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2. The Pulpit in Oppolding:

Reflections on the Spiritual Significance of Ornament 


1.  Let me begin by reading you an entry on rococo style taken from the Catholic Encyclopedia. It seems symptomatic:

This style received its name in the nineteenth century from French émigrés, who used the word to designate in whimsical fashion the old shellwork style (style rocaille), then regarded as Old Frankish, as opposed to the succeeding more simple styles. Essentially, it is in the same kind of art and decoration as flourished in France during the regency following Louis XIV's death, and remained in fashion for about forty years (1715-50). It might be termed the climax or degeneration of the Baroque, which, coupled with French grace, began towards the end of the reign of Louis XIV to convert grotesques into curves, lines, and bands (Jean Bérain, 1638-1711). As its effect was less pronounced on architectural construction than elsewhere, it is not so much a real style as a new kind of decoration, which culminates in the resolution of architectural forms of the interiors (pilasters and architraves) by arbitrary ornamentation after the fashion of an unregulated, enervated Baroque, while also influencing the arrangement of space, the construction of the façades, the portals, the forms of the doors and windows. The Rococo style was readily received in Germany, where it was still further perverted into the arbitrary, unsymmetrical, and unnatural, and remained in favour until 1770 (or even longer.

This suggests, with some justice, that the rococo style is not really an architectural style in the proper sense of the word, as it is a French style of decoration that was perverted in Germany into something “arbitrary, unsymmetrical, and unnatural.”  I shall be returning to much in this entry next time.  Here I want to raise the question:  does the rococo style deserve to be called an architectural style?  Consider once more the church in Rottenbuch, to which I briefly introduced you last time and which I chose to place on the cover of my book on the Bavarian Rococo Church.  (Fig. 1,7) As I pointed out last time, this is not a church that was built in the 18th century.  What you see betrays that this is fundamentally a Romanesque church, a basilica with transept, built some time around the year 1100.  Following several fires, it was rebuilt and vaulted in the course of the 15th century and given a Gothic look.  It was given its present appearance by the monastery’s architect Joseph Schmuzer in the years 1737-1746.  Schmuzer was assisted by his son Franz Xaver and the painter Matthäus Günther, from the same small Bavarian village, Wessobrunn, who eventually became director of the Art Academy of Augsburg, to whom I also introduced you, if only briefly, last time.  The church supports the claim that the rococo style is first of all a style of decoration.  


Does it also support the claim that decoration here is “perverted into the arbitrary, unsymmetrical, and unnatural”?  But I do agree that the key to the rococo style is provided by its ornament, rocaille.  Rocaille again is shell-work, generated by imaginative transformations of the shell, where we should ask ourselves: why the shell?  Is it enough to consider here the formal, aesthetic properties of such shells?  Does the shell possess, perhaps, also a spiritual significance?

Next time I shall go more deeply into the genesis of the style rocaille and its transformation, or if you follow the cited Encyclopedia entry, perversion by the Bavarians.   Today I want to look primarily at just one particularly striking example of that appropriation or perversion of a French ornament, the pulpit to which I introduced you last time.  (Fig. 1, 4)

2. We find this extravagant creation in a tiny church consecrated to John the Baptist in the Bavarian Oppolding (1765), a capriccio in stucco, bound neither by the rules of representation nor by those of architecture, hardly bound, it would seem, even by the serving function that would seem to be part of the very essence of ornament.   What here is ornament?  What ornament-bearer?  The pulpit suggests a musical composition in three movements:  first the steep stairs, their ornamental railing introduced by a rising, shallow inverse C-curve capped by a hook or handle that promises the priest support as
 he begins his ascent, accompanied by the once interrupted, tripartite melody of the hand-rail, releasing him into the pulpit proper.  No longer ascending, the hand-rail now gains the horizontal, first curving upward into a small hook, then falling back, its movement interrupted by rocaille forms spilling out of the pulpit, meeting a more vigorous rocaille rising from below, opening a gap in the heavy molding at the pulpit's base, the place of the molding here taken by a flower.
  (Fig. 1) 
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Fig. 1. Johann Anton Pader, pulpit in St. John the Baptist, Oppolding, 1765.
The pulpit's "architecture" seems too weak to contain the play of rocaille, which animates, bends, and breaks through moldings and railings, asserting the vertical, preparing for the pulpit's last and climactic movement: the canopy which here has become a single rocaille that surges upward, crests, encircling the dove of the holy spirit, and disintegrates, returning to earth in two angel's heads and a garland of flowers.  One 
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Fig. 2.  Oppolding, Pulpit

