

Kooriruumi pohjaseina miiiiritise visuaalne uurimine on voimalik tdnu V. Raami poolt
avatud fassaadi-sondaazidele ning kohtadele, kus vilisseina krohv on irdunud.
Miitiritis koosneb murtud dolomiidiblokkidest, iiksnes nurkade ja aknapdskede
kiviblokid on hoolikamalt 16igatud ja laotud. Miiiiritis ndib olevat nii tehniliselt
teostuselt kui materjalilt kiillalt homogeenne. Avatud miiiirialadel ei ole néha iihtki
ithenduskohta ega katkestust. Selle jargi voib oletada, et seinad on laotud iihe
ehitusetapi jooksul kogu korguses.

Krohv
Maalingu aluseks olev krohv on tdenéoliselt kantud otse miiiiritisele ja on ilmselt selle
seina esimene ning ainus krohvikiht (krohvikihi all olevaid kihte ei olnud voimalik
avada ja tdpsemalt vaadelda). See koosneb kahest kihist beezikat tooni
lubja/graniitliiva krohvist, mida omakorda katab dhuke lubjakiht — viimane
moodustab maalingule valge aluspinna.

A —kahjustatud ala, mis
néitab kahe krohvikihi
stratigraafiat ja tekstuuri
B — histi sdilinud
viimistluskiht, millel on
| ndha punased
maalingujooned
lubjapinnal

Esimese tditekrohvi kiht on véga jdmedateraline (tera suurus max. 8 mm) ning sellega
on tasandatud miiiiripinna ebaregulaarsused. Teist, 6hukest peeneteralise krohvi kihti
(tera suurus kuni 1-2 mm; krohvikihi paksus max.2 mm) kasutati pinna silumiseks.
Mitmes kohas on selgelt jélgitavad puidust hdoruti jdljed, millega siluti krohvipinda.
Loplik krohvikiht sdilitab konarliku pinnastruktuuri, peegeldades aluseks oleva miitiri
ebaregulaarset pinda



krohvipinna konarlik struktuur ja
krohvipinna silumiseks kasutatud
puidust hddruti jélg (nool)

Lopuviimistlusena pinnale kantud lubjapiima kiht peab olema olnud tugevalt
lahjendatud, kuna selles pole nédha iihtegi pintsliloogi jélge.

NE-eendtoe ja koori pohjaseina kokkupuute nurgas on selgelt néha, et krohvikihti ei
katkesta selle arhitektuurse elemendi voimalik hilisem lisamine, nii nagu oletavad
varasemad uurijad. Vastupidi, silmndhtavalt on krohv surutud tdoriistaga
tribuunikaare eendtoe kiviblokkide vastu, mis jérelikult pidid krohvimise ajaks olema
juba paigas.

Krohvimise kdigus tribuunikaare
eendtoe vastu surutud krohv (nool)

Ka kompositsiooniliselt pole iihest mérki viimase apostliga nissi labildikamisest,
pigem tundub, et maalija kasutas olemasolevat eendtuge dra oma kompositsiooni
osana — distants figuuri keskteljest nis$si vasakult poolt sulgeva sambani on umbes
sama, mis eendtoeni paremal poolel, sdilitades niiviisi nissi simmeetria.




Vasakult kolme esimese nissi kohal kulgeb horisontaalne selgelt jélgitav
krohvipindade tihenduskoht, mis jookseb siis vertikaalselt alla kolmanda ja neljanda
nissi vahelt ning jatkub horisontaalselt parempoolsete nisSide alaosas maalingu
16puni, kus see on halvemini sdilinud viimistluskihtide tottu vihem néhtav.

Kollane punktiirjoon niitab
ligikaudset krohvipindade
ithenduskoha kulgemist; paremal
alumisel poolel on see vihem
néhtav.

Krohvipindade iihendusjoon on tekinud seetottu, et alumise seinaosa krohv on kantud
seinale hiljem ning silutud iilemise osa krohvikihi peale. Seda tiilipi krohvitud pindade
iilekattumine viitab enamasti fresko tehnika kasutamisele — kuna on vdimatu maalida
kogu kompositsiooni korraga, on vaja pind jaotada viiksemateks aladeks (nn.
paevatooddeks e. giornata' deks), mida on vdimalik maalida {ihe korraga mirjale
krohvile. Siiski nditab maalikihi 1dhem uurimine, et antud juhul pole tegemist fresko-
tehnikaga (vt.allpool) ning pohjus seina krohvimiseks sellise ebaregulaarse
horisontaal- ja vertikaaljoonte ithendamise siisteemi jargi jaib ebaselgeks. Sekona
maalitud seinamaalingute puhul vdiks tegelikult eeldada liksnes horisontaalsete
krohvipindade {ihendusjoonte olemasolu, mis vastavad tellingu korruste kdrgusele (it.
k.: pontata) — see on tavaline koikidel ajastutel kasutatud siisteem, et organiseerida
kdrgete seinte krohvimist.



Sama maalialune krohv jéitkub ka pdhjaseina vasakul poolel triumfikaare ja
Apostlimaalingu vahele jddval maalimata alal. Seda kinnitab ka horisontaalse
krohvipindade {ihendusjoone jatkumine maalimata piirkonnas.

