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MIRjANA REPANIC-BRAUN®

Uvodnik

Uvodnik / Editorial

eti svezak znanstvenog casopisa Stu-

dia Carpathico-Adriatica tematski je
vezan uz izlaganja sa znanstvenoga sku-
pa Umjetnost i identiteti, odrzanoga u Vy-
chodoslovenskoj galeriji u Kosicama 12.
lipnja 2024. godine.

Posve u skladu s vaznoscu i znacenjem
Slovacko-hrvatske komisije u kontekstu
razvijanja medusobnih odnosa dviju po-
vijesno bliskih drzava, a poglavito u kon-
tekstu suradnje u polju humanistickih
znanosti ta je Konferencija bila svecano
otvorena govorima Alexandra Heina, hr-
vatskog ambasadora u Slovackoj, Martine
Klofacove, predstavnice Ministarstva ob-
razovanja, znanosti, istrazivanja i sporta
Slovacke Republike te Stase Skenzica,
predstavnika Ministarstva znanosti i ob-
razovanja Republike Hrvatske.

U ovome broju objavljeni recenzirani
¢lanci — u skladu s ustanovljenom ured-
nickom praksom provedeni kroz dvo-
struko slijepi medunarodni recenzentski
postupak s dvjema recenzijama — donose
zanimljive diskurse o razlicitim aspek-
tima slovacke i hrvatske likovne basti-
ne o, primjerice, stilskim uzorima, na-
ruciteljima, recepciji vizualnih modela,
komparaciji umjetnickih praksi iz bivsih
socijalisti¢kih zemalja Cehoslovacke i Ju-
goslavije u sklopu kojih su se nalazile.
Slijedi njihov kratak pregled:

,Konstrukcije identiteta u umjetnosti
obic¢no proizlaze iz procesa koji nadila-
ze granice lokalnih zajednica, regija ili

drzava. Povijesna geografija umjetnosti
ne samo da opisuje prosle procese nego
i sudjeluje u stvaranju suvremenih iden-
titeta,” napisao je Ivan Gerat koji je svo-
jim izlaganjem “Azimuths of the histo-
rical geography of art — the example of
the visual cult of St. Elizabeth in KoSice”
otvorio radni dio konferencije. Dakako,
kada je posrijedi konferencija u Kosica-
ma, govorimo o likovnim umjetnostima,
mo¢nim alatima izrazavanja osobnih,
grupnih, nacionalnih, kulturnih i reli-
gioznih identiteta. Bilo da je rije¢ o sli-
karstvu, kiparstvu, novim umjetnickim
praksama, primijenjenoj umjetnosti ili
arhitekturi, govorimo o umjetnosti koja
otvara, ali ujedno i definira granice, oso-
bito u slucaju snazenja nacionalnih, reli-
gijskih i kulturoloskih vrijednosti. U fo-
kusu njegova rada je sjeverni portal crkve
sv. Elizabete u KoSicama, originalno dje-
lo za Cije skulpture Gerat nalazi stilsko
podrijetlo na starijim portalima crkava
u zapadnoj i juznoj Europi, a osobito
u Hrvatskoj, u ¢uvenome djelu Majsto-
ra Radovana na glavnome portalu kate-
drale sv. Lovre u Trogiru (1240.). Kult sv.
Elizabete, koja je podrijetlom i rodenjem
u Bratislavi pocetkom 13. stoljeca na-
zvana Ugarskom, a udajom za Ludwiga,
sina landgrafa od Thiiringije TirinSkom,
osobito je razvijen u Slovackoj gdje je po-
stala dijelom povijesnoga i kulturnog na-
sljeda. Njezine skulpture i oltarne slike
Ceste su u katolickim zemljama srednje

* MirjaNA REPANIC-BRAUN, Institut za povijest umjetnosti, Zagreb (Republika Hrvatska).

MirjaNa RepaNIC-BrauN: Uvodnik



Europe, pa i u crkvama kontinentalne
Hrvatske, gdje se najces¢e spominje kao
sv. Elizabeta Tirinska.

Katarina Orviska sagledava nekadas-
nji glavni oltar crkve sv. Martina u Bra-
tislavi, rad Georga Raphaela Donnera
posvecen 1733. godine, u kontekstu gra-
danskog identiteta njegova donatora,
grofa i biskupa Emerika Esterhdzyja. Taj
monumentalni oltar neoklasi¢ne arhitek-
tonske konstrukcije, s vitkim kaneliranim
stupovima i visokom trabeacijom, pripi-
sivan je najprije Josephu Emanuelu Fisc-
heru von Erlachu (1693.-1742.) i Antoniju
Galli Bibieni te, naposljetku, Donneru
koji je po narudzbi svojega mecene Eme-
rika Esterhazyja za istu crkvu izradio
i oltar aleksandrijskog patrijarha sv. Iva-
na Milosrdnoga (1729.). Barokni oltar sv.
Martina danas vise ne postoji, uklonjen je
oko 1867. godine, a Donnerova bronc¢ana
skulptura Sv. Martin s prosjakom, srediSnja
figurativna skupina bivseg oltara, nasla je
svoje mjesto u crkvenom brodu, desno od
trijumfalnog luka. Zanimljivo je spome-
nuti da se vjerojatno jedini oltar nadvisen
velikom svetom ugarskom krunom (Sacra
Regni Hungarici Corona) nalazi u Hrvat-
skoj, a podignut je 1763. godine u Pozes-
koj katedrali sv. Terezije Avilske, nebeske
zaStitnice carice i kraljice Marije Terezije,
donatorice velike oltarne slike Caspara
Franza Sambacha, koja ga i danas resi.

Danko Sourek u svojem radu takoder
piSe o grofu Emeriku Esterhazyju u kon-
tekstu hrvatskoga umjetnickog naslje-
da, spominjuci da ¢e kao biskup u Vacu,
Zagrebu i Veszprému, a kasnije i kao
nadbiskup Esztergoma s prebivaliStem
u Pressburgu, povezati umjetnicke ba-
Stine Slovacke, Ugarske i Hrvatske. Iako
smatra da ¢e vrhunac Esterhazyjeva po-
kroviteljstva obiljeziti plodna suradnja
s ve¢ spomenutim Georgom Raphaelom
Donnerom, koja je u Bratislavi rezulti-
rala iznimnim kiparskim i oltaristickim
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djelima u crkvi sv. Martina, Sourek istice
da je njegova visoka umjetnicka kultu-
ra ostavila znacajan trag i na podrucju
povijesne Zagrebacke biskupije. Osim
narudzbi nekoliko izvrsnih zlatarskih
radova, medu njima su i izvanredna
ostvarenja poput srebrnog antependija
glavne oltarne katedrale ili mramornog
oltara sv. Ignacija Loyolskoga u nekadas-
njoj isusovackoj crkvi u Zagrebu. Nje-
gove zasluge za pavlinski red, kojem je
i sam pripadao, obiljeZzene su freskama
u blagovaonici i knjiznici pavlinskog sa-
mostana u Lepoglavi.

Nadgrobni spomenici kao svjedocan-
stvo drustvenoga poloZzaja, kao i prihva-
¢anje likovnih rjeSenja medu hrvatskim
plemstvom tema je koju Maja Zvorc veé
duZe vrijeme istrazuje. U prvoj polovini
17. stolje¢a nadgrobna skulptura danas-
njih hrvatskih i slovackih prostora, spo-
minje Zvorc, doZivjela je znacajne pro-
mjene udaljujudi se od srednjovjekovnih
prikaza pokojnika i priblizavaju¢i se
djelima suvremene portretistike. Stoga
u svojem clanku istrazuje kako je novo
likovno rjeSenje, prvotno zastupljeno
medu ugarskim magnatima, postupno
prihvatilo i hrvatsko plemstvo. Analizi-
rajuc¢i primjere nadgrobnih spomenika
podignutih u kontinentalnoj Hrvatskoj,
razmatra drustveno-politicki kontekst
njihova nastanka te simbolicko znacenje
nazo¢nih likovnih elemenata koji nagla-
Savaju vojni i drustveni status pokojnika.
Osobitu pozornost posvetila je prijenosu
umjetnickih ideja unutar plemickih kru-
gova i ulozi nadgrobne plastike u obliko-
vanju plemickoga identiteta.

Sanja Cvetni¢ se u svojem radu “Iz-
medu Kosica i Knina: doprinos Alek-
sija Jordanskog temi Hortus Marianus
u Hrvatskoj” bavi djelom Kratki opis
slika BlaZzene Djevice Marije u Ugarskoj
i pripadajuéih podrucja (1836. na njemac-
kom i madarskom; 1838. na slovackom)

UvobNIK



autora Alexiusa Jordanszkoga (Kosice,
1765. — Ostrihom, 1840.) kao vaznim ma-
rioloskim spisom koji pruza povijesni
uvid u marijanska hodocasnicka svetista
u Hrvatskoj. Jordanszky opisuje osam lo-
kaliteta: Trsat (Senjska biskupija), Marija
Bistrica, Remete, Krapina / Trski Vrh (Za-
grebacka biskupija) te Aljmas, Dragotin,
Sotin, Petrovaradin (Pakovacka biskupi-
ja). Roden u Slovackoj, Jordanszky je bio
istaknuta crkvena i intelektualna osoba
u Habsburskoj Monarhiji. Ipak, u hrvat-
skoj crkvenoj i povijesti umjetnosti po-
sebno je zapamcen kao naslovni biskup
Tinina (Knin, Hrvatska) te po svojim
opisima i ilustracijama navedenih mari-
janskih slika.

Premda se u Slovackoj nalazi samo
jedno djelo hrvatskog akademskog slika-
ra i graficara Mencija Klementa Crncica,
Marta Herucova spominje ga kao izni-
mnu osobnost hrvatske lijepe umjetno-
sti, osobito impresionizma i poentilizma
i posvec¢uje mu svoj rad ,Menci Clement
Crnci¢ i misterij njegove slike”. Podrije-
tlom Hrvat, roden u Austriji, skolovao
se u Moravskoj i Bavarskoj te je cesto
boravio na jadranskoj obali i u mnogim
europskim zemljama, postavsi autor
brojnih pejzaznih slika. Njegova jedina
slika sacuvana u Slovackoj odstupa od
ostatka njegova opusa, naginjuc¢i prema
simbolizmu te otvara nekoliko pitanja
u podrudju ikonografije i srodnih tema.

U radu ,Tijelo i priroda u umjetnosti
bivée Cehoslovacke i Jugoslavije. Neki
komparativni primjeri” Daniel Grun na-
stoji iz novoga gledista razmotriti umjet-
nost Body Arta i Land Arta. No pritom
naglasak stavlja na pomicanje granica
izmedu kulture i prirode, Sto opravdava
¢injenica da su umjetnici o kojima je rije¢
tada njegovali osobne kontakte. Razmje-
njivali su informacije i koristili postan-
sku komunikaciju za distribuciju svojih
radova, a svodenje tih sredstava na tijelo

MirjaNa RepaNIC-BrauN: Uvodnik

i prirodu, smatra autor, vraca mastu na
arché — praiskonsku osnovu svijeta. Grun
medu inim pokusSava pribliziti potragu
za procesima radanja, nestajanja, preo-
brazbe, snagom gravitacije ili prirodnim
elementima — zrakom, vodom, zemljom
i vatrom, usredotocuje se na interakciju
tijela i prirode, povratak arhai¢nim ritu-
alima, licima kao maskama, oblicima po-
stajanja Zivotinjom koji rezultiraju mo-
dernim ,upucenim primitivizmom” te,
naposljetku, razlic¢itim oblicima umjet-
nicke komunikacije.