thinks of water — an appropriate association given that the church is consecrated to St. John the Baptist — but equally of pentecostal fire, appropriate to a pulpit.  Ornament here appears on the verge of transforming itself into a piece of abstract sculpture.  


I called the pulpit a capriccio.  "The term capriccio — like fantasia or scherzo — can be traced back to the sixteenth century.   Initially it implied either an ignorance or a purposeful blending of conventional practices and rules and was as likely to denote censure as it was praise."
  In the case of this pulpit there is no suggestion of ignorance: the creator of these forms would seem to have been very much a master of his art, which he here pushes to an extreme that would seem to permit no further progress.  The pulpit thus presents itself to us both as a consummation of rocaille ornamentation and by the same token as marking its end.  Indeed, as I will try to show in later sessions, there is a sense in which the triumph of rocaille in works such a this pulpit figures the end of all ornament.  As such a consummation, the pulpit in Oppolding occupies the threshold that both joins and separates ornament from art for art's sake.
  By the same token it occupies the threshold that both joins and separates an art for art's from an art for God's sake.


But let me return to the term capriccio: can such capriciousness be reconciled with the seriousness often thought alone appropriate to divine worship.  We can almost hear some sober, enlightened critic newly arrived from Leipzig or Hamburg censuring the intoxicated creator of these freely moving forms — and intoxicated here is not just a metaphor: as Dr. Rümann reports, a letter in the parish archive fully supported his suspicion that only an alcoholic could have created works such as these.
  But what room does Dionysian intoxication deserve in a church?  Does divine service not demand sobriety and discipline? As rocaille is pushed here to and perhaps beyond the edge of ornament, so the art of the Counter-Reformation is pushed to and perhaps beyond the edge of religious art.  The pulpit thus places us on the epochal threshold that separates Baroque and Enlightenment, invites us to understand the Rococo as marking that threshold.


As I suggested in our first session, this pulpit seems to me to rank with the very best art the 18th century has produced.  As I pointed out last time, art historians do not seem to have taken note.  But that I am not quite alone in my estimate was demonstrated by some remarks made by the pianist Alfred Brendel, who was discussing Haydn:
Yet one more thing: in certain late works Haydn is the rococo composer par excellence — and not Mozart.  Mozart is always the classicist.  In a piece like the long three movement C-major sonata or the other E-flat-major sonata (Hob. XVI/49) you can almost grasp the rococo.  Sometimes in such a way, as if in a village church there suddenly stood an incredibly elegant rococo-pulpit.  I am thinking here of a particular Bavarian church which belongs to the churches in the vicinity of Erding.  It is well worth your while  to go there and to ask for the key:  a local master mason built there a church and in its floats a pulpit that one hardly dares to step on.
 

Still, despite such praise, I have to admit that in several senses this a peripheral work of art, but precisely because of this a work that invites us to rethink the meaning of center and periphery.  If talk of such an invitation is to be more than just a rhetorical flourish, you will have to see whether and if so why the pulpit and its creator deserve such praise, but also understand in just what sense both possess an only peripheral significance.  To show that it does deserve such praise is one task of this session. 


But before I turn to this task, a few words about its peripheral significance, if only to underline what may already seem obvious: whatever its aesthetic merit, this is not a work that has figured prominently in histories of art.  What contribution did this pulpit make to the grand narrative of western art?   Not only does it not figure in its canon; it has not even made it into standard histories of Bavarian art.   And should this surprise us?  This is a work without significant progeny, a dead end, splendid perhaps, but a dead end nonetheless. 