Nooltega on nédidatud selgelt
jélgitav krohvipindade
ithendusjoon.

Pohjus, miks see ala on jaetud maalimata, jadb ebaselgeks. Voib vaid oletada, et
pérast krohvimise 1opetamist ja enne maalija todle asumist ehitati seina selle osa vastu
mingi struktuur (nditeks puidust kantsel). On ilmne, et maalija arvestas oma
kompositsiooni loomisel ainult selle alaga, mis jadéb tiihiku (st maalinguta ala) ja
kirdepoolse eendtoe vahele. See hiipotees, mis viitab ajalisele erinevusele krohvimise
ja maalimise vahel, on veelkordne tdestus seko maalitehnika kasutamisele.

1971-76 teostatud tiks vertikaalne ja iliks
horisontaalne sondaaz seina iilemises osas

- viitavad sama figuraalmaalingu aluse krohvi
jatkumisele akna ja volvi vahelisel pinnal.
Neid tdendeid peab kiill veel uurima, kuna
avatud krohvipind on kaetud paksu punase

~ (algselt ilmselt roosa) virvi kihiga, mida

~ kasutati avatud sondaazide retuSeerimiseks
ning integreerimiseks seina lilemises osas
sdilinud hilisemasse roosasse dekoratiivsesse
skeemi (1971-76) [vt. foto].

Oleks soovitav viia 1abi maalialuse krohvikihi
stratigraafiline uuring seina lilemises osas, et
dokumenteerida sama krohvi jatkuvust ning
kontrollida seinapinna algset viimistlust ja
voimalike dekoratsioonide olemasolu (voi
sdilimist) esimese krohvikihi tasandil.
Tapsemini oleks pdhjust uurida ka koori
pohjaseina aknaava, mis ndib olevat kaetud
sama maalingualuse krohviga.




Kahest kihist koosnev lubja/graniitliiva krohv, mille 16petab dhuke lubjapiima kiht,
jatkub homogeense pinnana — maalingu figuratiivse osa ja maalitud palmetifriisi vahel
pole mérgata krohvipinna katkemist. Seetdttu néib olevat tegemist samaaegsete ja
iihte dekoratiivsesse skeemi kuuluvate maalingutega [vt. foto].

Nooled niitavad héstisdilinud
pinnaviimistlusega alasid, mis on
figuraalmaalingu ja palmetifriisi
puhul véga sarnased

Alusjoonistus ja maalingu tehniline teostus.

Veel tiks mirk, mis vilistab fresko-tehnika kasutamise, on niiskesse krohvi vajutatud
ettevalmistusjoonte puudumine. Eelkdige ringjooneliste motiivide puhul, nagu nisSide
iimarad osad ja apostlite-inglite nimbused, oleksid vanad meistrid kasutanud
ettevalmistavaid sirklijoonte vajutusjélgi, kui nad oleksid alustanud t66d mérjale
krohvile. Samuti ei ole vdimalik eristada esmast ettevalmistavat skitseerivat
kompositsiooni- ja/vdi konstruktsioonijoonte teostust, mis on hddavajalikud pinna
geomeetriliseks jaotuseks. Maalingu lineaarsed tumepunased jooned on teostatud
parast moningate (sdilinud) kollaste detailide maalimist. See tdhendab, et pidi olema
eksisteerinud mingisugune ettevalmistav joonistus. Monedes kohtades voib mirgata
heledamate punaste joonte olemasolu tumepunaste joonte all, mis vdiks olla mérk
alusjoonistusest. Siiski ei ole selle kohta kindlaid tdendeid, kuna oletatava
alusmaalingu helepunane toon on véga sarnane 1971-76 aastatel kasutatud
retuseerimistoonile.

Friisi maalimiseks kasutatud tumepunase vérvi omadused on véga sarnased
figuraalmaalingu teostamiseks kasutatule [vrdl.fotod].




Kohas, kus nisside lilemine osa saab kokku friisiga, visuaalselt seda kohati kattes, on
selge, et kaks maalingut on teostatud iiheaegselt [vt. foto].

Nool téhistab figuraalmaalingu
ja palmetifriisi
kokkupuutekohta ning nitab
nende selget {iheaegsust;
punktiirjoonega on téhistatud
hilisemate maalingukihtide piir

Vaibolla oli maalija eesmirk saavutada teatud perspektiivimulje, justkui seisaksid
nissid palmetifriisist eespool. Friisi silmaga ndhtav heledam taustatoon, mis torkab
eriti silma monedes kohtades piki friisi alumist joont, tuleneb 1971-76 kasutatud
valgest retuSeerimisvérvist, mille abil tdenioliselt taheti rohutada friisi alt ja lilevalt
piiravat sinist joont [vt. foto].

1971-76 rekonstrueeriti friis
ulatuslikult, kasutades selleks
heledamat, soojemat punast tooni
[vt.foto]. Ainult ~ 10% friisist on
originaalne.




