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A finales del siglo xiii se produjo A change took place in stained glass
un cambio en la concepcidn de los window design in the late thirteenth
vitrales. De las vidrieras del siglo xii century. The role of stained glass
entendidas como retenedoras de luz, windows evolved between the

es decir como superficie mural, se twelfth century and late thirteenth
evoluciond a las vidrieras de finales century, from one of retaining light,
del xui, entendidas como trasmisoras as an integral part of a wall, to one |
de luz, es decir como huecos of transmitting light, in the form of an
arquitectonicos. Pero este cambio architectural opening. However, this
apenas si se aprecia en el espacio de  shift was relatively unappreciated in
las catedrales, ya que es atenuado the context of cathedral spaces, given

por otras transformaciones de indole that it was overshadowed by the other
arquitectonico. En este articulo vamos  architectural transformations that
a estudiarlo tomando como ejemplola  were taking place at the time. The aim
Catedral de Leon. of this work is to study this change in

concept, taking the cathedral of Ledn,

PALABRAS CLAVE: VIDRIERAS. LUZ. Spain, as an example.

SUPERFICIE MURAL. ESPACIO. GOTICO
KEYWORDS: STAINED GLASS WINDOWS.
LIGHT. WALL. SPACE. GOTHIC



La novedosa utilizacion de los arcos
apuntados en el gotico como solucion
estructural, permiti6 la sustitucion de
los lienzos de piedra por vitrales. Este
resurgimiento de la vidriera supuso la
materializacion del lenguaje eminen-
temente simbdlico y arquitectonico de
este periodo. Lenguaje simbdlico de la
luz en un doble sentido; por un lado,
como difusion de la palabra de Dios
a través de las imdgenes luminosas
dibujadas sobre las vidrieras, y por
otro, como trasmision de la idea de la
luz como representacion de lo sagra-
do. En el siglo xm se produjo un cam-
bio radical en la concepcion de las vi-
drieras, pero este apenas si se percibe
en el espacio las catedrales, ya que es
atenuado por otras trasformaciones
de indole arquitecténico.

En este articulo vamos a estudiarlo
tomando como ejemplo la Catedral
de Leon. Se ha escogido esta catedral

por el buen estado de conservaciéon
de sus vidrieras 1; aunque las mds an-
tiguas son del siglo xmur estas vidrie-
ras se realizaron segun la mds pura
tradicion de las vidrieras francesas
del siglo x, por lo que por su cons-
truccion las podemos considerar de
este periodo. También se ha escogido
porque en su estructura arquitectoni-
ca muestra muchas de las evolucio-
nes que contribuyeron a mantener la
idea del espacio goético. La Catedral
de Leon es de planta cruciforme con
tres naves de seis tramos, la cabece-
ra dispone de deambulatorio y cin-
co capillas poligonales colocadas de
forma radial (Fig. 1). La planta es
muy similar a la de Reims, con la
diferencia de que la francesa es mds
grande, y las capillas de la girola son
circulares influenciadas por la cate-
dral de Amiens.

1. Catedral de Leon, siglo xmi. Esquema de planta,
realizado por los autores

1. Cathedral of Ledn, 13th century Floor plan, made
by authors

The innovative use of the pointed arch in
Gothic architecture as a structural design
solution allowed stained glass windows

to replace sections of stone walls. This
resurgence in stained glass led to the
materialisation of the eminently symbolic

and architectural language of the period. The
symbolic language of light had two meanings:
the dissemination of the word of God through
the luminous images traced out in the stained
glass; and the communication of the idea of
light as a representation of sacred teachings.
A radical change occurred in the thirteenth
century in the design of stained glass windows,
but it was relatively unperceived in the context
of cathedral spaces, as it was overshadowed
by the other architectural changes taking place
at the time.

