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THIRD LOOK: CHURCH OF THE IMMACULATE
CONCEPTION OF THE BLESSED VIRGIN MARY IN
KOBIERNICE. CLASSIC ICONOGRAPHY AND ADAM
BRINCKEN'S ABSTRACT PAINTING

“The longer I look, the more I see”.
worshiper at a Station of the Cross designed by Adam Brincken

Erected between 1980-1992, the Church of the Immaculate Conception of the Blessed Virgin
Mary in the St. Urban parish in Kobiernice near Kety is a hall concept with high windows
located behind the altar, in the side walls, as well as in the west wall, above the main entrance.
The iconographic program consists of a three-part Virgin Mary cycle in the chancel and the
Stations of the Cross in the nave designed by Adam Brincken and Maciej Zychowicz, realized
between 2005-2009, which are the subject of this article, as well as the image of the Christ
above the choir.

The Virgin Mary cycle's main depiction is the Annunciation located behind the altar.
The Adoration of the Child is located to the left and the Pieta to the right. The selection of
scenes makes reference to the church's patronage and depicts the life of Mary as an indi-
vidual irrevocably bonded with Christ. Their form is minimalistic on account of sculpture
form, where Maciej Zychowicz merely outlined the figures, yet polychrome and inclusion of
light from the windows behind the chancel into the scene imbues them with a monumental
character.

The Stations of the Cross were depicted in the form of expressive, abstract stained glass
of classical proportions. Each of the windows comprises sixteen quarters arranged in two ver-
tical rows. The painted decoration, with its markedly vertical character, is continued along the
reliefs below the windows depicting the Stations of the Cross according to traditional icono-
graphic patterns.

This simple, actually modest iconographic program contains only scenes familiar to
worshipers, which can be encountered in every Catholic church. The iconography of every one
of them: the Annunciation, Nativity and all Stations of the Cross were determined hundreds
of years ago in the tradition of Western art. Each of these representations entails particular
schemes employed by artists for recipients expecting such very solutions. However, in de-
signing the decoration for the church in Kobiernice, Adam Brincken established an abstract
form for this iconographic program, only supplemented by relief elements. Can elements of
traditional representation be translated to abstract form? What are the means to achieve this,
maintaining the character of the actual scene in the work? In a sacral space, such as a church,
the role of the artist is subordinate to the function to be performed by the work. He can choose
the form that will express his vision of a given subject, but must always remember his work
will be seen every day during services and even u s e d. The work must therefore be readable
and acceptable to its recipients. Is it possible to fulfill these conditions in creating an abstract
Way of the Cross or an all but tachist Annunciation? This is impossible to determine without
casting a closer look at the works. Let us therefore take a first, second and third look.
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TRZECIE SPOJRZENIE: KOSCIOE PW. NIEPOKALANEGO
POCZECIA NA]éWIETSZE] MARII PANNY W KOBIERNICACH.
KLASYCZNA IKONOGRAFIA A MALARSTWO ABSTRAKCY]JNE
ADAMA BRINCKENA

»Im dluzej patrze, tym wiecej widze”
wierna przy stacji Drogi Krzyzowej zaprojektowanej przez Adama Brinckena

Powstaty w latach 1980-1992 kosciot pw. Niepokalanego Poczecia Najswietszej Marii Panny
w parafii pw. éw. Urbana w Kobiernicach koto Ket to zalozenie halowe o wysokich oknach
umieszczonych zaréwno za oltarzem, w $cianach bocznych, jak i w $cianie zachodniej, nad
glownym wejéciem. Program ikonograficzny wnetrza sktada sie z trzyczesciowego cyklu ma-
ryjnego w prezbiterium, Drogi Krzyzowej w nawie zaprojektowanych przez Adama Brinckena
oraz Macieja Zychowicza, zrealizowanych w latach 2005-2009, ktére sa przedmiotem niniej-
szego artykutlu, a takze wizerunku Chrystusa nad chorem.

Gléwnym przedstawieniem cyklu maryjnego jest Zwiastowanie znajdujace sie za otta-
rzem. Po jego lewej stronie umieszczono Adoracje Dzieciatka, za$ po prawej Piete. Wybér scen
nawigzuje do wezwania kosciola i pokazuje zycie Marii jako osoby nierozerwalnie zwigzanej
z Chrystusem. Ich forma jest minimalistyczna ze wzgledu na forme rzezbiarska, w ktérej Ma-
ciej Zychowicz zarysowat tylko sylwetki postaci, jednak polichromia i wlaczenie do gléwnej
sceny $wiatla z okna za prezbiterium nadaje im charakter monumentalny.