To be sure, this is a peripheral work of art.  Still, it succeeds as an aesthetic object as very few pulpits, indeed very few works of art do.  That it stands out in this context, seems impossible to deny.   


Of course, it is only a pulpit and pulpits do not figure prominently in most histories of art.  To be sure, for many centuries the church had not only been the leading building task, but offered a framework for the other arts and in this context there can be no doubt of a pulpit's function and significance:  as a platform serving the proclamation of God's Word it had been an essential part of the church's furnishings at least since the early Middle Ages.  Such importance made it inevitable that in this case, too, religion should have enlisted the help of artists, especially sculptors, to celebrate and interpret the pulpit's significance, that the pulpits of important churches should have become also works of art, even great works of art, as is demonstrated by Nicola Pisano's pulpit for the baptistery of the cathedral in Pisa (ca.1265-68) or by his son Giovanni Pisano's pulpit for the Pistoia cathedral (completed in 1301). In this respect the pulpits of the Bavarian Rococo have their place in a long tradition.  Here just one more example: the pulpit in another of the Erding churches mentioned by Brendel, the ship’s pulpit in Niederding, created just two or three years before the Oppolding pulpit.  But here it is the sculptor, 
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Fig. 3. Niederding, St. Martin, Ship Pulpit, 1762

Christian Jorhan the Elder, who is responsible.  (Fig. 3)  In Oppolding it is the stuccoer. Ornament, even where it enlists the aid of sculpture, has generally been considered an art form of only secondary importance, hardly worthy of being ranked with more autonomous work of the painter or the sculptor.  

 
I shall have more to say about such estimates of ornament as a minor art.  Here I have just tried to suggest that even in a history of pulpits, more narrowly, even in a history of the pulpits of the Bavarian Rococo, the pulpit in Oppolding occupies an extreme, an eccentric position.  In this respect it invites comparison with the similarly eccentric, but much better known Late Gothic "tulip pulpit" in the Cathedral of Freiberg, it, too, a work that may be understood as a consummation and, by the same token as marking the end of the tradition to which it belongs.   Carved in stone, this is much more 
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Fig. 4.  Freiberg, Dom, Tulpenkanzel

obviously a piece of sculpture and almost any detail, such as that of the listening man at the pulpit's foot, leaves no doubt that here we have the work of one of the leading sculptors of the period around 1500, presumably Hans Witten.   But in this pulpit, too, figural sculpture takes second place to ornament, here a plant ornament that frames or better envelops the sculptures.  This plant-ornament invites comparison with the rocaille of Oppolding.  Here, too, ornament and ornament-bearer have become one, the whole pulpit an exotic growth rising in three bulbous stages: a flowering tree of the sort one might expect to see in a painting by Hieronymus Bosch: tree of paradise perhaps or tree of life, angels playing in its branches, the four church fathers leaning out of the vines that support the flowerlike chalice that opens itself to the Word.  The Virgin floating above invites us to understand this plant ornament also as a figure of her who is traditionally figured by garden imagery.  


How different is the pulpit on the adjoining pillar on the West, a much more architectonic composition profoundly indebted to the Renaissance!  The space between the tulip pulpit, which came to be reserved for high holidays, and this adjacent Bergmannskanzel (miners' pulpit) of 1638 may be read as a figure of the epochal threshold that separates Late Gothic from Renaissance and Baroque.
  (Fig. 5)
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Fig. 5   Freiberg, Dom, Bergmannskanzel

There is a sense, I would suggest, in which the tulip pulpit is closer in spirit to the pulpit in Oppolding, despite its distance from it in both space and time, than to the adjacent Bergmannskanzel.  But despite such affinity, the Late Gothic and Rococo pulpits do of course belong to very different traditions and to fully appreciate the originality of the latter we need to place it in its context, where this context is provided both by the history of rocaille and by the history of pulpits.   I shall have more to say about the former next time.  