The aim of this work is to study the change

in concept taking the cathedral of Ledn,

Spain, as an example. This cathedral was
chosen owing to the good state in which its
stained glass windows have been preserved

1. Despite the oldest ones dating from the
thirteenth century, they were made according
to the purest twelfth-century French tradition,
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2. Catedral de Leon, siglo xm. Esquema de seccion
trasversal, donde se indican los planos de vidrieras,
realizado por los autores

2. Cathedral of Ledn, 13th century Cross section diagram,

showing the position of stained glass windows, made
by authors

enabling us to consider their creation to be
from that period. It was also chosen because
its architectural structure displays many of the
developments that contributed to supporting
the idea of the Gothic space. The cathedral of
Ledn has a cruciform (Latin cross) layout, with
a nave and two aisles divided into six bays.
The chevet contains an ambulatory with five
polygonal radiating chapels (Fig. 1). The plan is
very similar to that of the cathedral of Reims,
although the French church is larger and has
circular chapels radiating from the ambulatory,
influenced by the cathedral of Amiens.

The Gothic space according
to Jantzen

Despite the existence of a nave and aisles,

the interior space of the High Gothic cathedral
is understood to be a single entity; nave and
aisles merge through light, creating a single
spatial area. In order to explain this concept,
Hans Jantzen 2 resorted to two concepts,

the "diaphanous structure’ (Jantzen, 1959
[1957], pp. 82-84) and the ‘spatial background’
(Jantzen, 1959 [1957], pp. 84-89). He explained
that the primary spatial element was the

nave, including the apse. He showed that the
wall of the nave gave the impression of the
warp of threads on a loom, what he called

a 'diaphanous’ — translucent — structure. He
spoke of spatial background when referring to
adjacent spaces, such as the aisles, galleries,
choirs and other features, which he considered
a wrapping for the nave. The wall of the nave
creates the impression of rising latticework,
wrapped around by the spatial background
(Jantzen, 1959 [1957], p.85).

Jantzen explained how the development of the
classic cathedrals of the High Gothic period
increasingly showed clear evidence of the
concepts of spatial background and diaphanous
structure.

In the cathedral of Chartres, which was begun
in 1194, the upper gallery was eliminated in
favour of a triforium and clerestory of previously
unheard of dimensions, enhancing the single
space of the nave.

In the cathedral of Reims, which was started
in 1211, openings were created with tracery,
causing all reminiscence of the wall to
disappear and become transformed into a mass

El espacio en el gotico
segun Jantzen

El espacio interior de la catedral en
el alto gotico, a pesar de la existen-
cia de naves, se entiende de manera
unitaria, las distintas naves se funden
en la central a través de la luz, crean-
do un espacio unico. Para explicarlo,
Hans Jantzen 2 recurre a dos concep-
tos, la estructura didfana (Jantzen,
1959 [1957], pp.82-84) y el fondo es-
pacial (Jantzen, 1959 [1957], pp.84-
89). Explica que el elemento espacial
que se entiende como unico es la nave
central, con el dbside incluido. Mani-
fiesta que la pared de la nave central
produce la sensacién de una urdim-
bre, lo que llama estructura didfana.
Mientras que cuando habla de fondo
espacial se refiere a los espacios adya-
centes, como las naves laterales, ga-
lerias, coros y demds, a los que con-
sidera como revestimiento de la nave
central. “La pared de la nave central

produce la impresién de un enrejado
que se alza envuelto por el fondo es-
pacial” (Jantzen, 1959 [1957], p.85).

El profesor de Munich expone
como en las catedrales clasicas del
alto gético se produce una evolucion
que consiste en evidenciar cada vez
mas este concepto de fondo espacial y
estructura didfana:

En Chartres, cuyas obras se inicia-
ron en 1194, se elimina la galeria alta
a favor de un triforio y claristorio de
dimensiones desconocidas; de esta
forma se potencia el espacio tunico de
la nave central.

En Reims, que se inici6 hacia el afio
1211, se crea el hueco de traceria, des-
apareciendo la reminiscencia al muro
y transformando todo en un enrejado.
Recordemos que en Chartres las ven-
tanas ojivales estan formadas por dos
ventanas lanceoladas y un roseton co-
rondndolas, de manera que mantiene
la forma ojival, pero también mantie-
ne la presencia del muro.