Eelpoolnimetatud tédhelepanekutele lisaks on punase lineaarmaalingu sekona
teostamise peamiseks tunnuseks asjaolu, et punased jooned kulgevad iile
krohvipindade tihenduskoha. See on eriti silmatorkav esimese vasakpoolse ingli
juures, kus punane joon iiletab krohvipindade iihenduskoha iihe pintsliloogina [vt
foto]. Jarelikult oli maalija t66le asumiseks krohv juba terve seina ulatuses pinnale
kantud ning dra kuivanud.

Juba 1971-76 mérgati véikeseid tumehalli vdrvi fragmente, mis on kdige selgemini
jélgitavad parempoolse apostli vasakul 6lal, aga mida leidub ka maalingu teistes
piirkondades.

Seda voib interpreteerida tdendina maalingu peaaegu jddgitult hdvinud viimistlevast
kihist, mis vois olla teostatud mingisuguse aja jooksul teisenenud pigimendiga. On
niha, et need maalikihi fragmendid moodustasid apostli mantli tonaalselt
modelleeritud voldistiku. Praeguseks tumehallid fragmendid voisid algselt olla
pliivalgega maalitud helendused — veebaasil sideaines muutub pliivalge sageli
keemiliselt halliks pliioksiidiks voi pliisulfiidiks. Asjaolu, et sdilinud tumehallid
maalikihi fragmendid katavad tumepunaseid jooni néib viitavat voimalusele, et
punane lineaarne maaling on iliksnes véga oskuslikult teostatud ja tilidetailne
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alusjoonistus, mis originaalselt oli kaetud palju niianseerituma ja modelleerituma
maalingukihiga. Siiski on séilinud viimistleva maalingu fragmendid ebapiisavad, et
teha jireldusi 1dpumaalingu kvaliteedi kohta. Usna rikka vérvipaleti kasutamisele
viitab ka eresinise véarvifragmendi leidumine pinnal, millega maaliti friisi timbritsevad
horisontaaljooned [vt. foto]. Nii hallist kui sinisest maalingufragmendist vdeti ka
proov pigmendianaliiiisi ldbiviimiseks.

Nooled tdhistavad
palmetifriisi imbritsevat
sinist linti

Uuringu tulemusena on voimalik viiita jirgmist:

¢ Et maalingualune krohv jatkub maalingust vasakule vdidukaare suunas, kus
see aga jaetakse mingil pdhjusel maalinguta;

¢ Et maalingualune krohv on surutud vastu NE-eendtuge, mis seetdttu peab
olemas olnud varem, kui maaling;

e Et tribuunikaare eendtugi ei 16ika idakiiljelt maalingut 14bi, vaid maaling
teostati voidukaare poolse maalimata osa ja juba olemasoleva NE-eendtoe
vahele.

e Et praegu nédha olev lineaarne maaling (mis on tdendoliselt ainult
originaalmaalingu alusjoonistus) teostati kuivale krohvile;

e Et dekoratiivne palmetifriis ei ole teostatud omaette lubjakihile, vaid
apostlimaalinguga samale maalikrohvile; friisi ja apostlimaalingu maalitud
pinna iilim sarnasus viitab selgelt faktile, et tegemist on samade meistrite poolt
samal ajal teostatud maalinguga.

Viited, mida peaks edasi uurima:

e Et maalingualune krohv jéitkub kooriruumi pdhjaseina korgematel
piirkondadel ja aknapalenditel, mis annab tunnistust maalingu kuulumisest
volvitud kooriruumi aega;

e Etolemasolev lineaarmaaling on iliksnes véga detailne alusjoonis ja et
maalingu 10plik viimistluskiht oli mérgatavalt niiansseritium, kasutades
rikkalikku vérvipaletti ja tonaalset modelleeringut.

* Pigmendiproovid on analiiiisimiseks antud TTU Materjaluuringute Keskusele
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B — “Roosa kiriku” uuring

Roosa tooniga lubivérv avati ja eksponeeriti kooriruumi pohjaseina iilemises
piirkonnas 1971-76 restaureerimistodde kdigus. Selle kihi dekoratiivne maaling
koosneb tumepunastest maalitud vuugijoontest tribuunikaare eendtoel ja
marmorimmitatsioonist talumil.

A _
marmorimmitatsioon
B-1971-76
restaureerimise ajast
péarinev kromaatiliselt
teisenenud
retuseerimisvarv

Sama restaureerimise kaigus avati apsiidi alumistel seintel vidikesed sondaazid, kus on
niha, et roos virv asub otse kivimiiiiritisel. See vib olla pohjuseks Villem Raami
oletusele, et roosa kihiga kaeti kirik pérast poliigonaalse apsiidi ehitamist 14 saj.
Teine 1971-76 aastatel restaureeritud ala oli orelirddu. Pikihoone ldéneseinal avati ja
rekonstrueeriti ulatuslikult varasem kiht, mis on tdendoliselt esimene ja vanim
séilinud kiht kiriku selles piirkonnas [vt. foto] (Villem Raam dateerib selle pikihoone
ehitusaegseks viimistluskihiks).
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Selle kihi moodustab beezil lubjakihile maalitud arhitektuurne dekoratsioon. Kahte
kohta jéetud “dokumenteerivad néditelapid” eemaldatud kihtidest nditavad hilisemate
kihistuste stratigraafiat, s.h ka roosat kihti. Samade t66de kéigus avati ka pikihoone
ladnevolviku eendtugede talumitel marmorit immiteeriv dekoratsioon roosal taustal
[vt.foto].