Droga Krzyzowa zostala przedstawiona w formie ekspresyjnych, abstrakcyjnych wi-
trazy o klasycznych proporcjach. Kazde z okien sklada si¢ z szesnastu kwater ustawionych
w dwoch pionowych rzedach. Malarska dekoracja o wyraznym wertykalnym charakterze jest
kontynuowana na znajdujgcych si¢ ponizej okna plaskorzezbach przedstawiajacych stacje
Drogi Krzyzowej wedlug tradycyjnych wzoréw ikonograficznych.

Ten prosty, wlasciwie skromny program ikonograficzny zawiera tylko znane wiernym
sceny, ktére mozna spotka¢ w kazdym kosciele katolickim. Ikonografia kazdej z nich: Zwiasto-
wania, Bozego Narodzenia i wszystkich stacji Drogi Krzyzowej zostata ustalona setki lat temu
w tradycji sztuki zachodniej. Z kazdym z tych przedstawien wigza sie okreslone schematy sto-
sowane przez artystow dla spodziewajacych sie tych wiasnie rozwigzan odbiorcéw. Projektu-
jacy dekoracje kobiernickiego kosciota Adam Brincken zatozyt jednak dla tego programu iko-
nograficznego forme abstrakcyjng, uzupetniong jedynie ptaskorzezbionymi elementami. Czy
mozna przelozy¢ elementy tradycyjnego przedstawienia na forme abstrakcyjna? Jakimi $rod-
kami tego dokonac¢, zachowujac w dziele charakter wlasciwej sceny? W przestrzeni sakralnej,
takiej jak koscidl, rola artysty jest podrzedna wobec funkeji, ktérg ma spetnia¢ dzieto. Moze
on wybra¢ forme, ktéra wyrazi jego wizje danego tematu, lecz przez caly czas musi pamietaé,
Ze jego praca bedzie codziennie ogladana podczas nabozenstw, a nawet uzytkowan a.
Praca musi by¢ zatem czytelna i akceptowalna dla swoich odbiorcéw. Czy mozna te warunki
spelni¢, tworzac abstrakcyjng Droge Krzyzowg lub niemal taszystowskie Zwiastowanie? Nie
da si¢ tego oceni¢, nie przyjrzawszy si¢ dziefom. Pozwolmy sobie zatem na pierwsze, drugie
i trzecie spojrzenie.



» FIRST LOOK - EMOTIONS

Upon entering the church, the first sight is that of a bright interior with colourful accents be-
hind the altar and at the sides. The eye very quickly focuses on colour patches and the first look
elicits emotions. Colours, contrasts, diagonal lines of various lengths act directly on the nerv-
ous system, evoking unease even before the mind can analyze the cause. Placing the chancel's
decoration on walls finished with irregular, “frayed” edges intensifies this unease, creating the
impression that something had been destroyed.

The eye slowly moves towards the side walls, with their tall windows glazed with stained
glass. Their intense red, navy blues and violets join the yellow and black predominant in the
chancel's decoration. The colours in the windows radiant with light are vivid, but the lines run
down to the surface of the white wall, where they become a black stain accented by an almost
black straight line, these lines placed in various positions in consecutive panels.

The anxiety is compounded by a lack of rhythm. Windows placed eight and seven in a
row do not constitute one composition, as if each represented separate chaos.

» SECOND LOOK - SEEKING A FOOTHOLD

Anxiety is not an easily accepted state. The viewer attempts to break free from it and, if that
proves impossible, starts looking for a foothold to find a key to understanding what is happening
before his eyes. He approaches the altar and notices sculptures of figures presenting three scenes.
Mary stands in the middle, turned towards the angel rising airily above her. They are unclear, as
the entirety is covered in broad lines of yellows and black and, on sunny days, flooded with light
from the upper window, partially obscured by stained glass. This work is located on the extension
of the rear chancel wall and, similarly, ends with an uneven, broken edge. Its bright yellow tonal-
ity imbues the light with a glow similar to the one ascribed to heavenly rays in religious paint-
ings. The viewer will notice a dove in the window behind the stained glass. Light shining upon
the piece and the scene below emanates from its direction. It is therefore an angel heralding the
good news to Mary, the moment of immaculate conception which the church is devoted to. Mary
kneeling over the Child and Joseph standing nearby emerge from the left through dynamically
painted lines. Diagonal, yellow lines run from the window behind the altar mentioned above,
lighting the entire scene. Mary and Joseph's figures are underlined in a dark colour with red lines
near Jesus' head, while dark lines intersect in the background and at the sides, concentrated on
the left, behind the Mother's back. Mary adoring the Child, a logical consequence of the previ-
ous scene, finds its continuation in Pieta portrayed to the right of the altar. The Mother of God
holds Jesus' body on her lap, sitting underneath the cross. Only a few of the yellow “rays” from
the window reach this scene. The background near the cross consists of vertical lines dominated
by red, while Christ's body and the background below are covered in diagonal lines in white, grey
and black, with violet and red accents.