3.  If the pulpit in Oppolding is peripheral as a work of art, peripheral, too, is the place: far from the centers of eighteenth century Europe, from London, Paris, and Rome, peripheral even in provincial eighteenth century Bavaria: Oppolding was never more than a collection of just a few not terribly important farms (Fig. 6); and, as expected, the 
[image: image6.jpg]



Fig. 6.  Oppolding
church is tiny, indeed not even a parish church: just a Filalkirche, a church affiliated with the not much larger nearby parish church in Eschlbach, where the priests used to double as innkeepers, an indication of both the modest significance and the spirit that gave birth to works like our pulpit.
   


Just as we owe the Residenz in Würzburg and its splendid decoration, including what is perhaps the greatest, or at least the largest, painting of the eighteenth century, to the building mania, the Bauwurm of the prince bishops of Würzburg, so we owe the unusual rococo decoration of Oppolding of which this pulpit is but a part, as of its mother church, Eschlbach, and the associated parish church in Hörgersdorf, to the "highly learned" — as he is referred to in a letter telling of his death — Ludwig Maximilian Dapsal von Rosenobel, who for more than forty years presided over the parish, having been transferred to Eschlbach at his own request.
  Within limited means he, too, must have been possessed by that Bauwurm, the building mania, that seized so many Rococo prelates and rulers.   To be sure, we should not expect to find a Tiepolo in such small country churches.  By then the successful Venetian and artists like him had long priced themselves out of this particular market.  Modest means forced Dapsal to assemble his artistic team, which he put to work first in his three churches, from local artists.  
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Fig. 7.  Niederding, St. Martin, 1760


Only in Oppolding was it necessary to replace the old church with a completely new structure; in Eschlbach and Hörgersdorf the existing churches were in sufficiently good shape to require only redecoration and refurnishing.  For his architect Dapsal chose a local architect, Johann Baptist Lethner from Erding, a few miles to the west, an obvious choice: a prolific architect, Lethner at the time had almost a monopoly on church building in this region, to which his churches with their elegant onion domed towers still give a distinctive note. (Fig. 7) In many of these churches Lethner relied on the same artists to whom Dapsal now turned:  Best known of these is the sculptor Christian Jorhan the Elder from Landshut, the artistic center of Lower Bavaria, some twenty miles to the north.   He often collaborated with the gifted carpenter Matthias Fackler from the market town of Dorfen, just a few miles to the east of Eschlbach.  The painting of sculptures, altars, also of some altar paintings, was entrusted to Georg Andrä Zellner, who, like Lethner, had 
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Fig. 8.  Niederding, Fassmalerei, 1762

settled in Erding.  Zellner was assisted by his son Franz Xaver, of interest for the representations they inserted into what as first looks like an attempt to use paint to create the illusion of marble. (Fig. 8)


It was to these artists that Dapsal now turned.  The stucco work in these churches was the responsibility of an artist who until recently was known only as the master of Oppolding after his most striking creation, our pulpit.  Initials discovered in a corner of the tabernacle finally allowed his identification: Johann Anton Bader or Pader, who was born, married, and died in nearby Dorfen.


The distance that separated a powerful bishop from a local parish priest, becomes visible in the distance that separates the modest interiors of these three churches from, say, the stair-hall of Würzburg's Residenz.  Even in the 18th  century the decoration of these churches would have been considered provincial, beyond the pale of what may be considered "high" art, where the measure of "height" is not first of all aesthetic quality — what constitutes aesthetic quality is precisely at issue in this seminar — but defined by an art-world that in the eighteenth century included courts, prelates, and wealthy merchants. At least initially what was considered high art is perhaps best measured in financial terms.   Using this measure there can be no question, to give just one example, about Tiepolo's high standing as a painter: he commanded higher fees than such fellow Italians as Andrea Pozzo, Antonio Pellegrini, and Jacopo Amigoni, all of whom were better paid than the leading Austrian fresco painters, who in turn were better paid than their South German colleagues, with the possible exception of Cosmas Damian Asam.
  By such standards a work like the pulpit in Oppolding hardly deserves to be considered high art.  But then by its artistic strength it calls such oppositions as that of "high" and "low," "center" and "periphery" into question.  