3. Catedral de Le6n, siglo xim. Esquema de seccion
longitudinal, donde se indican los planos de vidrieras,
realizado por los autores

3. Cathedral of Ledn, 13th century Longitudinal section
diagram, showing the position of stained glass windows,
made by authors
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En Amiens, que se inici6 en 1220,
se intenta integrar el triforio con el
claristorio. Para conseguirlo las cu-
biertas de las naves laterales se con-
ciben planas, asi el triforio antes
ciego por la cubierta inclinada de la
nave, se ilumina fundiéndose con el
claristorio, aunque no se encuentran
en el mismo plano, porque funciona
como galeria.

En Le6n también encontramos estas
evoluciones: aparece el claristorio uni-
do al triforio iluminado. Lo podemos
apreciar en la seccion trasversal (Fig.
2). Esta seccion nos sirve para enten-
der el concepto de fondo espacial y
estructura didfana. El fondo espacial
serian los tres planos de vidrio, el de la
nave lateral y los del claristorio y tri-
forio en la nave central, mientras que
la estructura didfana seria la urdimbre
que delimita la nave central. La sec-
cién longitudinal (Fig. 3), por su parte
nos muestra como se funden el forndo
espacial y la estructura didfana.

La evolucion de las vidrieras

Las primeras vidrieras del siglo xm que
se realizaron en Saint Denis son oscu-
ras, de acuerdo a los principios teold-
gicos de Pseudo-Dionisio, que asocia
lo divino con la tiniebla 3. Un abad
como Suger conocia perfectamente los
textos de su supuesto patrén 4, e hizo
todo lo posible por reflejarlos en la
abadia 5. Por un lado, lo consigné en
sus escritos donde habla de nueva luz
(Panofsky, 2004 (1946), p. 67), y lo
materializo a través de esas primeras
vidrieras oscuras de luz inaccesible 6.

La percepcion de estas vidrieras
oscuras produce la sensacion de que
la luz emana de ellas, las vidrieras no
son trasmisoras de la luz, sino que
la retienen para luego irradiarla. La
vidriera se convierte por tanto en el
propio muro, la entendemos como
superficie, y no como un simple hue-
co en éste. Es comparable a un muro
donde su superficie se encuentra total-
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of latticework. It should be pointed out that the
ogival windows in Chartres are composed of
double lancet windows crowned by an oculus,
in such as way as to retain the ogival form but
also maintaining the presence of the wall.

In the cathedral of Amiens, which was started
in 1220, an attempt was made to integrate

the triforium with the clerestory. In order

to achieve this, the roofs over the aisles

were designed flat. The triforium, previously
blocked by the roof sloping over the aisle, was
illuminated and merged with the clerestory,
although they were not on the same plane
because the triforium served as a gallery.
These developments are also found in Ledn: the
clerestory is joined to the illuminated triforium.
This is appreciated in the cross-section (Fig.

2). This section allows us to understand the
concept of spatial background and diaphanous
structure. Spatial background in this case refers
to the three levels of glass, that of the aisle and
those of the clerestory and triforium in the nave,
while the ‘diaphanous’, translucent, structure
refers to the ‘warp’ that forms the boundary of
the nave. The longitudinal section (Fig. 3) shows
how the spatial background and diaphanous
structure are blended.
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The development of stained
glass windows

The first stained glass windows made for
Saint-Denis in the 12th century were dark,

in keeping with the theological principles of
Pseudo-Dionysius, which associated divinity
with darkness 3. An abbot such as Suger would
have been perfectly familiar with the texts of
the saint then identified as Saint Denis 4, and
did all he could to reflect them in the abbey
church 5. This was recorded in his writings,
where he speaks of ‘new light" (Panofsky, 2004
(1946), p. 67), and materialised through the first
stained glass windows which were dark with
unapproachable light 6.

The observation of these dark stained glass
windows causes the impression that light

flows from them; the windows do not transmit
light, but retain it in order to radiate it later.