Tall stained glass windows are situated to the right and left of the nave, where the viewer
will notice relief scenes from the Way of the Cross in the panels beneath. Therefore, a key to
them exists, too. Without having to reach far back into memory, the viewer looks at the choice
of colours. The beginning of the cycle is located to the right of the chancel. The first window is
dominated by vertical lines, several broad stripes breaking them apart diagonally from the left
down. The colours predominant here — navy blue and dark red - are nearly completely separated
between two sides. Apart from the colours seen up to now, the second window sees violet and
black appear. They cover a sizable area, which had previously remained light grey or white by
leaving part of the window free of colour. The lines become narrower, frequently cut by horizon-
tal and diagonal sections. This diagonal direction dominates in the next window. The colours
here are divided into small, narrow fields, while the central part features a concentration of black
and navy blue elements. A change takes place in the fourth window, which includes red, navy
blue and yellow, while the darker hues play a much less significant role. The composition is verti-
cal in character, with a distinct division into a red strip on the left, a yellow line running through
the middle from the top edge of the window to one-third of its height and a navy blue strip on the
right. The fifth window finds a strip of red on the bottom right, the left featuring a bright colour
patch of yellow-white, whereas the upper section of the window sees a broad, horizontal, black
stripe two-quarters high, accompanied by two black elements of similar width located along a
diagonal line running from the right down. The next window is dominated by patches of grey,
violet and navy blue, with an accent of red in the bottom part of the image. The seventh window
consists of broad lines coloured in black, red, navy blue and yellow running from different di-
rections and concentrating in the bottom part of the window. In the following one, navy blue,
red and yellow colour patches are concentrated in the window's left edge, its upper part remains
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» SPOJRZENIE PIERWSZE - EMOCJE

Po wejsciu do kosciota w pierwszej kolejnoéci wida¢ jasne wnetrze z kolorowymi akcentami za
oftarzem i po bokach. Bardzo szybko wzrok skupia sie na plamach barwnych, a pierwsze spoj-
rzenie wywoluje emocje. Kolory, kontrasty, diagonalne linie o roznych dtugo$ciach oddziatuja
bezposrednio na uklad nerwowy, wywolujac niepokdj jeszcze zanim umyst przeanalizuje jego
powody. Umieszczenie dekoracji prezbiterium na $ciankach zakoniczonych nieregularnym,
»postrzepionym” brzegiem, wzmaga ten niepok¢j, tworzy wrazenie, ze cos zostalo zniszczone.

Wzrok powoli przechodzi na éciany boczne, gdzie umieszczono wysokie okna wypet-
nione witrazami. W nich do z6lci i czerni przewazajacych w dekoracji prezbiterium dotgcza
mocna czerwien, granaty i fiolety. W rozéwietlonych $wiattem oknach barwy s wyraziste, ale
linie przechodzg z géry na dol, na powierzchnie bialej $ciany, gdzie staja sie ciemna plama
z akcentem w postaci niemal czarnej linii prostej, ustawionej w kolejnych plycinach w rézno-
rodnych pozycjach.

Niepokdj potegowany jest przez brak rytmu. Okna umieszczone po osiem i siedem
w rzedzie nie tworzg jednej kompozycji, jakby kazde przedstawialo osobny chaos.