4.  Would Johann Anton Bader have considered himself an artist?  A master of his craft certainly, a craft practiced by at least four generations of his ancestors, although a somewhat peculiar craft.  An expression of this peculiarity is the fact that unlike the craft of the mason, the sculptor, or the painter, the art of the stuccoer was not governed by the rules of its own guild.  In this sense it was considered "a free art,"
 an art whose freedom allowed countless itinerant stuccoers to go where there was work and to leave when it was done, allowed them also to avoid local taxes.  Stuccoers who wanted to settle and establish themselves in a particular city, however, had to secure one of the few available master places, where marrying the widow of a deceased master was one way in which an outsider could break into what was otherwise a tightly controlled circle.  To be part of that circle they had to belong either to the guild of the sculptors or to that of the masons.


5.  There is not much that we know about this master of Oppolding.   He was born in 1711, in Dorfen, where he also married (1735) and died (1786).  As was the custom, he learned the craft of his father.  But we know little about his development.  Did he leave Bavaria for a time, like so many of his compatriots and contemporaries, e.g. such 
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Fig. 9.  Buch am Buchrain, St. Martin, architect Anton Kogler (1707), reworked by Johann Baptist Lethner, 1760-62
unusually successful stuccoers as Johann Michael Merck, who at the time of his wedding in Wessobrunn (1744) is called Supremus Gypsarius Regis Borussiae, first stuccoer of Frederick the Great, or Anton Landes, who in 1764 is reported to have been buried in Berlin Borussiae metropolis?   Did Johann Anton Bader, too, spend years far away from home?  This would explain why his extraordinary work for Dapsal of Rosenberg appears as if coming out of nowhere, when he was already in his fifties.  By now, to be sure, stucco work in a number of churches has been, if only tentatively, attributed to him, such as the decoration of Hecken (1754/55), Buch am Buchrain (1761) (Fig. 9), Lengdorf 
(1761) Maria Thalheim (1764), Rappoltskirchen (1765), Harthofen (1766),  Walpertskirchen (1766), Altenerding (1767), and Langengeisling (1767), all elegant work in a late rococo manner, suggesting some connection with Wessobrunn.  But the work list 
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Fig. 10.  Eschlbach, Stucco Detail from Choir Arch

of a stuccoer should begin before he is already in his forties.


6.  Striking and quite characteristic of the decoration in several of the just mentioned churches is the way sparsely applied ornament often hardly engages the architecture, rather alights on it, almost like a butterfly, adding a decorative touch that leaves the architecture on which it sits very much untouched.   At times this ornament suggests vines that have a life of their own and a beauty that is quite independent of whatever surface happens to support them.   This organic character is underscored by the way ornament in a church like Eschlbach or Buch am Buchrain lifts itself in plantlike fashion quite literally off the ground that support it. (Fig. 10)  Ornament here appears on the verge of shedding its ornamental function.  This makes an rocaille an ornament to end ornament. 


Consider the affinity with this engraving by the Augsburg engraver Johann Esaias Nilson, to which I shall have to return. (Fig. 12)
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Fig. 12. Johann Esaias Nilson, Neues Caffehaus (ca. 1760)

One may want to compare the relationship of ornament to ornament bearer in such a work to the way the pulpit in Oppolding relates to the shallow wall-pillar that supports it.   But such analogies, justified as they may be, do not really help us to understand the creative leap that occurs in the Oppolding pulpit. 