Katarina Bajrucova pise o slovac-
kom umjetniku Jozefu Jankovic¢u (1937.
- 2017) u Hrvatskoj. Smatran jednom od
najvaznijih figura u povijesti slovackog
kiparstva, bio je jedna od Zrtava politicke
»normalizacije” i nasilnog suzbijanja de-
mokratskih procesa u Cehoslovackoj na-
kon 1968. godine. Usprkos zabrani izla-
ganja i putovanja, Jankovi¢ je uspjesno
odrzavaoprijateljske kontakte u drugim
zemljama, ukljucujudi i bivsu Jugoslavi-
ju, gdje je izradivao i izlagao svoja djela.
Kao njegove kapitalne radove Bajrucova
istice Vrata iz 1985. u Parku skulpture
Dobrova u Labinu, Ruke iz 1994. u Vrsa-
ru, te Raspelo iz 1995. godine u Komemo-
rativnom centru, takoder u gradu Labi-
nu, analizira ih i interpretira iz aspekta
kulturnoga vizualnog i osobnoga umjet-
nickog aspekta.

Naposljetku éestitam od srca prof. dr.
Martinu Homzi i prof. dr. Zeljku Holjev-
cu glavnim i odgovornim urednicima
Casopisa, jer znam koliko je taj posao
zahtjevan kada nije na$ jedini zadatak,
i zahvaljujem na povjerenju koje sam od
njih dobila da napiSem ovaj uvodnik. Za-
hvaljujem im takoder kao utemeljiteljima
i supredsjedateljima Slovacko-hrvatski /
Hrvatsko-slovacke komisije za humani-
sti¢ke znanosti $to sam imala priliku biti
dijelom jednoga vaznog i korisnog pro-
jekta koji je spojio znanstvenike iz dviju
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prijateljskih zemalja humanistickim te- - posvetili i posvecujemo, uz podrsku
mama, kojima smo se svi mi — ¢lanovi, ministarstava znanosti Republike Hrvat-
sudionici i kolege razlicitih specijalizacija  ske i Slovacke Republike.
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Ivan GERAT*

Azimuty historickej geografie umenia —
priklad vizualneho kultu
svatej Alzbety v Kosiciach**

Azimuti geografije povijesti umjetnosti — primjer vizualnog kulta sv.
Elizabete u KoSicama /Azimuths of the Historical Geography of art —
the Example of the Visual Cult of St. Elizabeth in KoSice

Identity constructions in art usually result from processes that transcend the boundaries of
local communities, regions or states. The historical geography of art not only describes past
processes but also participates in the creation of contemporary identities. The northern portal
of St. Elizabeth’s Church in KoSice is an original work whose predecessors can be seen in
portal sculpture not only in Western but also in Southern Europe: in this sense, it is a late
parallel to the work of the master Radovan in Trogir (1240). At this time — also in the context
of anti-heretic struggles — the image of the holy princess of Hungarian origin, the patroness of
the Kosice church, took shape in Marburg. However, the communication on the west-east axis
was also in the 15" century supplemented in the north-south direction — for example, by the
hitherto unnoticed reception of the growing cult of St. Catherine of Siena, which can be seen
in the original elements of the iconography of the main altar of the Kosice Cathedral.

Key words: Cultural communication, civic identity, Catherine of Siena, Elizabeth
of Hungary

Portély katedral v Kosiciach (po 1400)
a Trogire (okolo 1240) od seba deli
takmer dvesto rokov, no predsa maju
nieco spolo¢né. Oba boli postavené v ne-
skorej faze slohového obdobia — prvy
romanskeho, druhy gotického — a na
okraji oblasti, kde sa prislusny sloh roz-
vijal. Napriek zdanlivej vycerpanosti
slohu a vzdialenosti oboch miest od naj-
vyznamnejsich umeleckych centier svo-
jej doby priniesol kazdy z nich do vyvoja

portalovej vyzdoby niekolko original-
nych rieSeni. Vyhodnotenie umeleckého
vyznamu tychto diel si zakazdym vyza-
duje zohladnenie komplexnych geogra-
fickych stvislosti, réznych priamych in-
$piracii, ale aj volnejSich analdgii, ktoré
mozno hladat vo viacerych smeroch.
Rozbor reliéfov zapadného portalu
Katedraly sv. Vavrinca v Trogire patri
ku kldcovym prikladom knihy Vladi-
mira Gossa, ktora zasadne spochybmiuje

* Prof. PhDr. Ivan GerAt, PhD, Centrum vied o umeni SAV, v.v.i., samostatny vedecky pracovnik,

Bratislava (Slovenska republika).

** Studia vznikla s podporou projektu VEGA 2/085/23 Temporality ikonoldgie.
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Obr. 1: Kosice, hornd ¢ast’ severného portdlu katedrdly, zaciatok 15. storocia (Foto: archiv autora).

mainstreamovy pohlad na geografiu stre-
dovekého umenia v Eurdpe.! Namiesto
prevladajticeho uvazovania o sireni vply-
vov zo zapadnej Eurdpy pripomina dolezi-
tost juhozapadného smeru komunikacie,
leziaceho na spojnici Byzantskej riSe a Za-
padu. V tomto zmysle poskytuje rovnako
vyznamny impulz pre vyskum geografic-
kych stvislosti umenia strednej Eurdpy
ako prace Thomasa DaCosta Kaufman-
na.? Otazky umeleckej geografie stivisia
aj s problémom porovnavania réznych
kontextov, do ktorych vstupovali obrazy
ako médium verejnej komunikacie, vy-
jadrujace aj ovplyvrujuce rézne dimen-
zie identity objednavatelov aj divakov. Na

inom mieste a v inom case sa menila tlo-
ha obrazov a ich motivov v skuto¢nom aj
imaginativnom priestore, poskytujicom
oporu pre presnejSie definovanie identity
jednotlivcov aj socialnych skupin.* Analo-
gie ¢i vyvinové nadvaznosti umeleckych
diel a ich kultarnych funkcii priblizuja
vnutorné napéatia a vzajomné dialdgy
myslienok, ktoré podstatne vplyvali na
zdieland imagindciu a spolocensky zivot
obyvatelov stredovekych miest.

Tvorivé impulzy pre formovanie ob-
razovej vyzdoby koSického Chradmu sv.
Alzbety prichadzali z rdéznych smerov.
V pripade svitice, ktora prezila vacsi-
nu svojho Zzivota na uzemi dnesného

! Vladimir P. Goss, Four Centuries of European Art: 800-1200. A View from Southeast (Zagreb: Golden

marketing-Tehnicka knjiga, 2010).

2 Thomas DaCosta Kaufmann, Toward a geography of art (Chicago, Il. [u.a.]: Univ. of Chicago Press, 2004).
* Por. Patricia Lee Rubin, Iinages and identity in fifteenth-century Florence (New Haven, Conn. [u.a.]:
Yale Univ. Press, 2007). K tilohe sviatcov pri konstrukcii identit v neskorom stredoveku por.
Nino M. Zchomelidse, Art, Ritual, and Civic Identity in Medieval Southern Italy (University Park,
Pennsylvania: The Pennsylvania State University Press, 2014), 170-203.

Ivan GerAT: Azimuty historickej geografie umenia 15



Obr. 2. Hlavny oltar Kostola sv. AlZzbery v KoSiciach, 1474 — 1477 (Foto: archiv autora).

Nemecka, no bola kanonizovana r. 1235
v Perugii je logické, Ze podnety, vycha-
dzajice z eurdpskeho juhu, najma Ta-
lianska, sa stretdvali ¢i priam krizili
s impulzami, prichadzajacimi so Zapa-
du. Cestu niektorych motivov smerom
z juhu na sever zastavili Karpaty, co
mozno ilustrovat porovnanim s analo-
gickymi dielami, ktoré vznikli v rovna-
kom case v pobaltskom regione.
Najoriginalnej$im  architektonickym
prvkom severného portalu v Kosiciach je
jeho stupnovita nadstavba, obsahujtica re-
liéfy s unikatnou ikonografiou. Predstavy
o individudlnej aj spolocenskej identite,
ktoré vyjadruju, mozno skumat v suvis-
losti s dobovymi teologickymi diskurzmi
a zlozitou cirkevno-politickou situaciou
v Case papezskej schizmy. Vnutrocirkevné
spory sa odrazili napriklad v tom, Ze iden-
tita vplyvného cirkevného hodnostara ne-
bola automatickou zarukou pozitivneho

hodnotenia postavy v ramci ikonografic-
kého programu portalu. Po pravici Kris-
ta, ktory dominuje obrazu Posledného
sudu v tympandne portélu, vidno papeza
veduceho zastup veriacich do neba. Jed-
noznacne ho identifikuje tiara. Na opac-
nej strane, medzi zatratenymi v otvorenej
tlame Leviatana, vSak ndjdeme aj postavu
s biskupskou mitrou na hlave. Tento mo-
tiv mohol aj v ociach SirSej verejnosti spo-
chybnif ¢i relativizovat vyznam klerikal-
nej autority. Podobné pochybnosti urite
neboli len miestnou zéleZitostou, pretoze
suviseli so zlozitou cirkevno-politickou
situaciou. Komplikované vztahy, ktoré
vyplynuli z papezskej schizmy, zasiah-
li aj Kosice. Mesto tizko spolupracovalo
s krdlom Zigmundom, ktory uprednost-
noval papeza Jana XXIIL, ale aj s jeho kon-
kurentom papezom Bonifacom IX., ktory
v roku 1402 vydal odpustok na podporu
stavby farského kostola.* Spravca farského

* Naposledy k téme Tim Juckes, The Parish and Pilgrimage Church of St. Elizabeth in Kosice: Town, Court
and Architecture in Late Medieval Hungary, Architectura medii aevi, (Turnhout: Brepols, 2011).
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kostola Stephanus de Caseda, ktorého si
zvolili obyvatelia mesta, vSak poziadal
papeza Bonifaca IX., aby obmedzil poso-
benie frantiskanov vo farskom kostole.
Papez, ktory inak frantiskanov podporo-
val, mu vyhovel listom z 9. marca 1402.
Napdtia medzi nabozenskymi a po-
litickymi rozmermi identity sa odrazili
aj v rozdieloch medzi inak Stylisticky
pribuznymi portadlmi farského a fran-
tiSkdnskeho kostola v KoSiciach. Oba
portaly vznikli v priblizne rovnakom
Case a v rovnakej dielni, no ideologicky
medzi nimi existuje viacero rozdielov.
Autor ikonografického programu far-
ského kostola vo vacsej miere zohlad-
nil zlozitu politicka situdciu, spojent
so vztahom cisara k papezskej autorite
v case schizmy. Ikonografia tohto diela
je preto motivicky ovela bohatsia a teolo-
gicky prepracovanejsia ako je to v pripa-
de jeho frantiSkanskeho pendanta, ktory
sa sustreduje na rozpravanie Kristovho
pribehu. Vo farskom kostole sa k tomu
pridavaju sofistikované soteriologické a
eschatologické momenty, vyjadrené pre-
dovsetkym spominanym obrazom Po-
sledného stidu v tympandéne a lotrami
po bokoch Krista v scéne Ukrizovania
vo vrchole stupnovitého Stitu portalu.
Pohlad na Krista sa tu vSak nevyjadruje
len obrazom biblickych tém, ale sa dalej
diferencuje a modifikuje v rdmci pribehu
kralovskej svétice, uhorskej princeznej a
durinskej kniaznej Alzbety, zobrazeného
v dvoch okrajovych reliéfoch stupnovité-
ho nadstavca. Toto obohatenie ikonogra-
fie je dosledkom narastajiiceho vyznamu
vizionarskych svitic v Case papezskej
schizmy. Na eurdpsku politiku v tomto

Case priamo vplyvali dve vyznamné vi-
zionarky — sv. Brigita Svédska a sv. Kata-
rina Sienska. Pre obidve bol vyznamnym
zdrojom inSpirdcie aj zivot sv. AlZzbety.”