Kéesoleva uuringu raames tehtud tdehelepanekud voib kokku vota jargnevalt:

e Kooriruumi roosa maaling koosneb kahest kihist — soojem roosakas
maaling, mida katab kiilmem ja violetsem roosa kiht. Viimane moodustab
ka selle kihi, mis sdilitati ja eksponeeriti koori pdhjaseina iilemises osas ja
tribuunikaare eendtoel 1971-76 restaureerimise kéigus (st kvaadermaaling
ja marmoriimmitatsioon kuuluvad samuti sellesse kihitsusse). Varasem,
soojem roosakas kiht on nidha neis kohtades, kus violetne kiht on irdunud
[vt.foto];
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e “dokumenteeriva nditealana” sdilitatud voluudimotiiv maalitud
palmetifriisi keskosas kuulub teise, violetse roosa kihi juurde [vt.foto];

e [Esimene ja varasem roosa kiht, mis kannab ka ld4nevolviku talumite
marmorimmitatsiooni (!! See marmorimmitatsioon on ka stilistiliselt viga
erinev kooriruumi talumite marmormaalingust), laieneb ka seinapinnale.
Nii eendtoe talumitel kui seinal asub see beezikal, viga tugeval lubjakihil,
milles on nédha selged pintslitdmbe jiljed. Selle beezi kihi fragmendid
voivad kuuluda kiriku ehitusaega dateeritud viimistluskihti, mis on
eksponeeritud lddneseinal;

A — beez lubjakiht
B - esimese roosa lubivérvi kiht
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Kéesoleva vaatluse raames pohjaseina ladnepoolse akna alla tehtud
sondaaz tdestab, et esimene roosa kiht (sama, mida ndeme pikihoone
talumitel) on dekoreeritud ka siledal seinapinnal [vt.foto]. Nimetatud
sondaazi eesmark oli vaadata, kas beezikas algse pikihoone juurde kuuluv
viimistluskiht ulatub ka aknaalusele miiiiritisele — see miiiiriosa on laotud
akende alumiste osade sulgemise kdigus pérast 1343 a. toimunud
ehitustoid. Siiski ei leitud hastisdilinud beezikat kihti, kuid tdheldati
mitmeid erinevaid séilinud lubjakihte roosa virvi all, mis on nditab
mitmete varasemate kihtide olemasolu enne roosat kihti;

Teine violetsem roosa kiht esineb ka pikihoones. Kahe roosa kihi
olemasolu on niha vdlviroide konsoolil NW-nurgas, mis mingil ajal
krohviti. See juhtus mdnda aega enne esimese roosa kiriku perioodi, mida
toendab mitmete lubjakihtide olemasolu roosa kihi all [vt.foto];

A — varasemad
lubjakihid krohvitud
volviroidel

B — esimene roosa kiht
C — teine violetsem
roosa kiht

D — hilisemad lubjakihid
E — lddneseina ja
kilpkaare viimistlus, mis
rekonstrueeriti 1971-76

15



A —krohv

B — esimese roosa lubjavarvi kiht
paksul lubjakihtide “pakil”

Pikihoone lddneseinale orelirddule viiva trepi kohale jdetud maalitud
voluudi ndide ndib kuuluvat teise roosasse etappi [vt.foto]. Seda
dekoratsiooni iseloomustab kooriruumis friis keskossa jaetud
voluudinditega vdga sarnane paks varvikiht, mis kuulub kindlasti teise,
lillakasroosasse etappi [vrdl.fotod];

Mitmetes kohtades asub roosa(d) etapp(id) paksul varasemate lubjakihtide
“pakil”. Naiteks: lddneseina aknapdse dokumenteerival nditealal,
ladneseina vasakul poolel oleval dokumenteerival niitealal, kooriruumi
maalingute alumisse vaskusse ossa jaetud dokumenteerival néitealal
[vt.fotod].

nool nditab roosa kihi all olevat
varasematelubjakihtide “pakki” ning mitmeid
C — hilisemad lubjakihid roosa kihi peal olevaid hilisemaid lubjakihte

Need leiud viitavad sellele, et roosa kiht teostati parast pikema aja jooksul
toimunud korduvat kiriku ineterjooride iilemaalimist. Asjaolu, et roosa kiht
asub kohati otse kivimiiiiril ja/voi varasel krohvil vai lubjakihil on
seletatav kiriku pikemat perioodi hooletusse jatmisega, mille jooksul
viimistluskihid said oluliselt kahjustada. On tdenéoline, et esimese roosa
kihi teostanud maalrid leidsid eest ulatuslikult kahjustatud seinapinnad,
mille parandamiseks pidid nad eemaldama irdunud lubjakihid ning
parandama need krohvitditega. Selline pikem kiriku mahajéetiuse periood
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on dokumenteeritud pérast Pohjasdda 1710, mil kirik jii tdenéoliselt
monekiumneks aastaks ilma katuseta.