 
7. Even in the context of the decorative work in Dapsal's three churches, the pulpit seems extraordinary.  Although the decoration of all three churches belongs to the relatively short time span from 1758 to 1765, one senses a development from Hörgersdorf, to Eschlbach, to Oppolding, an impression supported no doubt, at least in part, by the size of the spaces to be decorated, which places different demands on the decorator.  
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Fig. 12.  Hörgersdorf, St. Bartholomäus, Decoration and Altars, ca. 1760
Hörgersdorf, the largest of the three (Fig. 12), although by no means large, also has the richest decoration, held together by the pictorial conception of the whole, focused on the high altar by Fackler, with figures by Jorhan, including two angels and statues of St. Leonhard and St. Rochus, which together frame an oil painting of the martyrdom of St. Batholomew, the patron of this church.  The high altar's column architecture contrasts with Johann Anton Bader's extraordinarily free side altars, asymmetrical stucco compositions over a wooden core that, placed at an angle to better fill the corners and help ovalize the rectangular space, together bracket the high altar.  Dapsal, we learned, is 
said to have been highly learned and no doubt he was the author of the iconographic program of these altars, the one on the left holding a late Gothic madonna and consecrated to the Virgin, the one on the right consecrated to St. Magdalen, depicted in the altar painting as resisting Amor.  Striking is the attempt to give the stucco decoration 
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Fig. 13.  Hörgerdorf, Left Side Altar

a spiritual significance:  the flowering lily that takes the place of a column in the left altar is thus a traditional image associated with the Virgin, symbolizing innocence.  It grows from a fantastic base encircled by the apple-bearing snake, (Fig. 13). underscoring what we see already in the altar's Gothic sculpture showing Mary as queen of Heaven, the Christ child in one hand, a scepter in the other, the sickle of the moon at her feet.   Born free of sin she has given birth to him who robs death of its sting, hell of its victory.  In her 
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Fig. 14.  Hörgersdorf, Right Side Altar
nature is redeemed, transformed once more into a garden, and of both the Virgin and of the garden of paradise speak the flowers that not only cascade over the column on the right, but are found throughout this church.   But Mary herself is figured by a garden and so it is only fitting that in this altar's gable, crowned by the sign of the Trinity with the eye of God, golden flowers should spell her monogram.  Just one last detail, to illustrate the extent to which the iconographic program here forced a return of ornament to representation: tucked into a corner next to the base of the column is a stuccoed representation of the arc of the covenant, another Marian symbol.


The altar on the right answers in kind (Fig. 14). The place of the lily is here taken by a potted agava, symbol of penitence.  Tucked in between picture frame and column base we see here the tents of the Israelites, covered by the cloud of God.  I could continue, but enough has been said to show that ornament here possesses a spiritual significance.   And this, I would suggest, holds even for the seemingly so abstract play of rocaille: it too figures a garden — that the Rococo did indeed associate rocaille decoration with a garden is demonstrated by an eighteenth century description of the stucco decoration in the Jesuit church in Landsberg am Lech, which it explicitly likens to the hanging gardens of antiquity.


Was it also the learned Dapsal who insisted on the contrast between the "male" more architectural high altar and the "female" more ornamental side altars?  Was it the 
who understood rocaille as a figure of the Virgin?  In this connection a small detail deserves our attention:  the unusual rocaille re-presentation of the traditional hole in the nave vault, meant to allow for the exhibition of the dove of the Holy Spirit at Pentecost: here it has become a miniature rocaille cupola, inhabited by angels (Fig.  15).  Its proximity to the cartouche on the choir arch, it too supported by a plantlike rocaille arch,

invites us to read the words on the cartouche, like the inscriptio of an emblem, as a key to the whole.  The Latin text is taken from the 83rd, to us the 84th psalm:

How lovely is thy dwelling place,


O LORD of hosts!

My soul longs, yea, faints 


for the courts of the LORD;
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Fig. 15.  Hörgersdorf, cupola
The special significance of this psalm for just this church becomes apparent as we continue:

my heart and flesh sing for joy 


to the living God.

Even the sparrow finds a home,


and the swallow a nest for herself, 


where she may lay her young
at thy altars, O LORD of hosts,


my king and my God

Blessed are those who live in thy house,


ever singing thy praise!