Svatu Alzbetu si vdaka jej povodu,
v ktorom bolo mozné identifikovat naj-
vyznamnejsie dynastie naprie¢ Eurépou,
uctievali rézne skupiny Kosi¢anov. Ako
uhorskd princezna mohla rovnako oslo-
vovat pévodné slovensky i madarsky ho-
voriace obyvatelstvo Kosic, ako durinska
krajinska grofka zasa nemecky hovoria-
cich hosti. Ako hlavna patrénka budticej
kosickej katedraly sa stala aj patrénkou
mesta. V tejto tlohe plnila dovnutra ko-
munity nepochybnti integrujicu tlohu
pre vsetkych, ktori v tomto meste zili.
Navonok zasa sluzila ako hlavny identi-
fikacny znak najmé pre majetné vrstvy
mesta, to jest pre koSickych mestanov,
kupcov a remeselnikov. V medzinarod-
nom meradle sa stala vyznamnou medi-
atorkou komunikacie v sieti vyznavacov
jednej z najvyznamnejsich stredovekych
svatic v ramci celej Europy.

Vyznamnt ulohu Alzbety vo vizual-
nej kulture dokumentuje uz stredoveka
pecat mesta, ktora ma v strede jej obraz.
Identita svétice oslovovala aj nemajetné
vrstvy kosického obyvatelstva, a to pre
jej mimoriadnu charitativnu ¢innost, sta-
rostlivost o chorych v povodnom centre
jej kultu v Marburgu, kde zalozila $pi-
tal.® Ikonografia obrazu jej starostlivosti
o chorych vychéadzala od podiatku z vi-
zualnej tradicie skutkov milosrdenstva,
ktora na zaklade Kristovho prisfubu v 25.
kapitole Matiisovho evanjelia vyznamovo
spajala obraz konania v prospech trpia-
cich s prislubom nebeského kralovstva.

® Maria H. Oen and Unn Falkeid, , Sanctity and female authorship : Birgitta of Sweden &amp:
Catherine of Siena,” (2020), https://www.taylorfrancis.com/books/9780429351778.

¢ Podrobnejsie pozri v Ivan Gerat, Iconology of Charity: Medieval Legends of Saint Elizabeth in Central
Europe, ed. Barbara Baert, Art & Religion, (Leuven; Paris; Bristol [CT]: Peeters, 2020).
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Obr. 3: Giovanni di Paolo: Zdzracné prijimanie
svitej Katariny Sienskej, po roku 1461, New York,
The Metropolitan Museum of Art, 32.100.95.

V Kosiciach ziskala tato tematika nova
aktualitu tym, Ze obraz stavby, v kto-
rej Alzbeta navstevuje chorych, mohol
pripominat obdobnu instittciu - Spital,
fungujtci prave pri farskom kostole. Jed-
notlivé scény vsak nenasleduju tradicnu
ikonografiu skutkov milosrdenstva, ale
historicky sa konkretizuju a stcasne ra-
dikalizuju az do tej miery, Ze v reliéfoch
portalu moZzno vidiet urcitt ambivalent-
nost vizudlnej identity svatice. Vpra-
vo, teda na menej vyznamnej strane po
Kristovej Tavici, prichddza Alzbeta este
ako krajinska grofka (uhorska princeznd)
s korunou na hlave na navstevu Spitalu
so svojou slizkou. Nalavejstrane, tedana
CestnejSej strane po Kristovej pravici, uz
vystupuje v jednoduchom rachu a nijako
sa nezdraha chudakovi priblizit — napri-
klad ho umyva vlastnymi rukami, alebo
ho drzi v polohe pripominajtcej Pietu.
Tento motiv vychadza z radikalneho
prehodnotenia identity bedara, vizudlne
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Obr. 4: Vizia svitej Alzbety v spitali, Kosice, asi
1474 — 1478 (Foto: archiv autora).

stotozneného s Kristom, ktorého Pan-
na Madria drzala podobnym sp6sobom.
Tvorcovia portalu vnimali podobnost
Kristovho utrpenia, vyjadreného vo vr-
chole portalového nadstavca s utrpenim
jednoduchého cloveka. Osobe na okraji
spolocnosti sa tak v istom zmysle pripi-
sovala dostojnost, zalozena na podob-
nosti k trpiacemu Spasitelovi, Kristovi,
vecne zivému sudcovi vSetkych zivych aj
mrftvych. Radikalny pristup sa prejavuje
aj v obraze Alzbetinho manzela, durin-
skeho krajinského gréfa Tudovita, kto-
rého na rovnakej reliéfnej tabuli vidime
lezat v posteli vedla kriza. Kriz pritom
odkazuje na Zobraka, ktorého jeho sva-
ta manzelka predtym umiestnila do ich
spolocnej manzelskej postele. Zazra¢nu
premenu zobraka na Krista, zobrazili na-
priklad aj v kodexe, uréenom pre dvojity
klastor frantiSkanov a klarisiek v Ces-
kom Krumlove: Ludovit tam odkryva
prikryvku, aby pod nou uvidel Krista na
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krizi.” Tomuto obrazu vsak chyba intim-
na blizkost, charakteristicka pre koSicky
reliéf. Kriz v Kosiciach navySe zobrazili
medzi Styrmi ruzami. Korene motivu
kvetov siahaju do nastennych malieb na
chore kostola Santa Maria Donnaregina
v Neapole. V rdmci alZzbetinskeho cyk-
lu tam vidno aj scénu, ktora by mohla
byt prvym obrazom zazracnej premeny
v manzelskom 16zku alebo v Ludovito-
vych duchovnych ociach, ako to uva-
dzaju texty legiend. Tato interpretacia
vSak nardza na viacero nejednoznac-
nosti. Napriklad v posteli chyba kriz a
ani muz s putnickou palicou, ktory stoji
vedla AlZzbety, nemusi byt jednoznacne
identifikovany ako jej manzel.®* Na kosic-
kom portali st vSak rozhodujtice motivy
pritomné celkom jednoznacne — Ludovit
pod prikryvkou, kvety obklopujtce kriz,
modliaca sa postava a anjel v pozadi me-
dzi manzelmi.

Uhorska princezna a durinska grofka
Alzbeta nadobuida mimoriadny vyznam
aj na hlavnom oltari farského kostola,
ktorého bola patréonkou. Jej sochu tu vid-
no uprostred oltarneho retabula po boku
biblickych postav — Panny Marie a Alzbe-
ty, matky Jana Krstitela. Tieto polychré-
mované drevorezby uslachtilych tvarov
v mierne nadZzivotnej velkosti sa Stylis-
ticky presved¢ivo zaraduji do okruhu

tvorby Nicholasa Gerhaerta z Leydenu,
ktory pracoval vo Viedni pre cisara Fri-
dricha III° Ich postavy na zlatom pozadi
predstavovali prislub nebeskej nadhery,
ocakavajucej vernych krestanov.

Cyklus dvanastich obrazov na otvo-
renych kridlach oltdra sa venuje prave
svadtej patronke farského kostola. Nové
ikonografické motivy tychto malieb po-
skytujii mnozstvo zachytnych bodov pre
presnejsie definovanie jej identity. Cyklus
otvaraju dva vyjavy poukazujice prave
na nadnarodné rozpétie jej zivota, zaci-
najaceho narodenim v rodine uhorského
krala Ondreja II. a pokracujticeho odcho-
dom malého dievc¢atka do Durinska.

Dalsie dve malby predstavuji okrem
svdtice aj jedine¢ny uhol pohladu jej
manzela [udovita. Najskor ho zobrazili,
ako pozoruje Skandaldéznu starostlivost
svojej manzelky o Zobraka v zamockej
zdhrade. Takyto obraz landgréfa inde
v Eurépe nendjdeme. Jeho mimoriadnu
toleranciu vysvetluje nasledujiica malba,
venovana zazraku s krizom. Malomoc-
ny na manzelskom 16zku sa premenil na
Ukrizovaného nielen pred ocami diva-
ka, ale hlavne pred vnutornym zrakom
Ludovita, ktory ako jediny pred tymto
mimoriadnym zjavenim pokIakol. Obaja
manzelia st sucastou mnohofiguralnej
scény, v ktorej centre sa nachadza postel

7 Krumlovsky kédex, tzv. Liber depictus, dnes vo Viedni, Osterreichische Nationalbibliothek, Codex

370, fol. 93r.

8 Por. Cathleen A. Fleck, , Blessed the Eyes that See Those Things you See”: The Trecento Choir
Frescoes at Santa Maria Donnaregina in Naples,” Zeitschrift fiir Kunstgeschichte 67, no. 2 (2004).
Cordelia Wart, , Der Freskenzyklus der heiligen Elisabeth von Ungarn in Santa Maria Donna
Regina in Neapel,” in Elisabeth von Thiiringen — eine europdische Heilige. Aufsiitze, ed. Dieter Blume
and Matthias Werner (Petersberg: Imhof, 2007). Samantha Kelly, ,Religious Patronage and Royal
Propaganda in Angevin Naples: Santa Maria Donna Regina in Context,” in The Church of Santa
Maria Donna Regina. Art, Iconography and Patronage in Fourteenth-Century Naples, ed. Janis Elliott and
Cordelia Warr (Aldershot, Burlington: Ashgate, 2004).

©

Kaliopi Chamonikolasova, ,Recepcia diela Nicolausa Gerhaerta van Leyden na Slovensku

v poslednej tretine 15. storocia,” in Gotika. Dejiny slovenského vytvarného umenia, ed. Dusan Buran
(Bratislava: Slovenska narodna galéria, 2003). Robert Suckale, ,The Central European Connections
of Matthias Corvinus’ Patronage of Late Gothic Art,” in Matthias Corvinus the King, ed. Péter
Farbaky and Andras Végh (Budapest: Budapesti Torténeti Muizeum, 2008).
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s Ukrizovanym na vetvovom krizi, ob-
klopenom bielymi a ¢ervenymi ruzami.
Motiv kvetov v ramci tejto scény pokra-
coval v ceste na sever v ramci karpatské-
ho obltka — najdeme ho este v Bardejove,
no celkom chyba na najznamejsich alzbe-
tinskych cykloch 15. storo¢ia v baltskom
priestore — nie st po nom stopy ani obra-
zovom Zzivote svitice na choérovom zab-
radli Kostola $pitala sv. Ducha Liibecku,
ani v Kostole sv. Ducha v Tallinne.”

Na dalSej malbe vidno transformaciu
Ludovitovej identity z bojovného kri-
ziaka do jemnejsej podoby. Tento proces
sa vyznamne prejavil uz v iluminaciach
spomenutého krumlovského kédexu. Uz
na tomto mieste Ludovit stratil zasadné
atributy kriziaka pritomné este v najstar-
§ich marburskych cykloch zo Zivota sv.
Alzbety. Kym na marburskom relikviari
sa pred reliéfom, zobrazujucim Ludovi-
tov odchod na kriziacku vypravu obja-
vuje aj jeho kriziacky slub, v Krumlove
tato téma celkom chyba. V marburskom
reliéfe rozlucky pred odchodom na kri-
ziacku vypravu vidime odhodlaného
bojovnika. V Kosiciach na seba berie
anjelski1 podobu, ktorej obrazova reali-
zacia v mnohom nadvazuje na radikal-
ne objavy nizozemskych maliarov prvej
polovice 15. storocia. Ludovitova tvar pri
rozlicke s Alzbetou na hlavnom oltari
v KoSiciach sa nadpadne podoba na jed-
ného z anjelov, ktorych namaloval Jan
van Eyck na oltari Mystického baranka
v Katedrale sv. Bavo v Gente."