Uuringutulemuste kokkuvote:

e kaks iilestikku Eksisteerib asuvat roosat kihti (otseses kontaktis), mis molemad
kannavad maalitud dekoratsioone;

e Roosad kihid kuuluvad kiriku interjoodride iisna hilisesse perioodi, millest
annab tunnistust roosa(de) kih(tide) asumine kohati iisna paksul varasemate
lubjakihtide “pakil”;

e Voluudimotiivid voib stilistiliselt paigutada baroki perioodi;

e Roosade kihtide all olevate lubjakihtide ddrmiselt fragmentaalne situatsioon
(sageli asub roosa kiht otse kivimiiiiril vo1 viga varaste kihtide jdénustel), on
toendoliselt pikemat perioodi toimunud aktiivse lagunemise tagajirg;

e Arvestades kiriku pikema perioodilist hooletusse jaetust parast POhjasoda
1710 on tdendoline, et esimene roosa kiht teostati sellele jargnenud
laiaulatuslike renoveerimistdode osana.

C - kiriku varaseim viljanigemine

Kiriku varasem arhitektuurne dekoratsiooniskeem, mis on teostatud beezikale lubjale
ning toendoliselt dateeritav praeguse kiriku ehitusaega, on dokumenteeritud kahes
1971-76 avatud ja ulatuslikult rekonstrueeritud piirkonnas:

e Pikihoone lddnesein orelirodu kohal;

e Kooriruumi pohjaseina aknapalendite tilemised osad.

Kiesoleva vaatluse kdigus oli voimalik 1&hemalt uurida vaid nimetatud alade alumisi
piirkondi. Kdikidel kdesoleva vaatluse kéigus ligipadsetavatel aladel olid
dekoratiivsed maalingud tdielikult rekonstrueeritud uuele valkjale lubjakihile. Ei
osutunud voimalikuks identifitseerida iihtki originaalpinda, mis voivad olla seina
iilemistes piirkondades. 1971-76 restaureerimise kdigus tehtud must-valge foto
dokumenteerib pikihoone 144neseina keskosast leitud {isna hésti sdilinud
originaalmaalingut.

1971-76 restaureerimistodde kaigus
tehtud foto, mis néitab lddneseinas
leitud maalingute seisundit parast
avamist.
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Erakordselt kdva beezikat tooni ning selgete pintslijilgedega lubjakihi fragmendid,
mida leidub pikihoone lddnevolviku molema eendtoe talumil (vt: eelmine peatiikk),
voivad kuuluda varasesse dekoratsioonifaasi. Selle tdestamisek oleks vajalik
lisasondaazide avamine, kuna kummalgi kahest alast ei leidu méarke maalitud
dekoratsioonidest.

D — vilisfassaad

Kiriku varasema vilisviimistluse uurimise votmealadeks voib pidada kiriku fassaadi
kahte piirkonda, mis kaitsti juba kiriku ehitusloo varasel perioodil lisatud
ehituselementidega:
e Kooriruumi idaseina iilemine osa, mis on kaetud pérast 1343 a. ehitatud
apsiidi katusega;
e Kooriruumi 1dunaseina kédrkambri kohale jéév ala, mis kaeti torni ehitamisega
(tdendoliselt 16-17 saj).
Nende alade vaatlus tdi ootamatuid tulemusi. Kummalgi kahest alast pole tihtegi
mirki vélisviimistlusest (st krohvist, vuugimordist). Pigem niib, et sein jii parast
keskaegsete miiliriladujate poolt selle piistitamist sinnapaika - avatud vuukidega
murtud dolomiitblokkidest miiiirina, mis on laotud lubja/graniitliivaga.

Tornis: kooriruumi 1dunaseina aknaga
vélisfassaad

Kooriruumi idafassaadi detail apsiidi
katuse all

Need mérgid nédivad viitavat voimalusele, et kiriku vélisfassaadid jdid krohvita
vihemalt torni ehitamise ajani.
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The stratigraphic survey carried out at Valjala Church in the period 8-13 August 2005
had the following aims:

1) to verify art-historical theories regarding dating and chronology of internal architectural
surfaces, especially of the wall painting scheme in the choir;

2) to document evidence regarding materials and technical characteristics of the various
architectural surface layers preserved in the church in order to provide additional primary
information for historical studies and assessments.

The survey focused on three key areas which present datable wall structures
from different periods and were accessible from the pavement or with a 2-floors
mobile schaffolding. These areas were:

1) the north wall of the choir, with surfaces uncovered in 1971-76 (accessible up to ca. 6
meters with a mobile schaffolding)

2) the lower part of the 14th century apse with older surfaces uncovered in several areas in
1971-76

3) the uncovered capitals of the 1st bay in the nave (reachable from the organ balcony)

4) the decorative scheme on the west wall, uncovered and reconstructed in 1971-76

5) the area under the 1st window on the north wall of the nave, structurally modified probably
in the 14th century (reachable from the organ balcony)

Surfaces from different periods had been uncovered and restored during the intervention of
1971-76 in all key areas. This allowed to collect sufficient information without opening
additional stratigraphic samples. Only one new sample was opened under the 1st nave
window on the north wall.

Due to limited time and accessibility, this survey cannot provide a global picture of the
stratigraphic situation of architectural surfaces in the church. To reach that goal and to better
control some of the observations made, it will be necessary to increase the number of
samples in the different key areas and to extend the survey into areas that were not reachable,
i.e. especially into the vaults of the earlier nave/choir and of the later apse.