The church of course is the house of God, but the psalm also invites us to think its altars in the image of the places where birds build their nests, invites us thus to think the church in the image of nature.  Nature figures the lovely dwelling place of God we long for, which we are invited to think not just in the image of architecture, but even more in the 
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Fig. 16.  Hörgersdorf, pulpit

image of a garden and by the same token in the image of the Virgin, who, supported by the authority of the Song of Songs, has long been figured by both architectural and garden metaphors.  We shall return to these in a subsequent session.


This also makes it easy to understand why Dapsal should have wanted the church's pulpit, too, to be not so much an architectural composition but as much as possible an ornamental fantasy, joining a more earthy rocaille base to heaven, here figured by angel inhabited clouds, seat of the dove of the holy spirit.  Like the church as a whole, but also like the Virgin, this pulpit, too, is the lovely place of the descent of the Holy Spirit.  (Fig. 16)


8.  The smaller size of Dapsal's parish church in Eschlbach alone would have called for a somewhat different approach.  But that the high altar, as in Hörgersdorf by Fackler, now should forsake all architectural elements such as columns, can hardly be 
[image: image17.jpg]



Fig. 17.  Eschlbach, High Altar
understood as this carpenter's decision. (Fig. 17) Among his altars, indeed more generally among Bavarian rococo altars, this high altar is almost unique.  Once again it must have been Dapsal who not only agreed to, but first called for a rocaille altar of this sort, where the fact that the church is consecrated to the Birth of Mary is likely to have figured importantly in his decision.  


In Eschlbach, too, we find an older statue at the altar's center, once again showing Mary as Queen of Heaven, standing on a half-moon supported by two angels, and flanked by St. Benno, the patron of Bavaria and St. James the Elder, whose traditional symbol is a seashell.  All these images are from the 17th century.  Fackler placed them in an environment of cloud fragments and angel's heads.  Unusual as this altar is, it can hardly count as one of Fackler's best creations and one wonders whether he would not have been happier with a more traditional solution.  And such doubts return when one looks at the 
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Fig. 18.  Eschlbach, Pulpit
rocaille pulpit (Fig. 18) with its remarkable multiply perforated canopy, this too the work of Fackler.   On has a sense that in keeping with Dapsal's wishes the wood-worker Fackler is here pushing both his medium and his art to the limit of where he and it like to go.   Did altar and pulpit precede Johann Anton Bader's work in Hörgersdorf?  If not, Dapsal's decision to turn to Fackler for such rocaille work seems surprising.  


The comparison with the pulpit in Hörgersdorf is at any rate instructive, as is the comparison with Eschlbach's two side altars, here, also the work of Bader. 

Understandably, given the lesser dimensions of Eschlbach, these are smaller and more elegant versions of the Hörgersdorf altars.  (Fig. 19) Once again asymmetrical compositions, placed at an angle, they are joined more effectively than in Hörgersdorf by the ornament of the choir arch with its rocaille cartouche to frame the high altar.   In this church all three altars make reference Mary, more specifically to the central mysteries offered for meditation by the three sets of the rosary: the high altar showing the madonna with child refers us to central event of the joyful rosary, the painting of the altar on the left showing Christ on the Mount of Olives refers to the central event of the sorrowful 
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Fig. 19. Eschlbach, St. Mariä Geburt, Altars, 1765
rosary, the painting of the altar on the right, showing the resurrected Christ, refers to the central event of the glorious rosary.  Again, we meet with Bader's characteristic angel's heads and flowers, although the rocaille here, as indeed in the entire church, has become more abstract, more purely ornamental.  That here, too, the hole in the nave vault meant for the exhibition of the Pentecostal dove is represented as a miniature rocaille cupola deserves mention.