Vo viacerych obrazoch mozno za-
znamenat zasadnu premenu Alzbety

na vizionarku. Iluzivny priestor malby
umoznil vyjadrit rozne vidiny, ale aj r6z-
ne sposoby videnia. Kosické malby na-
priklad poskytuju diferencovany pohlad
na moznosti stretnutia s Kristom. Na jed-
nej strane ilustruju tézu, Ze v Zobrakovi
mozno vidiet Krista. Na opacnom kridle
oltara vSak najdeme aj vyjav s protiklad-
nym vyznamom. Alzbetino stretnutie
s nevdacnou zobrackou predstavuje kon-
frontaciu dvoch os6b velmi rozdielneho
spolocenského postavenia a moralnych
hodnot bez akéhokolvek bezprostredné-
ho nadprirodzeného zasahu. Na rozdiel
od krumlovského kodexu v tejto malbe
nendjdeme vizionarsky zazitok, ked poni-
Zena svética uvidela svojho nebeského ze-
nicha. Mnisky, uzavreté v krumlovskom
klastore sa v podstate nemohli stretntf so
zobrdkom. Navstevnici farského kostola
v Kosiciach vSak boli podobnym stretnu-
tiam vystaveni ¢asto, takZe oltdrna mal'ba
mohla ovplyvnif kazdodenné vnimanie
identity nevdacnych Zzobrakov tym skor,
Ze AlZbetino stretnutie predstavuje pri
kostole na namesti stredovekého mesta.
Ludia oboznamenti s tymto obrazom si uz
nemohli pomylit agresivnu Zobrac s Kris-
tom, lebo videli zasadny rozdiel medzi
uslachtilou zenou a zavistlivou, zlostnou
zobrackou. Nie Zzobracka, ale padajtica
AlZbeta pripomina trpiaceho Krista. Pod-
statny rozmer Iudskej identity, vyjadreny
biblickym rozpravanim o ¢loveku stvore-
nom na Bozi obraz (Gn 1, 26-27), teda mal-
by oltara predstavovali diferencovane.
Vizia mohla transformovat vnimanie so-
cialnej identity, no nie bezpodmienecne.

10 Ivan Gerat, Obrazové legendy sv. Alzbety : téma, médium a kontext, 1. vyd. ed. (Bratislava: Veda, 2009),

104-13.

1 K dielu nedavno Wolfgang Kemp, ,Realismus als Katalysator: der Genter Altar — vom
Bildsystem zum Gattungssystem,” Zeitschrift fiir Kunstgeschichte 83 (2020), https://doi.org/10.1515/

ZKG-2020-4002.
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Ikonograficky inovativne vizionar-
ske obrazy v KoSiciach mohla ovplyvnit
aj popularita rozpravani, oslavujucich
Katarinu Siensku (1347, Siena - 1380),
ktorej pribeh v mnohom nadvédzoval
na Alzbetu.? V ¢ase vzniku koSického
hlavného oltdra sa jej vyznam este zvysil
v dosledku nedavnej kanonizacie (1461).
Jej pribeh vychadzal z podobnych du-
chovnych inSpiracii. Raymond z Kapuy
ako Katarinin duchovny sprievodca a
hagiograf zaznamenal jej Zivot nielen
na zaklade osobnej skusenosti, ale aj na
zaklade legendy o Alzbete, ktora vytvo-
ril Teodorich z Apoldy.”* Obidvaja autori
boli dominikéni. Uctu ku Katarine a roz-
pravanie o jej zivote mohli do Kosic pri-
niest prave dominikani, ktori sa v mes-
te usadili koncom 13. storocia (spomina
ich dokument z roku 1303). Ich kostol
z prvej tretiny 14. storocia je najstarsim
v meste." Stopat kosickych dominikanov
Studovalo na talianskych univerzitach
v Case medzi rokmi 1456 a 1500, kazdy
z nich v priemere 5 rokov."” Vavrinec zo
Stropkova (fra Lorenzo da Sztropko),
profesor teologie dolozeny v Kosiciach
roku 1468, prepisoval legendu svitej Ka-
tariny priamo v Siene.'® Je pravdepodob-
né, ze svojim poznanim jej zivota a kul-
tu vyznamne prispel ku koncipovaniu

originalnej podoby zivota sv. Alzbety na
hlavnom oltari farského chramu.

Viacero podnetov pre pévodnu ko-
Sickt ikonografiu mohli poskytnat aj
obrazy z Katarininho Zivota, napriklad
aj tie, ktoré v suvislosti s jej kanoniza-
ciou namaloval Giovanni di Paolo.”
Jeho Zazraéné prijimanie svatej Katari-
ny Sienskej® obsahuje viacero motivov,
pripominajtcich origindlnu kompoziciu
koSického oltdra, venovanu Alzbetinej
modlitbe pred oltarom v marburskom
Spitali. Obidve kompozicie sa sustredujt
na dialdg svitice pohrtzenej do modlit-
by, s viziou Krista, obklopeného anjelmi
(v Kosiciach aj s korunovanou Pannou
Mariou). Alzbeta nan ttiZobne upina svoj
zrak, Katarina dokonca prijima jeho telo.
V obidvoch obrazoch vidime aj knaza
pred oltarom, ktory nema Ziaden kontakt
s nadprirodzenym zjavenim, pretoZe ve-
nuje pozornost liturgickym predmetom
(kalichu) ¢i obrazom, umiestnenym na
oltarnej menze.

Ikonograficky inovativna koSicka
malba je zaujimavym socialnym doku-
mentom, ilustrujucim vplyv uznanych
vizionarskych zazitkov na vnimanie
identity a socialnych roli oséb. V naj-
starSich cykloch zo zivota sv. Alzbety
v Marburgu sa este prejavuje klerikalna

12 Siena Carolyn Muessig, George Ferzoco, and Beverly Mayne Kienzle, A companion to Catherine of
Siena (Leiden; Boston: Brill, 2012). André Vauchez, Catherine of Siena : a Life of Passion and Purpose

(New York: Paulist Press, 2018).

3 Raymond (of Capua), The Life of Saint Catherine of Siena, trans. George Lamb (Rockford: Harvill

Press, 1960).

* Bibiana Pomfyov4, ,Dominikansky kostol v Kosiciach: niekol’ko poznamok k pretrvavajicim

dilemam,” Ars 55, no. 2 (2022).

15 Mattia Fehér, ,I domenicani di Casovia e 1'Ttalia del quattrocento,” Corvina - n. s. 6, no. 12 (1943): 604.
16 Fehér, ,I domenicani di Casovia e 1'Ttalia del quattrocento.” 599.
17 Keith Christiansen, Laurence B. Kanter, and Carl Brandon Strehlke, eds., Painting in Renaissance

Siena (New York: Abrams, 1988), 218-39.

8 The Metropolitan Museum of Art, 32.100.95. Por. Gregory Steven Waldrop, , Painting in the priest:
Giovanni di Paolo’s "Miraculous Communion of Saint Catherine of Siena’ and the sacerdotal
image” (Ph.D. University of California, Berkley, 2009).
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dominancia. Alzbeta klac¢i pred Konra-
dom z Marburgu, ked od neho prijima
racho. V iluminacii Liber depictus zasa
klerik Konrad svitu princeznui bicuje.
V kosickej malbe AlZbetinej vizie ano-
nymny knaz nedokaZe urobit ni¢ po-
dobné nielen preto, Ze sa ku svatici otaca
chrbtom, ale hlavne z toho dovodu, ze
AlZbeta ma prostrednictvom vizie pria-
my kontakt s Kristom, ktory je rozhodu-
jucim predmetom uctievania a prame-
nom autority.

Napriek tomu, Ze obrazy podobnych
vizii sa objavili uz v malbach venova-
nych sv. Brigite Svédskej, vizionarska
transformacia alzbetinskej ikonografie,
ku ktorej doslo v KosSiciach, sa v po-
baltskom priestore opat neprejavila.
V Liibecku sa AlZzbeta modli v kostole
bez akychkolvek znamok vizionarskej
skusenosti. V Tallinne je Kristus pritom-
ny len v podobe umeleckého diela, nie
vizie. Giovanni di Paolo vytvoril aj dalSie
malby, venované hlbokému mystickému
vztahu svitice ku Kristovi. Na jednej
z nich si Katarina levitujiica na oblaciku
vymiena srdce s Kristom, znazornenym
na zlatom pozadi v favom hornom rohu
obrazu (The Metropolitan Museum of
Art, 1997.117.3). Na dalSej ju vidime v in-
teriéri, ktorého horna cast je cela prikry-
ta viziou pocetnej skupiny nebestanov,
ako uzatvara manzelstvo s Kristom (The
Metropolitan Museum of Art, 1997.117.2).
Opit pritom ide o skupinu motivov ta-
lianskeho povodu, ktoré prenikli do
alzbetinskej ikonografie v Kosiciach, no
nezasiahli vyznamné cykly v baltickom
priestore. Tak napriklad malba v Liibec-
ku (okolo 1440) predstavuje len modlitbu
svatice pred oltarom, bez akejkolvek vi-
zionarskej skuisenosti. V Tallinne sa v po-
dobnej scéne objavuje UkriZovany, ale
len ako obraz v obraze, krucifix na oltari.
Opit teda nejde o explicitné stvarnenie
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vynimocnej duchovnej sktsenosti svéti-
ce a uz vobec nie o kontrast jej unikatnej
spirituality s knazom, stistredenym na
formalne aspekty liturgie.

Priamy vizionarsky kontakt s Kris-
tom, Pannou Mariou a svatymi vidno aj
v obraze AlZzbetinho umierania, ktory
mohol predstavovat Ziarivii podobu oca-
kavani, suvisiacich s predstavou dobrej
smrti veriacich krestanov. Na AlZbetu
ako takmer nedostizny priklad svétos-
ti akceptovanej v nebi, sa mohli kosicki
veriaci obracat v nadeji, ze im pomdze
dospiet do podobného ciela.

Obrazy zo zivota sviatej Alzbety ak-
tualnym spdsobom vyjadrovali mno-
hovrstevny pohlad na cloveka, pevne
zakoreneny v staronom vyvoji réznych
kultar stredomorského priestoru i stred-
nej Eurépy. Nova koncepcia pribehu sva-
tice odzrkadlovala aktualne premeny jej
vnimania v mestskom priestore. Tieto
premeny boli zakorenené vo vyvoji men-
talit, podmienenom mnohymi okolnos-
tami. Obrazy vsak neboli len zrkadlom,
ale stavali sa aktivnym faktorom formo-
vania identity koSickych krestanov.