A - Technical study of the Apostle Painting in the choir

The technical study of the important medieval wall painting, carried out mainly through
systematic direct observations and by using raking light and optical magnification, was
successful in clarifying some of the controversial art historical issues, concerning mainly its
dating.

There are three main opinions expressed by the main scholars:

1) Filatov and Raam agree that the paintings were done on the walls of the earlier chapel,
which was later transformed into the present choir. This involved the heightening of the walls
and the insertion of the corner pillars to support the cross vault. The paintings were preserved
in the renovation process and can therefore be dated to a earlier period than the presumed
time of construction of the present church (1260s). Raam observes that the corner pillar
towards the apse cuts the figurative part of the painting as a result of its later insertion. While
Filatov dates the paintings on stylistic grounds to the Fulco period (2™ half 12th century),
Raam suggests that the earlier chapel was build immediately after the Christianization 1227.

2) Raam, in contradiction with Filatov, says that the decorative frieze is from a later period
than the figurative part of the paintings, that it is painted on a lime wash layer applied onto
the painting plaster at a later stage and that it extends onto the corner pillar, supporting the

cross-vault of the choir.

3) Kersti Markus and Helen Bome date the paintings on stylistic grounds in the 1260s.
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Masonry support

The visual examination of the masonry of the north wall of the choir is possible from outside,
due to a number of investigation samples opened by V. Raam and to areas where the plaster is
lost. The masonry is composed mainly of roughly broken dolomite blocks with the exception
of corners and window jams for which more carefully carved and set blocks were used. The
texture of the masonry seems to be rather homogeneous from both, a technical and a material
point of view. In areas with exposed masonry, no joints or interruptions can be observed,
indicating that the wall was constructed during one building phase up to its entire height.

Plaster

The plaster which acts as a ground for the painting is probably directly applied to the masonry
and is the first and only plaster layer on this wall (i.e. it was not possible to observe older wall
coverings below this plaster). It is composed of two layers of beige-colored lime/granite sand
plaster, finished with a thin coat of lime wash to provide a white ground color for the painting
[photo]. The first plaster layer is very coarse (grainsize < 8mm) and was applied to roughly
compensate the irregularities of the masonry surface. The second layer is a fine plaster
(grainsize: < 1-2mm; thickness: < 2mm) which was used to obtain a smooth surface. Tool
marks of a wooden float, used to smooth this plaster are clearly visible in many places
[photo]. The finished plaster maintains a wavy surface texture, continuing to reflect the
irregular masonry underneath [photo]. The lime wash, applied as a final surface finish must
have been very diluted as it does not show any brush marks.

In the corner with the northeast pillar it can be easily observed that the plaster layer is not
interrupted by a possible later insertion of this architectural element, as it was assumed by
earlier scholars. On the contrary, it is clearly visible that the plaster was applied against the
stone blocks of the pilaster [photo], which were already in place. Also from a compositional
point of view there is no evident cut of the right side of the last painted niche with an apostle,
but it rather appears that the painter used the pilaster as part of his composition - the distance
from the central axe of the figure to the painted column closing the niche on the left, is about
the same as to the pilaster, thus maintaining the symmetry of the niche space [photo].

An evident plaster joint runs first horizontally above the first three niches from left, goes
down vertically between the third and the fourth niche and continuos then, less clearly visible
due to a less well preserved surface, horizontally in lower part of the niches towards right
[photo]. The plaster joint is due to the overlapping of the plaster in the lower area, applied
later and smoothed out roughly onto the plaster in the higher part. This type of plaster joints
are often indicating the use of fresco technique, i.e. the impossibility of executing the entire
composition at once and thus the need of dividing the surface into smaller areas (dayworks)
which could be painted during one session onto the fresh plaster. The examination of the
paint layer has however indicated that no fresco technique was used (see below) and the
reason for plastering the wall according to this irregular system of horizontal and vertical
joints remains unclear. As a fact, in secco wall paintings only the existence of horizontal
plaster joints, corresponding to the height of the floors of the schaffolding (ital.: pontata)
would be expected - a normal system to organize the plastering of higher walls used in all
epochs.

The painting plaster extended also to the left of the wall into the unpainted gap between the
triumphal arch and the beginning of the painting scheme. This is clearly indicated by the
continuation of the horizontal plaster joint into this area [photo]. The reason why this area
remained unpainted remains unclear. It may be that after the completion of the plastering and
before the painter started his work, a structure (e.g. a wooden chancel) was built against this
part of the wall. It is obvious that the painter considered only the area between the gap and the
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northeast pillar for the development of his composition. This hypothesis, which involves a
temporary difference between plaster and painting execution, could be quoted as a further
proof for the use of a secco painting technique.

One vertical and one squared uncovering sample carried out in 1971-76 indicate that the same
plaster continued also in the higher parts of the wall in the space between the window and the
vaults. This evidence must be further examined as the plaster surface is covered by a thick
layer of red paint (which must have initially been pink), used to retouch the uncovered parts
and to integrate them with the pink color of the later decoration layers, preserved in the higher
parts of the walls above the painting scheme [photo]. It is suggested to carry out stratigraphic
research of the layer of painting plaster in the upper part of the wall in order to document its
extension and verify how the wall was finished and whether there are painted decorations on
this level. Another area worth of further investigation is the window, which seems to be
covered by the same plaster.