9.  St. Johann Baptist in Oppolding, while the smallest, is architecturally the most successful of these three churches, a light filled rococo space, where the choir's verticality provides Fackler's splendid, once again architectural, high altar with a perfect setting. (Fig. 20)  He was also responsible for the two side altars with their Solomonic columns.  But while these three altars form a successful ensemble, centered on the high altar, they now read more as splendid pieces of movable furniture than as that altar's frame.  In part this is due to Lethner's architecture, which with its pilasters, entablature, and well articulated cornice, speaks more strongly than does the architecture of the other two 
[image: image20.jpg]



Fig. 20.  Oppolding, St. John the Baptist (1764)
churches.  In keeping with this, rocaille now loses much of its former importance.  The quite restrained ornament of nave and choir is indeed now merely painted, as often in late rococo churches.


Did Dapsal recognize that altars such as those Bader created for Hörgersdorf would look quite out of place in this much more architectural interior?  Or did he feel that in a church whose altars were all consecrated to male saints — the high altar to St. John the Baptist, the side altars to St. Sebastian and St. Valentine — male columns should be allowed to speak more strongly than the modest rocaille vines of the altars' gables?  Did
the architect, Johann Baptist Lethner have a voice in this decision?  All the more striking therefore that just in this church, which on the whole is so much less hospitable to rocaille than either Hörgersdorf or Eschlbach, rocaille should nevertheless gain a strength and become absolute as never before in Bader's work.   But was it perhaps precisely the self-assertion of architecture in this interior, which no longer has much need or use for ornament, which was met by Johann Anton Bader with a self-assertion of his own, with the creation of an ornament that now no longer has much need for architecture, a creation that one can suspect must have met with approval from the learned Dapsal, who must have understood just this pulpit as an especially successful setting for the descent of the spirit.  Veni, Creator Spiritus! 


For what is a pulpit? A pulpit (from Latin pulpitum "scaffold", "platform", "stage") is a small stage on which a member of the clergy stands in order to read the Gospel lesson and deliver a sermon.  It is thus a place where the Holy Spirit descends.  According to the Catechism of the Catholic Church the Holy Spirit, “reveals God, makes known to us Christ, his Word, his living Utterance, but the Spirit does not speak of Himself. The Spirit who "has spoken through the prophets" makes us hear the Father's Word, but we do not hear the Spirit himself. We know him only in the movement by which he reveals the Word to us and disposes us to welcome him in faith.” The Catechism also lists the various symbols of the Holy Spirit in the Bible: Perhaps the most obvious one to recognize in this pulpit is the dove. “When Christ comes up from the water of his baptism, the Holy Spirit, in the form of a dove, comes down upon him and remains with him.” (Matthew 3:16) (Fig. 21)

Note how the passage links the symbolism if water to that of the dove.  Water “signifies the Holy Spirit's action in Baptism.”  And there is something watery about the 
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Fig. 21.  Oppolding, Pulpit, Canopy
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Fig. 22.  Oppolding, Pulpit, Canopy
rocaille created by Bader.  In this connection we should keep in mind that the church is consecrated to St. John the Baptist.  In this respect it invites comparison with another church consecrated to the Baptist, this one a small church in Landsberg am Lech, the work of Dominikus Zimmermann, the creator of die Wies.  Descending, the spirit is the life-giving water. 

The dove of the Holy Spirit is also familiar from traditional representations of the annunciation. The pearl, which the medievals took to be the result of the wedding of earth and sky (dew or lightning) inside a shell, thus offered itself as a figure of Christ, Mary thus becomes the shell that holds the pearl that’s Jesus, site of the descent of the Holy Spirit.  Did the learned Dapsal then suggest this significance to Johann Anton Bader?  Can we generalize and understand rocaille as a figure of Mary?  We shall have occasion to return to this topic. 


I spoke of water.  But the rocaille also suggests fire, which has long been taken to symbolize the power of the Holy Spirit. Think of the tongues of fire associated with representations of Pentecost.  

 
In this pulpit, I would like to suggest, ornament symbolizes the descent of the divine logos into the mundane and temporal, if you wish, the wedding of heaven and earth.  The joyous character of this wedding is symbolized b the roses you see in this pulpit.  (Fig. 22)  And that would seem to be the fundamental mood of the Bavarian rococo: joy. 
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