Z hladiska historickej geografie ume-
nia poukazuju tieto obrazy predovset-
kym na ziva kultirnu komunikaciu,
prebiehajicu medzi KoSicami, vyznam-
nymi centrami podunajskej oblasti, pre-
dovsetkym Viedriou, nemeckymi kraji-
nami, hanzovymi mestami na pobrezi
Batského mora, no v neposlednom rade
aj cirkevnymi a obchodnymi centrami
na tizemi dnesného Talianska. Kosice pri
tom neboli len pasivhym prijimatelom
podnetov z tychto oblasti, ale aj ich aktiv-
nym cinitelom, schopnym transformo-
vat existujuce rieSenia do originalnych
podob. V tomto zmysle boli jednoznacne
jednym z najvyznamnej$ich kultarnych
centier geografickej oblasti medzi Jadra-
nom a Karpatmi.
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DANKO SOUREK*

Emerik Esterhazy
i hrvatsko umjetnicko nasljede™

Imrich Esterhdzi a chorvatske umelecké dedi¢stvo / Emerik Esterhdzy
and the Croatian Artistic Heritage

Asabishopin Viic, Zagreb, and Veszprém, and eventually as an archbishop of Esztergom, residing
in Pressburg, Emerik Esterhdzy (Nové Mesto nad Viihom / Vigiijhely, 1663/1664 — Bratislava /
Pressburg / Pozsony, 1745) connected the artistic heritages of Slovakia, Hungary, and Croatia.
Although the apex of Esterhizy’s patronage will be marked by the fruitful collaboration with
the sculptor Georg Raphael Donner, which took place in Bratislava (resulting in sculptural
works in the Church of St. Martin), his high artistic culture also left a significant mark on
the territory of the historic Zagreb diocese. In addition to commissions for several exquisite
goldsmith works, they include outstanding achievements such as the silver antependium for
the main altar of the cathedral and the marble altar of St. Ignatius of Loyola in the former Jesuit
church in Zagreb. His merits for the Pauline order, to which he belonged, were commemorated
by fresco portraits in the refectory and library of the Pauline monastery in Lepoglava.

Keywords: Emerik Esterhazy, Zagreb, Baroque, art patronage, portraits

merik Esterhazy od Galanthe (Bec-

kov; okrug Nové Mesto nad Vahom;
mad. Vagujhely; njem. Neustadt an der
Waag, 1663./1664. — Pozun/Bratislava;
mad. Pozsony; njem. Pressburg, 1745.) bio
je visoki prelat koji svojim Zivotnim pu-
tem i sluzbama koje je obnasao pripada

bastini povijesnoga Ugarskog Kraljev-
stva, predstavljajuci ujedno jos jednu od
brojnih spona Slovacke i Hrvatske. Iz
njegove bogate biografije ovom prilikom
moguce je tek prisjetiti se nekolicine naj-
vaznijih trenutaka.! Kao potomak slav-
ne velikaske obitelji, pavlinskom je redu

* Dr. sc. Danko Sourek, izvanredni profesor, Sveuciliste u Zagrebu, Filozofski fakultet, Odsjek za

povijest umjetnosti (Republika Hrvatska).

** Ovaj rad financirala je Hrvatska zaklada za znanost projektom Modeli naruciteljstva. Narucitelji,
umjetnici i publika u Zagrebu u 17. i dugom 18. stoljecu [1P-2022-10-3190].

-

Za recentan i temeljit osvrt na historiografske izvore o Zivotu i djelatnosti Emerika Esterhdzyja

vidjeti: Katarina Orviska, ,Imrich Esterhazy a jeho historiografia pri vyskume dejin umenia,” Ars
55, no. 2 (2022): 169-81. U hrvatskoj historiografiji do danas najvaznijim prinosima Esterhazyjevu
zivotopisu ostaju tekstovi —Janka Barlea, ,Biskup zagrebacki grof Mirko Esterhazy,” Katolicki list
59, no. 35 (1908): 423-25; no. 36 (1908): 439-41; no. 37 (1908): 449-51; no. 38 (1908): 462-64; no. 39
(1908): 472-75) i Ante Sekuli¢a, Remete: Pavlini u Hrvatskoj (Zagreb: Krs¢anska sadasnjost, 1986), 96—
98; ,Mirko Esterhazy 1708 — 1722,” in Zagrebacki biskupi i nadbiskupi, ed. Franko Mirosevi¢ (Zagreb:
Skolska knjiga, 1995), 382-91; ,, Emerik Esterhazy,” in Hrvatski biografski leksikon, IV., ed. Trpimir
Macan (Zagreb: Leksikografski zavod Miroslav Krleza, 1998), 90-92.
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pristupio 1680. godine, uputivsi se potom
na studije u Becko Novo Mjesto i Rim. Za
svecenika je zareden 1688. godine te je
potom obnasao niz vaznih sluzbi u sklo-
pu svojega reda: na pavlinskom sveuci-
listu u hrvatskoj Lepoglavi predavao je
filozofiju, a na onom u slovackoj Trnavi
teologiju; godine 1696. postao je vrhov-
nim tajnikom (istodobno i vikarom) te
od 1700. priorom samostana u Remeta-
ma kraj Zagreba, a 1701. vikarom Hrvat-
sko-slavonske pavlinske pokrajine (pro-
vincije). Konacno je, 1702. godine, bio
izabran za vrhovnika (generala) Reda Cije
je sjediste prenio u lepoglavski samostan.
Biskupom Vaca imenovan je 1706, a na
zagrebackoj je biskupskoj katedri stolo-
vao izmedu 1708. i 1723. godine. Tijekom
potonje sluzbe, kao zamjenik odsutnoga
hrvatskog bana Ivana Palffyja (vladao
1704. — 1732.) sazvao je 1712. godine Sa-
bor Kraljevine koji je usvojio Hrvatsku
pragmaticku sankciju, tj. priznao pravo
nasljedstva i Zenskim ¢lanovima Habs-
burskog doma (pridonijevsi time stupa-
nju Marije Terezije na ugarsko-hrvatsko
prijestolje). Ve¢ 1714. godine postaje taj-
nim kraljevskim savjetnikom, a ubrzo
(1715.) prima i grofovski naslov. Zagreb
i Hrvatsku trajno napusta 1723. godine,
postavsi biskupom Veszpréma (ujedno
i kancelarom Ugarske dvorske kance-
larije u Becu), da bi 1725. bio imenovan
ostrogonskim nadbiskupom i ugarskim
primasom. Umro je u PoZunu 6. listopa-
da 1745. te je pokopan u kapeli sv. Ivana
Milosrdnoga koju je sam dao podici uz
tamosnju crkvu sv. Martina.

Uza sve navedene sluzbe, povijest je
(odnosno povijest umjetnosti) Emerika

Esterhdzyja upamtila i kao vaznoga na-
rucitelja i donatora, prije svega tijekom
razdoblja u kojem je — kao ostrogonski
nadbiskup s rezidencijom u PoZzunu -
podupirao rad mladoga kipara Georga
Raphaela Donnera (Be¢, 1693. — 1741.).
Esterhdzyjevu su donatorsku darezljivost
isticali ve¢ njegovi suvremenici: opsezno
se, primjerice, u tekstu zahvale, odnosno
posveti knjige hrvatskoga pavlinskog
redovnika i povjesnicara Nikole Benge-
ra (Krizevci, 1695. — Lepoglava, 1766.),
Annalium eremi-coenobiticorum ordinis fra-
trum eremitarum sancti Pauli primi eremitae
(Pozun, 1743.), osvrc¢e tadasnji general
Reda Andrija Muzar. Uz narudzbe u Za-
grebu, Pozegi te Veszprému, nabraja pri-
tom iniz vaznih spomenika slovacke ba-
rokne bastine: mramornu kapelu i oltar sv.
Ivana Milosrdnoga uz pozunsku crkvu
sv. Martina (i u Leipzigu izraden srebre-
ni kovceg za svetceve relikvije); veli¢an-
stveni glavni oltar u istoj crkvi; kapelu
(s oltarom i zidnim slikama) za ¢udotvor-
ni prikaz BlaZene Djevice Marije u ka-
tedrali u Trnavi; pozunske samostane
i crkve elizabetinki i kapucina, samostan
ursulinki, kao i glavni oltar franjevacke
crkve u istome gradu. Zaseban odlomak
posvecen je pavlinskim zajednicama te
se, uz darove za hrvatske Remete i obno-
vu u pozaru stradale crkve u Bondorfu
(u njemackoj provinciji Reda), tu spomi-
nju glavni oltar i mjedeno zvono crkve
u slovackoj Marijanki (Maria Thall), kao
i novoizgradeni samostan i crkva u mje-
stu Sastin-Straze kojem je Esterhazy da-
rovao i Sest srebrenih svijecnjaka, raspe-
lo, svjetiljku, dvije kadionice, par kaleza,
ciborij te pokaznicu.? (prilog 1)

2 Nikola Benger, ANNALIUM EREMI-COENOBITICORUM ORDINIS FRATRUM EREMITARUM
S. PAULI PRIMI EREMITAE VOLUMEN SECUNDUM (Impressum POSONII: Typis Haeredum
Royenianorum Anné Domini MDCCXLIIL. [1743]), s.p.
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Glas velikoga narucitelja koji je zarana
stekao u hrvatskoj historiografiji,> Eme-
rik Esterhazy zacijelo zahvaljuje svojemu
suvremeniku, zagrebackom kanoniku
Tomi Kovacevi¢u (Krizevci, 1664. — Za-
greb, 1724, ¢ijim su se biografskim dje-
lom - iako bez izravnoga spomena — slu-
zili povjesnicari s kraja 19. i pocetka 20.
stoljeca (Ivan Kukuljevi¢ Sakcinski, Ivan
Krstitelj Tkalci¢, Janko Barle).* Uza svoja
druga rukopisna djela, Kovacevic je, nai-
me, tijekom prve Cetvrtine 18. stoljeca sa-
stavio i Zivotopise glasovitih zagrebackih
biskupa i kanonika,® medu kojima i onaj
Esterhazyjev, kasnije objavljen tiskom
u petom svesku opseznog djela Illyri-
cum sacrum (Venecija, 1775.) posve¢enom

povijesti Zadarske nadbiskupije i Zagre-
backe biskupije (prilog2). Esterhazyje-
vim je hrvatskim donacijama (opisujuci
ih pomnije od Muzara) Kovacevi¢ nami-
jenio opsezan odlomak svojega teksta,
isti¢udi cinjenicu kako su najvedim di-
jelom bile ostvarene za njegova boravka
izvan Zagreba (uglavnom u Becu), pa je
tako ,, Zagrebacka crkva imala vise koristi od
biskupove odsutnosti, no sto bi se mogla na-
dati u njegovoj prisutnosti”” Tim je veliko-
dusnim djelima — prenosi pisac — biskup
zelio nasljedovati svoje prethodnike i po-
taknuti svoje nasljednike.

Uza spomen raskosnoga pluvija-
la i kazule (misnice) s Cetiri dalmatike
i antependijem (predoltarnikom),® Toma

3 Ve¢ Janko Barle (1908.) navodi: ,Biskup Esterhdzy bio je veliki dobrocinac pojedinih crkvi i samostana.
Za svog biskupovanja nabavio je svu silu crkvenog posugja i odijela koje se odlikuje ne samo po svojoj

-

o

o

N

@

Danko Sourek: Emerik Esterhazy i hrvatsko umjetni¢ko nasljede

umjetnickoj vrijednosti pa je sjajan dokaz o njegovom finom ukusu i poznavanju umjetnosti. (...) Megju
svetim posugjem nase stolne crkve nadvisuje ono, sto ga je Esterhdzy poklonio, svojom dragocjenoséu sve
ostalo.” Barle, , Biskup zagrebacki,” 450-51. Umjetnicku vrsno¢u njegovih narudzbi — u Sirokoj
panorami barokne bastine kontinentalne Hrvatske — opetovano istice i Andela Horvat (1982.).
Usp. Andela Horvat, ,Barok u kontinentalnoj Hrvatskoj,” in Andela Horvat, Radmila Matejci¢,
Kruno Prijatelj, Barok u Hrvatskoj (Zagreb: Sveucilisna naklada Liber, Odjel za povijest umjetnosti
Centra za povijesne znanosti, Drustvo povjesnicara umjetnosti Hrvatske, 1982), 179, 183. Vidjeti
takoder — Sekuli¢, ,,Mirko Esterhazy,” 388—89; Arijana Kopréina, ,,Zlatarstvo i zlatarske narudzbe
u kontekstu hrvatsko-madarskog kulturnog i politickog prozimanja,” in Ars et virtus. Hrvatska

— Madarska: 800 godina zajednicke kulturne bastine, eds. Marina Bagari¢ et al. (Zagreb i Budimpest:
Galerija Klovicevi dvori, 2020), 162.