The plaster surface, composed of two layers of lime/granite plaster finished with a thin lime
wash, is homogenous throughout. No discontinuity is noticeable between the figurative part
of the painting and the painted frieze, which appears to belong to the same scheme and time
of execution [photo].

Preparatory drawing and painting execution

A further evidence which excludes the use of fresco technique is the absence of any
preparatory incision. Especially for the circular motives, such as the round part of the niches
and the haloes, compass incisions would have been used by the old masters, if they had
started there work on the fresh plaster. Also not possible to notice is the first preparatory draft
of the composition and/or construction lines, which were certainly necessary to divide the
surface geometrically. The red lines of the painting were applied after the application of the
few details painted in yellow. This means that some kind of preparatory draft must have
existed. In some places a lighter red color was noticed below the dark final red, which may
indicate such a preparatory drawing. However, there is no clear evidence as it is very similar
to the retouching color used in 1971-76.

The quality of the dark red color on the painted frieze is the same than the one used in the
figurative parts [photo]. Especially where the top part of the niches reaches the painted frieze,
in some cases overlapping it visually, it is evident that all was painted at the same time
[photo]. Maybe the painter’s intention was to obtain a sort of perspective effect, with the
niches standing in front of the frieze. The apparently whiter background color of the frieze,
especially evident in some places along the lower border, is due to a white retouching color,
applied in 1971-76, probably with the intention of suggesting the blue accompanying stripe
which signed the upper and lower limit of the frieze [photo]. The frieze was largely
reconstructed in 1971-76 by using a lighter, warmer red color [photo]. Only about 10% of the
painted frieze is original.

Along with the above mentioned observations, the main proof for the secco execution of the
red linear painting is the fact that the red lines continue without interruption over the plaster
joint. This is particularly evident in the first angel on the left, where the red lines cross the
plaster joint as the result of single, continuos brush strokes [photo].

Already in 1971-76, small residues of a dark gray color, visible especially on the left shoulder
of the first apostle on the right, but also in other parts of the painting, were observed [photo].
The interpretation was that it might be residues of an almost completely lost final paint layer,
maybe made with a pigment that has altered. It can be observed, that they are fragments of a
painting layer which rendered the faults of the coat with tonal modeling. What is now dark
gray might have been originally highlights painted with white lead, which in aqueous binding
media suffers frequently a chemical alteration into gray lead oxide or lead sulfide. The fact
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that the paint layer residues hide the red lines seems to indicate that the red linear painting is
just a skillfully executed and very detailed preparatory drawing, which originally was covered
by a much more elaborate and artistically developed paint layer. However, the fragments of
this final paint layer are too small to give sufficient information on the quality of the finished
painting. An indication of the use of a rather rich palette is provided by residues of a bright
blue pigment that was used to paint the horizontal bands, delimiting lower and upper part of
the painted frieze [photo]. Samples for pigment analysis were taken from both, the gray paint
layer residues and the blue band.

As a result of the study we were able to proof:

» That the painting plaster continuos on the left of the painting scheme towards the
triumphal arch, where it remained for some reason unpainted.

= That the painting plaster is applied against the northeast corner pilaster, which must have
existed before;

» That the painting scheme is not cut on the right, but that it was conceived for the space
between the unpainted gap near the triumphal arch and the northeast pillar;

= That the present linear painting (probably only part of the original painting) was executed
on a dry plaster.

= That the decorative frieze is not executed on a lime wash layer, but on the same painting
plaster as the apostles below; the close affinity between the painted surface of the frieze
and of the Apostle Painting does strongly suggest that they were done by the same
painter(s) and at the same time.

Moreover, strong evidence exists:

= That the painting plaster on the north wall continuous onto the higher areas of the choir
and onto the window sill;

= That the present linear painting is only a very developed preparatory drawing and that the
final original paint layer was much more elaborate, with the use of a rich palette and of
tonal modeling;

B - Study of the 'Pink Church'

A pink-colored lime paint was uncovered and presented during the 1971-76 intervention in
the higher parts of the north wall of the choir. This layer is painted with an ashlars imitation
on the corner pilaster towards the apse and a marble imitation on the capital [photo]. During
the same intervention small samples were opened on the lower walls of the apse, where the
pink layer appears to be in direct contact with the stone masonry. This observation might have
suggested to Villem Raam that this layer was applied after 1343 in concomitance with the
construction of the polygonal apse.

The other area, subject of intervention in 1971-76 was the organ balcony. On the west wall of
the nave an earlier layer, probably the first or oldest preserved in this part of the church, was
uncovered and largely reconstructed [photo] (Villem Raam dates it to the construction time of
the nave). This layer consists of an architectural decoration on a beige colored lime wash. In
two places 'documentation samples' of the removed layers were left, which show the
stratigraphy of these later layers, including the pink layer. Moreover, on the two capitals of
the first pilasters of the nave, a pink layer with a false marble decoration was uncovered
[photo].