The stained glass window thus becomes the
actual wall. It is understood as a surface and
not as a simple opening in it. It is comparable
to a wall that is completely decorated with
mural paintings, with the particular feature that,
in this case, the wall is decorated with light.
Attention is drawn to the wall, because as it
radiates light, this is perceived with a certain
sense of materiality. At the same time, this light
confers it with depth and enables the space to
be understood as infinite. The confusion caused
by the materiality and immateriality of light,
produces a sensation of transcendence 7. We
understand this transcended space to extend
towards infinity, while it appears as a wall, as
previously explained.

This can be appreciated in many of the stained
glass windows of the cathedral of Ledn, such

as the Musician image included in the Caceria
(hunting scene) window, dating from the
thirteenth century, but created in the twelfth-
century French tradition (Fig. 4). The window
operated as an element that radiated light,
materialising it on the wall. However, the
photographic exposure and restored areas lead
us to question this perception.

In the late thirteenth century, stained glass
windows ceased to appear as retainers of

light, and consequently stopped radiating it.

The causes of the gradual abandoning of these
ideas may lie in economic factors, such as their
laborious construction and the increased demand
for stained glass in France, or in technological

4. Vidriera del siglo xm, el Miisico en la vidriera de
la Caceria, situada en el quinto tramo de la nave.
©Foto: Imagen MAS

4.13th century stained glass window, image of the
Musicianin the Caceria window, located in the fifth bay
of the nave. Image by Imagen M.A.S. in Maximo Gomez,
2000, Catedral de Leon Las vidrieras | Anélisis temético.
Ledn. Edilesa
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5. Vidriera del siglo xv, Gedeon con el Vellocino,
situada en la zona alta del transepto en el lado Norte.
©Foto: Imagen MAS

6. Vidriera del siglo xvi, la Natividad en la vidriera de
La Virgen Blanca, situada en una capilla del abside.
Imagen realizada por los autores

5. 15th-century stained glass window, Gededn con el
Vellocino (Gideon and the Fleece), located in the upper
area of the northern transept. ©Photo: Imagen MAS

6. 16th-century stained glass window, Natividad (Nativity),

located in a chapel in the apse. Image by authors
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factors, such as the use of silver salts. But there
is a more significant reason, a theological one:
the ideas of Pseudo-Dionysus were reworked

in the thirteenth century from the perspective

of Scholasticism, in which clarity played an
important role. In his Summa Theologiae, Saint
Thomas Aquinas explained that beaury required
integrity, harmony and clarity (Summa Theologiae
I, 39, a8). In his Commentary on the Sentences
of Peter Lombard, he also draws a relation
between beauty and clarity (In 1 sent d31 g2 a1).
In conclusion, stained glass windows at the end
of the thirteenth became an element with greater
clarity, allowing more light to pass, transmitting
it. It lost the property of being a singular type

of wall to becoming an opening in a wall. The
stained glass window was no longer a plastic
element; it had become an architectural feature.
Evidence of this radical transformation is evident
in Ledn in the fifteenth century windows such as
Gedeon con el vellocino (Gideon and the Fleece),
located in the upper area of the northern transept
(Fig. 5), and in the Nativity scene found in the
Virgen Blanca (White Virgin) window dating from
the sixteenth century (Fig. 6), where the drawn
images fade into coloured splotches, which

are often difficult to understand owing to their
excessive transparency.

Perception of light in the first
stained glass windows

By distinguishing between the spatial
background and the diaphanous structure,
Jantzen was differentiating between the sense
of space produced by the stained glass windows
owing to the light, as previously mentioned.
This is created by the depth offered by the
spatial background, on the one hand, and the
wall referred to as the ‘warp’, which is the
diaphanous structure. This consideration meant
that the author had no need to distinguish
between retained light and transmitted light.

He considered that the wall surface was always
perceived in the stained glass windows; if this
was not achieved through the materiality of light
owing to its radiance, it was revealed through
the diaphanous structure, as occurred in light-
transmitting stained glass windows.