» SPOJRZENIE DRUGIE - POSZUKIWANIE PUNKTU ZACZEPIENIA

Niepokdj jest stanem niechetnie przyjmowanym. Widz probuje sie od niego uwolnié, a jesli nie
moze uciec, to szuka punktu zaczepienia, by jednak odnalez¢ klucz do zrozumienia tego, co
si¢ na jego oczach dzieje. Podchodzi wiec ku ottarzowi i dostrzega rzezby postaci prezentujace
trzy sceny. W §rodkowej czesci stoi Maria, kt6ra zwraca sie ku lekko unoszacemu sie powyzej
niej aniotowi. Nie widac ich dobrze, bo calo$¢ pokryta jest szerokimi liniami zélcieni i czerni,
aw stoneczne dni zalana $wiatlem z gérnego okna, zastonietego czesciowo witrazem. Ten wi-
traz znajduje si¢ na przedtuzeniu tylnej $ciany prezbiterium i podobnie jak ona, zakoficzony jest
nieréwna, niejako potamang krawedzig. Jego jasno-zélta tonacja nadaje $wiattu blask podobny
do tego, jaki na religijnych obrazach przypisuje si¢ niebiariskim promieniom. W oknie znajduja-
cym si¢ za witrazem widz dostrzega gofebice. To z jej kierunku splywa $wiatlo na witraz i scene
ponizej. Zatem to aniol zwiastujacy Marii dobra nowine, czyli moment niepokalanego poczecia,
ktéremu poswigcony jest ten kosciol. Po lewej stronie sposrod dynamicznie malowanych linii
wytania si¢ Maria klgczgca nad Dziecigtkiem i stojacy przy nich Jozef. Ukosne, zélte linie bie-
gna od strony wspomnianego wczeéniej okna za oltarzem, o$wietlajac calg scene. Postaci Marii
iJozefa podkreslone sg ciemnym kolorem, przy glowie Jezusa znajduja sie czerwone linie, a na
tle i po bokach krzyzujg si¢ ciemne linie, zgrupowane po lewej stronie, za plecami Matki. Ma-
ria adorujaca Dziecigtko, logiczna konsekwencja poprzedniej sceny znajduje swoja kontynuacje
w przedstawionej po prawej stronie oltarza Piecie. Matka Boska trzyma na kolanach ciato Jezusa,
siedzgc pod krzyzem. Do tej sceny dociera juz niewiele z6ttych ,,promieni” z okna. Tto przy krzy-
zu stanowia wertykalne linie z dominantg czerwieni, za$ cialo Chrystusa oraz tlo ponizej pokryte
s3 diagonalnymi liniami w bieli, szaroéci i czerni, z akcentami fioletu i czerwieni.

Po prawej i lewej stronie nawy znajdujg si¢ wysokie okna witrazowe, pod ktérymi, w ply-
cinach, widz dostrzega plaskorzezbione sceny z Drogi Krzyzowej. Zatem jest klucz i do nich. Nie
szukajac gleboko w pamieci odbiorca spoglada na dobor koloréw. Poczatek cyklu znajduje sie
przy prezbiterium, po prawej stronie. W pierwszym oknie dominuja linie pionowe, pomiedzy
ktére z lewej ukosnie w dot wbija sie kilka szerokich paséw. Dominujace tu barwy - granato-
wy i ciemnoczerwony - s3 niemal catkiem rozdzielone na dwie strony. W drugim oknie, procz
dotychczasowych koloréw, pojawia sie fiolet i czer. Zajmuja one znaczng powierzchnie, ktora
uprzednio pozostawala jasnoszara lub biata przez niepokrycie czesci okna kolorem. Linie staja
si¢ wezsze, czesto poprzecinane poprzecznymi i uko$nymi odcinkami. Diagonalny kierunek do-
minuje w kolejnym oknie. Kolory sg tu podzielone na mate, waskie pola, a w centralnej czesci wi-
dac skoncentrowane elementy czarne i granatowe. Zmiana nastepuje w oknie czwartym, w kto-
rym wystepuja kolory czerwony, granatowy i zolty, a ciemniejsze barwy majg duzo mniejsze zna-
czenie. Kompozycja ma charakter wertykalny, z wyraznym podziatem na pas czerwony po lewe;j,
261tg linig biegngcg posrodku od gornej krawedzi okna do jednej trzeciej jego wysokosci oraz pas
granatowy po prawej. W pigtym witrazu pionowy pas czerwieni znajduje si¢ po prawej stronie na
dole, po lewej stronie jest jasna plama barwna zoto-biata, w gérnej czesci okna natomiast wida¢
pionowy, szeroki, czarny pas na wysoko$¢ dwoch kwater, a towarzysza mu dwa czarne elementy
o podobnej szerokosci utozone na linii uko$nej biegnacej z prawej strony w dét. W kolejnym
oknie dominujg plamy szaroéci, fioletu oraz granatu, z akcentem czerwieni w dolnej czesci obra-
zu. Witraz siodmy sktada si¢ z szerokich linii w barwach czarnej, czerwonej, granatowej i z6ttej
biegnacych z réznych kierunkéw, a koncentrujgcych si¢ w dolnej czedci okna. W kolejnym gra-
natowe, czerwone i zotte plamy barwne koncentrujg si¢ przy lewej krawedzi witraza, jej gorna
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bright, while the right edge features a vertical strip in navy blue. The bottom right section of the
window remains bright, nearly untouched by colour.