Usp. Ivan Kukuljevi¢ Sakcinski, Prvostolna crkva zagrebacka. Opisana s glediSta povjestnice, umjetnosti
i starinah (Zagreb: Tiskom Narodne tiskare Dra. Ljudevita Gaja, 1856); Ivan Krstitelj Tkalcic,
Prvostolna crkva zagrebacka nekoc i sada (Zagreb: Knjigotiskara Karla Albrechta, 1885); Barle, , Biskup
zagrebacki”.

Zagreb, Arhiv Hrvatske akademije znanosti i umjetnosti, Catalogus praesulum Zagrabiensium (sign.
11 d 219, 1T a 70, 111 d 132); Sequitur catalogus regulatus demortuorum canonicorum Zagrabiensium (sign.
I1d 214, 11 d 216, I1 d 217).

Daniele Farlati, ILLYRICI SACRI TOMUS QUINTUS. ECCLESIA JADERTINA CUM
SUFFRAGANEIS, ET ECCLESIA ZAGRABIENSIS, VENETIIS, MDCCLXXV. [1775], APUD
SEBASTIANUM COLETI, 598.

Denique id libenter fatemur, quod Ecclesia nostra plus utilitatis ex absentia sui Antistitis vetulerit, quam
praesente sperare poterat. Farlati, ILLYRICI SACRI, 598.

U riznici zagrebacke katedrale i danas se ¢uvaju pluvijal i kazula od bijeloga svilenog damasta,
dar biskupa Esterhazyja, koji su se koristili u tijelovskim procesijama, a njegovim se darom
smatraju i dijelovi konventualnog ornata, kao i skupina paramenta izradenih ,0d najskupocjenijih
svilenih srebrenih i zlatnih brokata iz Lyona (...) i drugih francuskih manufaktura.” Usp. Zdenka Munk,
,Tekstilne dragocjenosti iz katedralne riznice,” in Riznica zagrebacke katedrale, ed. Zdenka Munk
(Zagreb: MTM, 1987 [1983]), 100, 141-44 (kat. 38T, 59T-64T). Autorica pretpostavlja kako su dar
Emerika Esterhazyja predstavljale i tapiserije iz ciklusa Mjeseci, s groteskama i arhitektonskim
perspektivama iz manufakture francuskog majstora Charlesa Mittéa (17./18. st.). Usp. Munk,
,/Tekstilne dragocjenosti,” 100, 140 (kat. 31T). Pa ipak, ¢ini se kako su potonje tapiserije — kao
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Kovacevi¢ osobitu pozornost pridaje
zlatarskim radovima pribavljenima bi-
skupovom darezljivos¢u, koji se i danas
¢uvaju u riznici zagrebacke katedrale.
Spominje tako izvanredan kalez naci-
njen od cistoga zlata i ureSen ,bezbroj-
nim” draguljima, koji je Esterhazy 1720.
godine nabavio u Becu, a bio je izraden
tako vjesto da se njegova slava ubrzo pro-
Sirila cijelim gradom, te ga je poZelio vi-
djeti i sam car (Karlo VI.) sa svojim dvor-
janima. Zajedno sa srebrenom pliticom
(patenom) tezio je dva i pol kilograma,
a njegova je cijena iznosila gotovo nevije-
rojatnih 6430 florena’ [sl. 1] Istice zatim
dragocjenu srebrenu Skrinjicu (thumba;
rucni BoZji grob) koja je stajala 3000 flo-
rena. Kronogramski napis na poklopcu
kao godinu njezina nastanka odreduje
1722., a na temelju zlatarskoga ziga grada
Beca i urezanih inicijala »FIW« Ivo Len-
ti¢ (1987) pripisao ju je beckome zlataru
Franzu Josephu Weikartu (Weichardtu)."”
Skrinjica, u ¢ijoj je unutrasnjosti pohra-
njeno simboli¢no srebreno srce, u za-
grebackoj se katedrali koristila tijekom

Slika 1: Becki zlatar, Kalez, 1720., Zagreb, Riznica
katedrale (foto: Galerija Klovicevi dvori, Zagreb).

poboznosti Velikoga tjedna kada se izla-
gala unutar Bozjega groba. [sl. 2] Bisku-
pov dar bio je i sjajan pozlaceni ciborij

kraljevski dar —u Zagreb pristigle nesto kasnije, vjerojatno u vrijeme biskupa Franje Thauszyja
(1751. — 1769.). Usp. Sanja Cvetni¢, ,,Charles Mité (Mitté). Arazzi del Tesoro del Duomo di
Zagabria, Prospettive su disegni di Francesco Galli Bibiena (?), 1710. ca.,” in I Bibiena, una famiglia
europea, ed. Deanna Lenzi, Jadranka Bentini (Venetia: Marsilio, 2000), 425-27 (kat. 137 a, b, c);
Cvetni¢, , Tapiserije ‘Mjeseci s groteskama i arhitektosnkim perspektivama’ u Riznici zagrebacke
katedrale,” Tkal¢i¢: Godisnjak Drustva za povjesnicu Zagrebacke nadbiskupije 5 (2001): 305-15.

©

Usp. Tkalci¢, Prvostolna crkva, 118; Barle, , Biskup zagrebacki”, 451; Usp. takoder: Horvat, ,Barok

u kontinentalnoj Hrvatskoj,” 278-279; Ivo Lenti¢, ,Predmeti od metala u riznici zagrebacke
katedrale,” in Riznica zagrebacke katedrale, ed. Zdenka Munk (Zagreb: MTM, 1987 [1983]), 195 (kat.
91M; zlato, iskucano, ukraseno dijamantima; kalez: visina 27 cm, promjer baze 16,3 cm; promjer
plitice 18 cm). Na reljefu s unutrasnje strane baze autor prikazuje sv. Stjepana kralja, a godinu
nastanka (1720.) odaje kronogramski napis: Me Deo CoNseCRo EX VoTO PERPETVO.

10 Srebrenu Skrinjicu BoZjega groba iz 1722. godine spominje ve¢ Ivan Kukuljevi¢ Sakcinski (1856.) te
prenosi napis na njezinu poklopcu: THESAVRVs AMANTER IN CORDE / FLAGRANTI sePVLTVs. Povodom
izlozbe Riznica zagrebacke katedrale, odrzane u zagrebatkom Muzeju za umjetnost i obrt 1971.
godine, Ivan Bach je — na temelju uocenoga ziga grada Beca i majstorskih inicijala ,F I/ W* — rad
pripisao zlataru Franzu Laneru von Waldbergu, dok je Ivo Lenti¢ (1987.) iznio atribuciju Franzu
Josephu Weikartu (Weichardtu). Usp. Kukuljevi¢ Sakcinski, Prvostolna crkva, 56-57; Tkal¢i¢,
Prvostolna crkva, 117; Barle, , Biskup zagrebacki,” 451; Lenti¢, , Predmeti od metala,” 196 (kat. 94M;
Skrinjica: pozlaceno, iskucano i gravirano srebro s ukrasima od dragulja, 14,6 x 36,6 x 23,5 cm;
srce: zlato ukraseno dijamantima, 17 x 12 cm). Potonji autor omaskom navodi kako kronogram na
unutra$njoj strani poklopca otkriva 1721. godinu. Pretpostavku o Von Waldbergu prenosi i Andela

Horvat, ,Barok u kontinentalnoj Hrvatskoj,” 286.
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Pisac navodi kako se ¢i-
tatelj mora diviti bisku-
povoj velikodusnosti,
kao i izvanrednoj zamisli
predstavljenih ~ prizora:
u sredistu velikoga polja
—nastavlja - vidi se koliba
sv. Josipa koji teSe kolje za
ogradu, divedi se malom
Isusu koji ih batom (Sto
ga je izvorno drzao u de-
snoj ruci) zabija u tlo, dok
im u poslu pomazu tri
andela. S lijeve strane pri-
kazana je Blazena Djevi-
ca kako Sije pod lisnatom
krosnjom hrasta ispunje-
nom zirjem. Na bo¢nim
poljima prikazi su svetih
ugarskih kraljeva Stje-

Slika 2: Franz Joseph Weikart, Thumba (skrinjica BoZjega groba),
1722., Zagreb, Riznica katedrale (foto: Galerija Klovic¢evi dvori, Zagreb).

(Cesti¢njak) ureSen prikazima Uskrsnjih
otajstava i bezbrojnim dragocjenim bise-
rima. Stajao je ¢ak 3700 rajnskih florena,
a prema kronogramskom napisu nastao
je iste 1722. godine. Kao i kod prethod-
nih primjera, njegova se izrada povezuje
s nekom od beckih zlatarskih radionica."

Najve¢i dio spomenutoga odlomka
Kovacevi¢ posvecuje opisu srebrenoga
predoltarnika (antependija) koji je bi-
skup Esterhdzy narucio 1721. godine.
Predoltarnik danas krasi menzu glavnog
oltara katedrale, postavljenu nakon Dru-
goga vatikanskog sabora (1962. — 1965.).”?

pana i Ladislava (nakon
pobjede nad Kumanima)
koji, ponizno pokleknuv-
8i, svoje krune prikazuju Bogorodici,
odnosno Presvetom Trojstvu. Kovacevic¢
naposljetku navodi kako je cijeli predol-
tarnik stajao cak 8000 florena. Na temelju
ziga grada Beca i inicijala ,CGM” izradu
ovoga impresivnog djela ve¢ je Ivan Bach
(1957,) pripisao beckom zlataru Caspa-
ru Georgu Meichlu, koji ¢e za Emerika
Esterhdzyja kasnije (1728.) izraditi i zlat-
nu pokaznicu (monstrancu; ostenzorij)
pohranjenu u riznici ostrogonske kate-
drale.® Razradenim figuralnim scenama,
mjerilom i samom koli¢inom utroSenoga
srebra, zagrebacki predoltarnik ostaje

1 Cesti¢njak nosi kronogramski napis ClborIl spLenDore ornaVIt sponsaM / praesVL eIVs zagrablensls,
anjegova je ¢aska ukrasena sa Sest reljefnih prikaza iz Kristove muke. Usp. Tkalci¢, Prvostolna
crkva, 119; Barle, ,Biskup zagrebacki,” 451; Lenti¢, , Predmeti od metala,” 195-196 (kat. 93M; srebro,
pozlaceno, iskucano, ukraseno draguljima, granatima i biserima, visina 47 cm, promjer baze 18,5
cm, promjer kupe 15,4 cm). Usp. takoder: Horvat, ,Barok u kontinentalnoj Hrvatskoj,” 283.

12 Usp. Antun Ivandija, Zagrebacka katedrala (vodic), trece izdanje (Zagreb: Nadbiskupski duhovni stol,

Glas koncila, 1989), 35-36.