The observations made during the present study can be summarized as follows:

= The pink layer in the choir consists of two layers - a warmer pink paint covered by a
cooler more violetish one. The latter is the one which was preserved in 1971-76 in the
higher part of the north wall and on the corner pilaster (i.e. the quattratura decoration and
painted marble imitation also belong to this layer). The earlier, warmer pink layer is
visible underneath in places where the later, more violetish layer has fallen off [photo];
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The volute motive left as a 'documentation sample' in the center of the painted frieze
belongs to the second pink phase [photo];

The first pink layer, carrying marble imitation on the capitals of the west bay pillars (note:
this marble imitation is stylistically very different to the one of the choir capital) is also
extending onto the wall surface. On both, the stone capital and the wall it sits on a beige-
colored, very strong lime wash layer with evident brush marks, which might be residues
of the beige layer, probably dating to the time of construction, uncovered on the west wall
[photo];

A stratigraphic sample made during the present survey under the first window of the north
wall of the nave proofs that the first pink layer (i.e. the one preserved on the nave
capitals) had also painted decorations on the wall surfaces [photo]. This sample was made
with the initial intention to verify whether the beige lime wash layer, attributed to the
construction time, was present also on the masonry below the window, which results from
a reduction of the height of the window, probably carried out after 1343. No well
preserved beige layer could be found, but traces of different lime wash layers under the
pink, document that many earlier wall paints existed;

The second more violetish pink layer is also present in the nave. A clear superposition of
the two pink layers is visible on the console of the rip in the northwest corner, which at
certain time was plastered. This occurred some time before the application of the first
pink layer as testified by the presence of several, underlying white wash layers [photo].;
The sample of a painted volute, left on the west wall above the stairs leading to the organ
balcony seems to belong to the second pink phase [photo]. The decoration has the same
characteristics of very thickly applied paint, as the volute motive, left in the center of the
painted frieze in the choir, which is certainly belonging to the second pink phase [photo].;
In a number of places the pink phase(s) sit on a thick 'package' of earlier white wash
layers. Examples are: the documentation sample in the window jam on the west wall, the
documentation sample on the left side of the west wall [photo], the documentation sample
on the left lower part of the painting scheme in the choir This findings proof that the pink
layer was applied after a long period of successive re-painting interventions of the church
interior. The fact that the pink layer(s) sit in many places directly on the stone masonry
and/or on earlier plaster or lime wash layers can be explained by a longer period of
neglect of the church in which the surfaces suffered substantial damage. It is likely that at
the time of the execution of the first pink phase the craftsmen in charge of the renovation
of the church interior found extensively deteriorated wall surfaces which they had to
repair by removing flaking lime wash layers and by applying plaster fills. Such a longer
period of neglect is documented for the period after the North War of 1710, when the
church remained without roofs, probably for some decades.

Summary of survey results:

There are two superimposed pink layers (in direct contact), which both had painted
decoration;

The pink layers are referring to a rather late lay-out of the church interior as it is testified
by several areas where the pink layer(s) sit on a thick 'package' of earlier lime wash
layers;

The volute motives can be stylistically dated to the Baroque period;

The extremely fragmentary situation of the white wash layers under the pink phase(s)
(often the pink layer(s) sit directly on the masonry or on residues of very early layers)
probably results from a longer period of active decay;

Considering the long period of neglect after the 1710 North War it is likely that the first
pink layer was carried out as part of the large scale renovation works that followed.

C - The earliest layout of the church
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An early architectural decoration scheme, painted on a beige-colored lime wash and probably
dating to the time of construction of the present church is documented by two areas uncovered
and largely reconstructed in 1971-76:

= The west wall of the nave above the organ balcony;

= The upper part and the window jams of the north wall of the choir.

During the present survey only the lower parts of the two areas could be inspected at close
range. The painted decorations, in all surfaces reachable during the present survey, appear to
be completely reconstructed over a newly applied off-white wall paint. It was not possible to
identify any original surface, which might be located in the higher parts of the wall. A black
and white photograph taken during uncovering in 1971-76 documents that in the central part
of the west wall of the nave a rather well preserved original scheme was found [archive
photo].

The particularly strong beige-colored lime wash layer with evident brush marks, found on
both capitals of the pillars of the first bay in the nave (see: previous chapter) might be
residues of this early scheme. The opening of additional samples would be necessary to
confirm this, as in none of the two areas exists evidence of painted decoration.

D - The outside facades

Two areas of the facade of the church can be considered key areas for the research of surface
layers as they were protected by added structures at early stages in the history of the church:
= The upper part of the east wall of the choir, covered by the roof of the apse constructed
after 1343;
= The portion of the south wall of the choir, above the vestry, protected since the
construction of the tower, probably in the 16th or 17th century.
The inspection of these areas provided an unexpected result. In none of the two areas are
traces of any surface finish (i.e. plaster, pointing of masonry joints), but the wall surface
appears as it must have been left by the medieval masons after the construction of the wall,
i.e. a masonry composed mainly of roughly broken dolomite stones with lime/granite mortar
between the stones and open joints [photo] This evidence seems to indicate that the outside
faced of the church remained without plaster at least until the time of construction of the
tower.
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