The development of the architectural solutions,
as explained by the German researcher, would
be such that the Gothic space would not lose

7. Catedral de Leon. Diferencia entre la vidriera de la
Caceria, siglo xm, y el resto de la nave central. Imagen
realizada por los autores

8. Catedral de Leon. Diferencia entre la vidriera de

la Caceria, siglo xm, situada en el quinto tramo y la
vidriera del cuarto tramo de la nave. Imagen realizada
por los autores

mente decorado de pinturas murales,
con la particularidad de que en este
caso la materia del dibujo es la luz.
Decimos que nos remite a la superfi-
cie, porque al irradiar la luz esta se
percibe con cierta materialidad. Pero
al mismo tiempo, esa luz confiere
profundidad y hace que el espacio se
entienda como infinito. La confusion
que se genera debido a la materialidad
e inmaterialidad de la luz, produce
una sensacion de trascendencia 7. Este
espacio trascendido entendemos, por
un lado, que se extiende hasta el in-
finito, aunque por otro, como hemos
explicado nos remite a la superficie.

En la catedral de Ledén podemos
apreciarlo en muchas vidrieras como
la del Muisico incluida en la Caceria,
del siglo xim, que como hemos comen-
tado las consideramos dentro de la
tradicion francesa de las vidrieras del
siglo xu (Fig. 4). La vidriera funcio-
naria como elemento que irradia la
luz, materializindose en la superficie.
Aunque la exposicion de la fotografia
y las zonas rehabilitadas nos hagan
dudar de esta percepcion.

A finales del siglo xm las vidrieras
dejaron de mostrarse como retene-
doras de luz y por tanto dejaron de
irradiarla. Las causas del progresivo
abandono de estas ideas pueden ser
debidas a factores econémicos, como
su laboriosa construccion y el aumen-
to de la demanda de vidrieras en Fran-
cia, o factores tecnologicos como la
utilizacion de la sal de plata. Pero exis-
te una motivacion mas importante, la
teologica: en el siglo xm las ideas de
Pseudo-Dionisio se reelaboran desde
la Escolastica, donde a la claridad se
le otorga un papel fundamental. San-
to Tomas en su Summa Theologiae,
explica que la belleza requiere: inte-
gridad, armonia y claridad (Summa
Theologiae 1, q39, a8). En Comenta-
rios al libro de Pedro Lombardo tam-

7. Cathedral of Ledn. Difference between Caceria, 13th
century, and the rest of the nave. Image by authors

8. Cathedral of Ledn. Difference between the 13th-
century Caceria, located in the fifth bay, and the
stained glass window in the 4th bay of the nave.
Image by authors

bién relaciona belleza con claridad (In
1 sent d31 g2 al).

En conclusion la vidriera, a partir
de fines del siglo xm, pasa a ser un
elemento con una mayor claridad que
permite el paso de una mayor cantidad
de luz, convirtiéndose en trasmisora
de ella. Pierde su caracter de muro
singular y de superficie mural para
convertirse en un vano en el muro. La
vidriera deja de ser un elemento plas-
tico, para convertirse en un elemento
arquitectonico.

Esta transformacion drdstica, en
Leon es evidente en las vidrieras del
siglo xv como la de Gededn con el
Vellocino, situada en la zona alta del
transepto en el lado Norte (Fig. 5), o
incluso en la Natividad situada en La
Virgen Blanca, del siglo xvi (Fig. 6),
donde lo dibujado se desvanece trans-
formandose en manchas coloreadas,
que a veces dificilmente se entienden
por su excesiva claridad.

La luz dibujada en las
primeras vidrieras

Jantzen al distinguir entre fondo espa-
cial y estructura didfana, esta diferen-
ciando entre la sensacion espacial que
hemos comentado que producen las
vidrieras gracias a la luz. Por un lado,
la profundidad que seria el fondo es-
pacial, y por otro, la superficie a la
que nos remite la urdimbre que seria
la estructura didfana. Con este plan-
teamiento, el autor aleman no necesi-
taba distinguir entre luz retenida y luz
trasmitida. Ya que para él la superficie
en las vidrieras se percibe siempre: si
no se consigue mediante la materiali-
dad de la luz debido a la irradiacion,
revela su caracter superficial a través
de la estructura didfana como sucede
en las vidrieras trasmisoras de luz.