13 Usp. Kukuljevi¢ Sakcinski, Prvostolna crkva, 53; Tkal¢i¢, Proostolna crkva, 122-123; Barle, ,,Biskup
zagrebacki,” 451; Ivan Bach, , Tri rada stranih umjetnika u Hrvatskoj,” Peristil 2 (1957), 201-202,
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Slika 3 - 5: Caspar Georg Meichel, Antependyij, 1721., Zagreb, katedrala, glavni oltar (foto: D. Sourek).
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iznimnim ostvarenjem ne samo u sklopu
Meichlova opusa nego i becke zlatarske
produkcije 18. stoljeca. [sl. 3, 4, 5]

Ne ubrajaju¢i druge donacije (po-
put zabiljeZenih narudzbi paramenata
od beckih tkalackih radionica)," za po-
liepSanje zagrebacke katedrale Emerik
Esterhdzy utrosio je preko 20.000 florena.
Uz navedeno, Toma Kovacevi¢ spominje
i — nazalost izgubljene — glavni oltar fra-
njevacke crkve u Pozegi,” kao i oltar po-
svecen sv. Katarini Bolonjskoj u (kasnije
porusenoj) crkvi redovnica klarisa na za-
grebackom Gradecu.' Izgubljeni su i da-
rovi namijenjeni pavlinskoj crkvi Blazene
Djevice Marije u Remetama kraj Zagre-
ba, a — uz novcane darove zagrebackom
svetiStu sv. Franje Ksaverskoga — pozor-
nost svakako privlaci i Kovacevicev na-
vod o biskupovoj namjeri da ljepoti svoje
crkve (zagrebacke katedrale) pridonese
narudzbom cetiriju velikih srebrenih ki-
pova. Saznajemo kako su njihovi nacrti
vec bili izradeni i poslani (nazalost, ne-
imenovanom majstoru), no narudzbu su

osujetili veliki troskovi povezani s odr-
zavanjem Sabora u Pozunu. Vjerojatno
je pritom rije¢ o Ugarsko-hrvatskom sa-
boru koji je zasjedao izmedu 1722. 1 1723.
godine,” u predvecerje Esterhazyjeva
imenovanja veszprémskim biskupom
i njegova konacnog odlaska iz Zagreba.
Pitanje potencijalnoga autora (Caspar
Georg Meichl?), kao i ikonografije Cetiri-
ju skulptura, ostaje otvorenim, no da su
— kako se je Kovacevi¢ bio nadao — ipak
bile izvedene, nasa bi barokna bastina
bila bogatija za dragocjen i neuobicajen
ansambl, ¢ija umjetnicka vrsnoca zacijelo
ne bi zaostajala za drugim narudzbama
mecene profinjena ukusa.

Posljednji (i vjerojatno najglasovitiji)
Esterhazyjev prinos hrvatskoj umjetnic-
koj bastini, oltar sv. Ignacija Loyolskoga
u neko¢ isusovackoj crkvi sv. Katarine
Aleksandrijske na zagrebackom Gra-
decu (1727. — 1729.), ostvaren je nakon
njegova imenovanja ostrogonskim nad-
biskupom. Iako, kako je ve¢ spomenu-
to, Toma Kovacevi¢ piSe o novcanim

table: XLIV, XLV; Lenti¢, , Predmeti od metala,” 195 (kat. 92M; srebro, djelomi¢no pozlaceno,
iskucano, lijevano i cizelirano, na mekanoj drvenoj podlozi; srednji dio: 87 x 354,5 cm; lijevi dio: 88
x 104 cm; desni dio: 87 x 105,5 cm). Usp. takoder: Horvat, ,Barok u kontinentalnoj Hrvatskoj,” 270.
Za ostrogonsku monstrancu, vidjeti npr. Pal Cséfalvay, Esztergom: The Cathedral, The Treasury and
The Castle Museum (Budapest: Helikon Publishing House, 2011), 50-51.

* O ovom segmentu Esterhdzyjeva naruciteljstva svjedoci biskupova korespondencija koju prenosi
Janko Barle (1908.). Poimence se u njoj spominje becki vezilac (Stickherr) Jakob Heno. Usp. Barle,

,Biskup zagrebacki,” 462.

-
G

> Opis glavnoga oltara franjevacke crkve Sv. Duha u Pozegi — stradaloga u pozaru 1842. godine

— zabiljezen je u protokolu kanonske vizitacije provedene 1730. godine: bio je drven, obojan

i pozlacen, te obiljezen grbom donatora i napisom ,E.E.E.Z.” (Emericus Esterhdzy episcopus

zagrabiensis). Uza slike Svetoga Duha i Sviju svetih, sadrzavao je kipove svetih Stjepana kralja, Ivana

Nepomuka, Emerika i Florijana u gornjem, te Petra apostola, Klare, Ane i Paskala u donjem dijelu.

Usp. Paskal Cvekan, PoZeski franjevci i njihovo djelovanje (Slavonska Pozega: P. Cvekan, 1983), 95, 101.
16 Samostan klarisa na zagrebackom Gradecu (osnovan 1647, ukinut je u sklopu reformi cara

i kralja Josipa II. 1782. godine. Samostanska zgrada sluzila je zatim raznim namjenama, a danas

je u njoj smjesten Muzej grada Zagreba. Crkva Presvetoga Trojstva (u kojoj se nalazio oltar sv.

Katarine Bolonjske) poruSena je nakon 1820. godine, te je na njezinu mjestu (1838.) podignuta

Kklasicisti¢ka palaca (od 1845. Narodni dom). Usp. Lelja Dobroni¢, Slobodni i kraljevski grad Zagreb

(Skolska knjiga, 1991), 84-86.

17 Vidjeti — Istvan M. Szijarto, , The Diet: The Estates of the Parliament of Hungary, 1708 — 1792,“
in Biindnispartner und Konkurrenten der Landesfiirsten? Die Stinde in der Habsburgermonarchie,
ed. Gerhard Ammerer et al. (Wien: Bohlau, 2007), 125.
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darovima za uredenje isusovacke crkve
sv. Franje Ksaverskoga (tada u zagrebac-
koj okolici), ipak ne spominje ovu do-
naciju (Sto ukazuje na to da je biskupov
zivotopis dovrsio u prethodnim godina-
ma), no Andrija MuZar istice elegantan
mramorni oltar svetoga patrijarha Igna-
cija. Oltar je bio podignut u kapeli koju
je Esterhazy jos$ za svojega zagrebackog
biskupovanja (1713.) dao ukrasiti stuka-
turama,'® a izradio ga je ljubljanski kipar
mletackoga podrijetla Francesco Robba
(Venecija, 1698. — Zagreb, 1757)."° [sl. 6]
Uz donatorov grb, postavljen u zoni ati-
ke, krase ga mramorni kipovi Presveto-
ga Trojstva, svetih Franje Ksaverskoga
i Franje Regisa, te manje skulpture an-
dela i Bogorodice s Djetetom (potonja je
danas pohranjena u sakristiji crkve). Au-
strijska povjesnic¢arka umjetnosti Erica
Tietze-Conrat (1905.) zagrebacki je oltar
sv. Ignacija bila pripisala Georgu Rafaelu
Donneru, smatrajudi ga — Stovise — kipa-
rovim prvim djelom za narucitelja koji ¢e
odigrati vaznu ulogu u njegovoj umjet-
nickoj karijeri.*® Iako se ubrzo pokazalo
kako je oltar izveo ljubljanski Venecijanac
Francesco Robba,* vrijednim prilogom
istrazivacice ostaje objavljeno pismo
koje je — o Bozi¢u 1729. — nadbiskupu
Esterhazyju uputio rektor zagrebackoga
isusovackog kolegija Franjo Ksaver Bar-
ci. U njemu hvali novopodignuti oltar

Slika 6: Francesco Robba, Oltar sv. Ignacija
Loyolskoga, 1727. - 1729., Zagreb (Gradec), crkva
sv. Katarine Aleksandrijske (foto: M. Braun).

navode¢i kako mu slican jos nije viden
u Hroatskom kraljevstvu, zakljucujudi svoj
izvjestaj spomenom nadbiskupova grba
od bijeloga carrarskog mramora, kao
vjecnoga spomenika najuzvisenijem patro-
nu.”> U Stuku izvedenim Esterhazyjevim

18 Usp. Miroslav Vanino, Isusovci i Hrvatski narod 1. Rad u X V1 stolje¢u: Zagrebacki kolegij (Zagreb:
Filozofsko-teoloski institut Druzbe Isusove, 1969), 473-474.

9 Usp. Matej Klemencic, Francesco Robba (1698 — 1757): Beneski kipar in arhitekt v barocni Ljubljani
(Maribor: Umetniski kabinet Primoz Premzl, 2013), 74-77, 269-70 (kat. A15) i ondje navedena

literatura.

2 Usp. Erica Tietze-Conrat, ,Unbekannte Werke von G. R. Donner,” Jahrbuch der k. k. Zentral-Kommission
fiir Erforschung und Erhaltung der Kunst-, und historische Denkmale n.s. I11, no. 2 (1905): 228-37.

2 Usp. Viktor Hoffiler, , Radnje ljubljanskoga kipara Franje Robbe u Zagrebu,” Vjesnik Hrvatskoga
arheoloskoga drustva n.s. XIV (1919): 205-35. Erica Tietze-Conrat Donneru je u Zagrebu pripisala
ineka druga djela (mramorni oltari sv. Emerika, sv. Jeronima i sv. Franje Asiskoga, izvorno
u zagrebackoj katedrali), no niti te atribucije nisu se odrzale.

2 Ut Natus Redemptor, et Coelites, tam publico Ecclesiae, Patriaeque Bono, quam peculiari Societatis Nostrae
praesidio, diu servent incolumem Celsitud[ilnem Vlestlram, ego indesinenter, et oro, et precabor constanter
cum toto hoc Collegio Zagrablien]si. Fruimur modo magnifico Altari, quod Divo Parenti nostro Ignatio in
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Slika 7: Personifikacije Gornje Ugarske i Hrvatske s grbom Emerika Esterhazyja, 1726., Zagreb
(Gradec), crkva sv. Katarine Aleksandrijske, kapela sv. Ignacija Loyolskoga (foto: M. Braun).

grbom i posvetnim napisom (Cesifssi] ulazom u kapelu, ¢iju kompoziciju upot-
mlus] Rleverendissilm[us] / S. R. I. Princeps  punjuju dvije Zenske figure koje pridrza-
/! Emerlicus] e Com[itibus] ESZTERHAZY vaju grbove Gornje Ugarske i Hrvatske:*
! Archi-Epliscopus] Strigoniensis) bio je — personifikacije dviju Esterhazyjevih do-
ve¢ 1726. godine — nadvisen i luk nad movina.* [sl. 7]

Capella Esterhasiana Ecclesiae nostrae erectum stat; et tam eleganti suae rarae formae venustate, beneque
perpolliti marmoris italici varietate, ad sui spectaculum, admirationem, et approbationem Intuentium oculos,
et linguas attrahere cum gaudio spectamus: Laetamur simul, proposito hoc quasi exemplo, cui par Regnum
Croatiae nondum spectavit: alios quoque DD. Capitulares excitatos, animatosque certatim Artificem nostrum
obarrhasse; ut cumulato labore decorem Domus Dei augeat, quatuor aliis novis marmoreis Altaribus in
templo Cathedrali S. Stephani elaborandis obligatus. Opus, quod Gloriae Ignatianae erectum est, Simul
perenni monimento Cels[issilmi Archipraesulis Patroni nostri Insignibus in candidissimo Carrariensi
marmore elaboratis, invertice collocatis, ornatum est: Cuius gratiosissimo favori, et munificentiae ut

idipsum gratumque, ratumgque perennet, quod factum est, demississimo obsequio vovemus. Ulterius

veteri benevolentia, Gratiae, et Protectioni assiduae Celsit[u]dini Vlestlrae me, et Collegium hoc impense
commendo: quam profundissima reverentia veneror, et maneo. Celle]stit{u]d[ilnis Vlest]rae R[elv[eren]d[is]
slilmae Zagrabiae 17. Dec. 1729. Humil[issilmus Devlotissilmus et Obslelgluis]s[ilmus Servus Franciscus
Xav. Barci S. ]. Tietze-Conrat, ,,Unbekannte Werke,” 229.