The left side sees the following seven windows filled with coloured glass to a lesser
degree. The ninth window is filled to half its height with shorter and longer black and navy
blue strips running diagonally from the top left to the bottom right corner. They are accom-
panied by red accents. The vertical red-yellow colour accent in the next window appears in
its bottom edge. Up to half its height, the window is covered in intersecting diagonal lines
in violet hues, while horizontal blue and light-blue lines, yellow accents and clear or light
grey glass form the upper half. The light blue line is repeated in the middle section of the
eleventh window. It is accompanied to the left by another line with hues ranging from violet
to red. The left edge's glass surfaces are light violet, while the right shows light violet and
light blue. The composition’s bottom left corner holds a confluence of diagonal lines shaded
in dark blue and red running from various directions. The twelfth window is visibly divided
into a left and right side as emphasized by fine, glass surfaces separated by a strip of large ele-
ments. The left is dominated by red arranged in partially intersecting horizontal and vertical
strips. Fine, red surfaces also appear on the right side, where blue is predominant. Yellow
accents in the form of colour patches also appear throughout the entire composition. The
next window is situated above the side door to the outside and does not find its continuation
on the wall. The picture is full of wide lines intersecting diagonally in every colour possible.
The background visible at the top and bottom right edges is black-navy blue-violet. The fol-
lowing window is also kept in the same colour tone. Greys mixed with violet and navy blue
dominate, with an orange-red vertical accent distinctly outlined against their background
running from the bottom edge up to two-thirds of the window's height. Short lines in the
same colour also appear in the upper surfaces. The last window depicts two-coloured diago-
nals: black and yellow. Black stripes run from the top left to bottom right corner, whereas the
yellow ones from the top right to the bottom left. A dark brown stripe appears in the upper
section, originating from the same corner as the yellow ones, albeit at a smaller angle and it
intersects one of the black strips, forming a cross. The background is light grey.

In all the windows, fine black lines divide the image into smaller sections, underscoring
the predominant direction of lines and colour patches or intensifying the lack of order in the
composition.

These few colours and the great number of lines intersecting in all directions certainly
express the mood of the Way of the Cross. After the second look, the viewer may ask questions:
are the chancel's polychrome scenes merely colourful decoration of reliefs? Are the windows
just a colour complement to the particular stations? That would be an exceptionally large com-
plement. Approximately two and a half times larger than the actual scene itself, and certainly
carrying a much more powerful impact.

» THIRD LOOK - INTERPRETATION

Questions about the meaning of seemingly purely decorative colour patches lead to their in-
terpretation. Since it is already known what scenes they are, one can try to understand why the
artist used these particular artistic means to depict them. The viewer interprets and becomes
the work's co-creator. A similar process takes place in the minds of Japanese buto dance audi-
ences. The dancer performs expressive movements with his body, these become a story, but its
words and content are written within each viewer individually.

At the chancel, the directions taken by the yellow lines are key. They run from the stained
glass placed above the center scene, spreading out to the sides. Their colour connotes the divine
brilliance enveloping Mary throughout her life. The artist made use of an image of the Holy Ghost
as a dove already present in the church and drew rays from it, bathing the Annunciation scene and
tabernacle below in their glow. They dominate in the Adoration of the Child and pass towards Pieta,
where they reach inward into the scene through Mary and the dead body of Christ. The motif of
rays originating from God the Father or Holy Spirit is continuously present in Christian iconogra-
phy. One of the artists to portray them in such a linear form was Carlo Crivelli (1435-1495), who
included the rays in Annunciation with St. Emidius. Fra Filippo Lippi (approx. 1406-1469) and
Sandro Botticelli (1445-1510) painted rays originating from the dove in scenes of the Adoration of
the Child and Adoration of the Magi. It may be assumed that such meaning could be ascribed to all
the yellow lines in the church's decoration. In the Adoration scene Jesus is also surrounded by rays.
In distinction to the yellow colour flowing from above, red rays are visible around his head. The
colour red is symbolically linked to blood and the Passion. In the following scene this colour clearly
underscores the direction of the standing cross. It will also frequently appear in the Way of the
Cross' stained glass windows. The motif of intersecting black lines is found in the Annunciation's
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