La evolucion de las soluciones ar-
quitectonicas explicadas por el inves-



T

tigador alemdn, por tanto, se enca-
minarian a que el espacio gotico no
perdiera sus cualidades a pesar de la
evolucion de los vitrales, cuya trans-
formacion se debe a motivaciones fi-
losoficas o teoldgicas. Sin duda esta
ambigiiedad, puede ser la causa de
que no exista un consenso académico
respecto a esta idea 8.

Lo importante es que aunque en
ambos tipos de vitrales la sensacion
espacial sea similar y existe cierta ten-
dencia a la superficie, esta se produce
de forma totalmente diferente. Esta-
riamos hablando de dos formas de
desarrollar el mismo espacio goético,
el primero, donde la vidriera irradia
la luz y se comporta como un muro
en el que se dibuja la luz, seria mas
plastico, mas grafico; mientras que el
segundo, donde la vidriera trasmite la
luz y se comporta como un hueco, re-
sulta mds arquitectonico.
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La luz dibujada en la Catedral
de Leon

En la Catedral de Ledn, ademas de los
recursos seflalados para potenciar su
estructura didfana y fondo espacial,
podemos apreciar la trasformacion de
las vidrieras goticas del siglo x11, en las
vidrieras de finales del siglo xm1. Enten-
didas, las primeras como retenedoras
de luz, es decir como superficie mural
y las segundas como trasmisoras de
luz, como huecos arquitectonicos, es
decir, como espacio.

La vidriera mas antigua que se con-
serva es la conocida como la Caceria
del siglo x, estd situada en el claris-
torio del lado Norte de la nave. Si la
comparamos con las del resto de la
nave vemos que existe una gran dife-
rencia (Fig. 7). Lo podemos apreciar
con mas claridad comparandola con
la vidriera que se encuentra, en el tra-

its qualities despite the changes in the stained
glass windows, whose transformations were
brought about by philosophical and theological
concepts. This ambiguity is no doubt the reason
why there is no academic consensus with
respect to this idea 8.

What is important is that although both types

of stained glass windows produce a similar
sensation of space and have certain superficial
similarities, the sensation of space is produced
in completely different ways. Here are two ways
of creating the same Gothic space. The first is
one in which the stained glass window radiates
light and behaves as a wall upon which light is
perceived in a more artistic and graphic way. The
second is one in which the stained glass window
transmits light and behaves as an opening, which
is a more architectural perception.

Perception of light in the
cathedral of Leon

In the cathedral of Ledn, in addition to the
previously mentioned resources that enhance its
diaphanous structure and spatial background, the
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transformation that took place in stained glass
windows between the twelfth century and late
thirteenth century can also be appreciated. This
shift is understood as the nature of the earlier
windows as retainers of light, as part of the wall,
and the later ones as transmitters of light, in other
words, as architectural openings and space.

The oldest preserved stained glass window is
that known as Caceria (hunting scene), dating
from the thirteenth century and located in the
clerestory of the northern side of the nave. If this
window is compared to the others in the nave,

a great difference is discernible (Fig. 7). It can

be appreciated more clearly by comparing it to
the stained glass window from the fourteenth
century found in the previous bay (Fig. 8). Caceria
is much darker, giving the impression that the
light that issues from it is produced by the images
represented in it. The light creates the sensation
of spatial extension, but also draws attention

to the wall. However, while the stained glass
window on the left allows a greater amount of
light to pass through, the image represented in

it is barely appreciated. This light-transmitting
window has become an architectural opening,
enhancing the perception of spatial extension.
Nevertheless, the sensation of space in the entire
nave does not vary because this second window
draws attention to the wall surface through the
diaphanous structure of the nave.

When contemplating the thirteenth-century,
west-facing stained glass window located in the
upper area of the northern transept, adjacent to
the apse, we are immersed in a transcendental
ambience evocative of the sacred nature of its
content (Fig. 9). But on closer inspection it can
be seen that there are areas of this stained glass
window 9 that cause a sensation of excessive
light and produce a distortion in understanding;
these are areas that have undergone different
restoration processes over the centuries. |

Notes

1/ The fragility of the windows has led to the need to restore and
in many cases replace the panes. The abbey church of Saint-Denis
retains very few original stained glass windows, as is the case of
the cathedral of Chartres and the Sainte-Chapelle in Paris after
the fire of 1630. It should be pointed out that these stained glass
windows have had to be moved on many occasions owing to war,
revolutions, etc.

2/ A German art historian who was born in Hamburg in 1881

and died in Freiburg in 1967. He is considered one of the fathers
of modern research on the Gothic style, with his concepts of
‘diaphanous structure’ and ‘spatial background’. He was a
professor at the Ludwig Maximilian University of Munich before

9. Catedral de Leon. Vidriera, del siglo xim, orientada a
occidente, situada en la zona alta del transepto Norte,

junto al bside. Donde se aprecian las zonas originales
y las restauradas. Imagen realizada por los autores

mo anterior, realizada en el siglo xiv
(Fig. 8). Observamos que la Caceria,
es mucho mds oscura, de tal forma
que la luz parece que emana de esta,
parece que es generada por el dibu-
jo de lo representado. Por lo que la
luz, por un lado provoca una sensa-
cién de expansion espacial, pero al
mismo tiempo nos remite a la super-
ficie. Mientras que en la vidriera de
la izquierda que permite una mayor
entrada de luz, lo dibujado apenas si
se aprecia; esta vidriera trasmisora de
luz, se ha convertido en un hueco ar-
quitectonico, potenciando la expan-
sién espacial. Aunque en el conjunto
de la nave la sensacion espacial no va-
rie, porque esta segunda vidriera nos
remite a la superficie a través de la es-
tructura didfana de la nave.

Al contemplar la vidriera del siglo
xi, orientada al Oeste situada en la
zona alta del transepto Norte junto al
abside, nos sumergimos en una atmos-
fera trascendente y nos evoca lo sagra-
do (Fig. 9). Pero si nos fijamos veremos
que existen zonas de esta vidriera 9 que
producen una luz excesiva induciendo
a una distorsion del entendimiento, nos
referimos a las zonas que han sufrido
distintos procesos de restauracion a lo
largo de los siglos. m

Notas

1/ La fragilidad de los pafios vitreos ha obligado a res-
taurar y sustituir en muchas ocasiones los paneles de
vidrio. En la abadia de Saint Denis, se conservan muy
pocas vidrieras originales, lo mismo sucede en Char-
tres o en la Sainte-Chapelle tras el incendio del 1630.
Recordemos que estas vidrieras han debido ser trasla-
dadas en multiples ocasiones por motivos de guerras,
revoluciones, etc.

2/ Historiador de arte aleman que naci6 en Hamburgo
en el 1881 y muri6 en Friburgo en el 1967. Es consi-
derado uno de los padres de la moderna investigacion
sobre el gotico, con sus conceptos de estructura didfa-
na 'y fondo espacial. Fue profesor de la Universidad de
Muinich antes de la Segunda Guerra Mundial y después
de esta, tras salir de la circel por apoyar al nazismo,
volvi6 a la universidad babara hasta su jubilacion.

3/ En su Carta Quinta a Doroteo, didcono, define la
tiniebla divina: “La tiniebla divina es luz inaccesible,
donde se dice que habita Dios, es ciertamente invisible

9. Cathedral of Ledn. West-facing 13th-century stained
glass window, located in the upper area of the northern
transept, adjacent to the apse. The original and restored
areas can be appreciated. Image by authors

debido a su deslumbrante claridad e inaccesible debido
al desbordamiento de sus radiaciones supraesenciales.
En este lugar se encuentra todo aquel que es considera-
do digno de conocer y de ver a Dios” (Pseudo-Dionisio
Aeropagita, 2007, p. 258).

4 / Sabemos que Pseudo-Dionisio no fue el verdadero
patron de esta abadia pero era politica habitual de la
época, atribuir patrones fuertes a las abadias y de esta
forma parecer mds importantes.

5/ Seldmayr (2011, [1960], p. 33) expresa que en la
abadia se conservaban como una preciosa reliquia los
escritos de Pseudo-Dionisio.

6/ Esta no es la primera materializacion de las ideas
de Pseudo-Dionisio, los espacios bizantinos de escasa
iluminacion los podemos interpretar de esta forma. Se
encuentran recubiertos de superficies musivas cuyos re-
flejos inundan el espacio de hermosisimos fulgores.

7/ Como indica Nieto (2010 [1978], p. 68).

8/ John Gage (2001 [1993], pp.69-78) defiende esta
tesis. Pero la mayoria de los criticos solo la comparten
parcialmente: Jantzen, que partiendo de las ideas de
Schéne, explica también la ventana como “fuente de
luz” (Jantzen, 1959 [1957], p.79), lo que se acercaria
a la idea de vidriera como radiadora de luz, pero no
especifica que a partir del siglo xm las vidrieras dejen
de ser fuentes para convertirse en trasmisoras de luz.
Por otro lado, explica que “es dificilmente concebible”
una influencia teoldgica de la luz en el gotico (Jantzen,
1959 [1957], p.77). Panofsky se refiere a las vidrieras
como trasparentes (Panofsky, 2004 [1946], pp. 38 y
52). Aunque aprecia la relacion entre la teologia y la
nueva arquitectura (Panofsky, 2007 [1947], p. 35).
Grodecki, se refiere al vidrio como un cuerpo transmi-
sor de la luz (Grodecki, 1975, p. 3), entendiendo que
existe una estrecha relacion entre la Escolastica y la ar-
quitectura gotica al hablar de “similitudes” (Grodecki,
1975, p. 4).

9/ Se aprecia especialmente en la superior de las tres
rosas de la vidriera. También se observa esa luz dife-
rente en las dos bandas estrechas de los extremos y en
algunas zonas sueltas.
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the Second World War. He was dismissed from his position after 247
the Second World War owing to his dubious ideological leanings,
although he was later reinstated and remained at the same
university until his retirement

3/ In his Fifth Letter to Dorotheus the deacon, he defines divine
darkness: ‘The divine darkness is the unapproachable light in
which it is said that God dwells. For it is invisible because of its
transcendent brilliance, and the same is unapproachable because
of the excess of its supra-essential effusion of light. Into it enter
all who are worthy to know and see God" (Pseudo-Dionysus the
Aeropagite, 2007, p. 258)

4 / We know that Pseudo-Dionysus was not the true patron of this
abbey, but it was the habitual policy at the time to attribute strong
patrons to abbeys, which allowed them to appear more important
5/ According to Seldmayr (2011, [1960], p. 33), the abbey kept the
writings of Pseudo-Dionysus as a precious relic

6 / This is not the first materialisation of Pseudo-Dionysus’ ideas;
dimly lit Byzantine spaces can be interpreted in the same way.
They are replete with mosaic wall decoration with reflections that
flood the space with a beautiful sheen.

7/ As explained by Nieto (2010 [1978], p. 68)

8/ John Gage (2001 [1993], pp.69-78) defends this premise.
However, most critics only accept it in part

Basing himself on the ideas of Schdne, Jantzen also explained the
window as a “source of light” (Jantzen, 1959 [1957], p.79), through
which he approached the idea of the stained glass window as a
radiator of light, but without specifying that it was in the thirteenth
century that stained glass windows ceased to be sources of light
to become transmitters of light. Nevertheless, he explained that is
was ‘difficult to conceive’ that there was a theological influence on
light in the Gothic (Jantzen, 1959 [1957], p.77)

Panofsky referred to stained glass windows as being transparent
(Panofsky, 2004 [1946], pp. 38 and 52). However, he did appreciate
the relation between theology and the new architecture (Panofsky,
2007 [1947], p. 35).

Grodecki referred to the glass as a light-transmitting body
(Grodecki, 1975, p. 3); his mention of ‘similarities” show his
understanding of the existence of a close relationship between
Scholasticism and Gothic architecture (Grodecki, 1975, p. 4)

9/ This is especially evident in the highest of the three rosettes
This different light is also observed in the two narrow bands on
each side and in a few specific areas
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