Usp. Lelja Dobroni¢, ,Crkva Sv. Katarine u Zagrebu i hrvatsko plemstvo,” Tkalcic¢: Godisnjak
Drustva za povjesnicu Zagrebacke nadbiskupije 4 (2000), 416. O stukaturama u nekadasnjoj isusovackoj
crkvi na zagrebackom Gradecu, vidjeti — Mirjana Repani¢-Braun, ,Slikarstvo, Stukature i djela
umjetnickog obrta,” in Akademska crkva sv. Katarine u Zagrebu, ed. Katarina Horvat-Levaj (Zagreb:
Institut za povijest umjetnosti, 2011), 249-83.

Osvrcéudi se na Esterhdzyjev zagrebacki boravak, Andrija Lukinovi¢ (1995.) navodi sljedece:

,,U cijelom svom biskupovanju, pa i poslije, kada je otiSao za ostrogonskog primasa, on se je
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Zasebnu skupinu umjetnic-
kih djela povezanih s Emerikom
Esterhazyjem predstavljaju njegovi
portreti sacuvani u hrvatskim zbir-
kama. Medu njima se istice onaj iz
zagrebackoga (nad)biskupskog dvo-
ra,”® na kojem je biskup prikazan
s brkovima, pa Janko Barle (1908.)
navodi kako ih je nosio u skladu
s hrvatskim obicajem (tj. modom),
a sigurno je da ih je kasnije — kao
ostrogonski nadbiskup — bio obrijao.
Sigurno je i kako ¢e na svojim por-
tretima svi kasniji zagrebacki bisku-
pi biti prikazani posve golobradi.®
[sL. 8] Cini se kako je s karakteristic-
nim bré¢i¢ima Emerik Esterhazy pri-
kazan i u medaljonu na naslovnoj
grafici prve, njemu (kao donatoru
izdanja) posvecene, knjige hrvat- ‘
skih propovjedi kapucina Stefana _ . Ny
Zag‘r?bca (svjetovno Matija Mar— Slika 8: Neznani slikar, Emerik Esterhdzy, 1708. —
kovi¢; Zagreb, 1669. — 1742.), tiska- 1723, (nakon 1725./1727.2), Zagreb, Nadbiskupski dvor
ne u Zagrebu 1715. godine.” Napis (izvor: Zagrebacki ‘?iskupiinadbiskupi, ur. Franko
u donjem dijelu lista prenosi kako je  Mirosevic, Zagreb: Skolska knjiga, 1995.).

prema Hrvatskoj odnosio zaista prijateljski, smatrao ju je svojom drugom domovinom”. Andrija
Lukinovi¢, Zagreb — devetstoljetna biskupija (Zagreb: Glas Koncila, 1995), 233. Usto, prigodom diobe
hrvatskih i ugarskih pavlina, Emerik Esterhazy bio je (25. listopada 1700.) formalno primljen medu
Hrvate (receptus a Croatis pro indigena). Usp. Sekuli¢, Remete, 97.

% Portret je publiciran u: Zagrebacki biskupi i nadbiskupi, 382. Usp. G. Q. [Guido Quien], ,Nepoznati

slikar, Portret Emerika Esterhaza,” in Kultura pavlina u Hrvatskoj 1244 — 1786: Slikarstvo, kiparstvo,

arhitektura, umjetnicki obrt, knjizevnost, glazba, prosvjeta, ljekarstvo, gospodarstvo, ed. Purdica Cvitanovic,

Vladimir Malekovi¢, Jadranka Petricevi¢ (Zagreb: Globus, Muzej za umjetnost i obrt, 1989), 409 (kat.

65). Potonji autor navodi kako je portret pristigao iz pavlinskoga samostana u Lepoglavi.

, U dvorani nadbiskupskog grada u Zagrebu nalazi se megju slikama biskupa zagrebackih i njegova slika, koja

ga prikazuje kao muza, u najljepsoj muZevnoj dobi, odvazna i oSiroka lica, tamne kose i tamnih crnih brkova,

na hrvatski nacin dolje spustenih i samo malenih zalisaka bez brade. Esterhdzy je zadnji biskup zagrebacki,

koji je nosio brkove. Postavsi primas ostrogonski dao si je brkove obrijati.” Barle, ,Biskup zagrebacki”, 441.

Usp. takoder: Lukinovi¢, Zagreb, 233.

77 Stefan Zagrebec, PABULUM SPIRITUALE OVIUM CHRISTIANARUM SEV Conciones in Sacra
Euangelia Dominicarum totius Anni omnibus Pastoribus Animarum, & Animabus eisdem subiectis, pro
consequenda Vita aeterna; perquam Utiles, & necessariae; compositae, ac in lucem datae. PARS PRIMA
(Zagrabiae: Typis Jacobi VVenceslai Heyvvel Inclyti Regni Croatiae Typographi. Anno M. DCC.
XV.) / HRANA DUHOVNA OVCHICZ KERSCHANSZKEH Illiti Prodechtva chesz usze czeloga leta
Nedelye uszem Pasztirom Dussevnem, y Dussiczam nym podlosnem k- zadoblyeniu Sitka Vekovechnoga,
unogo hasznovita, y potrebna, zkonmponuvana, y na Szvetlo ddna. PERVA SZTRAN (vu ZAGREBU
Stampano po Iakopu VVenceslavussu Heivvel. Leta M. DCC. XV. [1715]).
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Slika 9: Beniamin Kenckel (prema crtezu Johanna
Georga Stoza), Emerik Esterhazy, bakrorez u: Stefan
Zagrebec (Matija Markovi¢), Hrana duhovna,
Zagreb, 1715. (izvor: Sveti trag. Devetsto godina
umjetnosti Zagrebacke nadbiskupije 1094 —

1994, ur. Tugomir Luksic, lvanka Reberski, Zagreb:
Zagrebacka nadbiskupija; Institut za povijest
umjetnosti; Muzejsko-galerijski centar, 1994.).

bakrorez u Grazu izveo Beniamin Kenc-
kel prema crtezu koji je u Varazdinu

izradio Johann Georg Stoz.”® Medaljon
s biskupovim likom lebdi pred krosnjom
palme koja izrasta iz tora ispunjena ov-
cama, a lik kapucina (Stefan Zagrebec)
ljevicom im prinosi rukohvat lis¢a, uz-
dizuéi desnicu u propovjednickoj gesti.
Nad njim — prema portretnom medaljo-
nu - leti gavran s hljebom kruha u kljunu
(uz palmino stablo, jos jedan od simbola
pavlinskog reda kojemu je Esterhazy pri-
padao), dok dva andelcica, lebdeci u gor-
njem dijelu prikaza, prinose atribute bi-
skupske i svjetovne Casti: mitru, pastoral
i (grofovsku) krunu.?” [sl. 9] Za razliku
od spomenute grafike, na Stafelajnom
je portretu iz (nad)biskupskoga dvora
Esterhazy prikazan s palijem (znakom
nadbiskupske ili metropolitanske casti)
te s dvostrukim (nadbiskupskim) krizem
u pozadini,® pa je opravdano pomisljati
kako je potonji ipak nastao po zavrSetku
njegove pastirske sluzbe u Zagrebu, tj.
nakon §to je 1725. godine postao ostro-
gonskim nadbiskupom i ugarskim pri-
masom, odnosno 1727. kada je iz Rima
i formalno primio nadbiskupski palij.*
Vrijedi medutim spomenuti kako je — de
iure tek simboliénom, no svakako zvuc-
nom — titulom primasa Kraljevstava Hrvat-
ske i Slavonije Emerik Esterhazy naslov-
ljen u latinskoj posveti spomenute knjige
propovijedi (1715.),%* a tako su mu se, uza

% Johann Georg Stoz delineavit Warasdiny // Beniamin Kenckel sculplsit] Graecy. Usp. Olga Sojat, ,Stefan
Zagrebec,” in Stefan Zagrebec i njegovo djelo, ed. Alojz Jembrih (Zagreb: Hrvatska kapucinska
provincija sv. Leopolda Bogdana Mandica, 2020), 345-46 [prvi puta objavljeno u: Forum XVII (1978)
6: 1106 -21]. Usp. takoder: Lelja Dobroni¢, , Doprinos zagrebackih biskupa hrvatskoj kulturi,” in
Sveti trag. Devetsto godina umjetnosti Zagrebacke nadbiskupije 1094 — 1994, ed. Tugomir Luksi¢, Ivanka
Reberski (Zagreb: Zagrebacka nadbiskupija, Institut za povijest umjetnosti, Muzejsko-galerijski

centar, 1994), 59-60.

» Ugarsko grofovstvo Esterhazyju je formalno dodijeljeno upravo u godini izdanja Zagrebceve
knjige (1715.). Usp. Sekuli¢, , Emerik Esterhazy,” 90-92.

% MG [Marijan Grgic], ,Palij;” AB [Andelko Badurina], ,Kriz;" , Krizanje,” in Leksikon ikonografije,
liturgike i simbolike zapadnog krééanstva, V. izdanje, ed. Andelko Badurina (Zagreb: Krs¢anska

sadasnjost, 2006 [1979]), 477, 386-90.
31 Usp. Sekuli¢, ,Mirko Esterhdzy,” 1995, 388.

32 JLLUSTRISSIMO, EXCELENTISSIMO, ET REVERENDISSIMO DOMINO, DOMINO EMERICO
ESTERHAZI Comiti de Galantha, DEI, & Apostolicae Sedis gratid Episcopo Zagrabiensi; B. V. MARIAE
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Zagrebca, obracali i neki od njegovih hr-
vatskih korespondenata.®

Uza spomenuti naslovni bakrorez
Zagrebceve knjige, u grafickim zbir-
kama Hrvatskoga povijesnog muzeja
i Hrvatskoga drzavnog arhiva u Zagre-
bu zatjecu se i listovi s dvama ceS¢im
bakroreznim portretima koja Emerika
Esterhazyja prikazuju kao ostrogonsko-
ga nadbiskupa, a oba je u PoZzunu izradio
Jeremias Gottlob Rugendas (Augsburg,
1710. — 1772.) kao ilustracije za izdanja
Sacra Concilia Ecclesiae Romano-Catholicae
in Regno Hungariae (drugi dio; 1742.) Kar-
la Peterffyja te ve¢ spomenuto Annalium

Eremi-coenobiticorum Ordinis Fratrum Ere-
mitarum s. Pauli Primi Eremitae (1743.) Ni-
kole Bengera.®® U primjerku Peterffyjeve
knjige iz Nacionalne i sveucilisne knjizni-
ce u Zagrebu, na listu ispod Esterhazyje-
va grafickog portreta zabiljeZeni su — vje-
rojatno rukom nekadasnjega vlasnika,
zagrebackoga kanonika i povjesnicara
Baltazara Adama Kréelica (Senkovec,
1715. — Zagreb 1778.) —nadnevak smrti (6.
prosinca 1745.) i saZeta biljeSka o njegovu
zivotu.* [sl. 10, 11]

Kao i grafike, Siri doseg imala je i me-
dalja (spomenica) koju je - povodom pro-
slave Esterhazyjeva zlatnoga svecenickog

de Topuzka Abbati: Sac. Caes. Regiaeque Maiestatis Intimo actuali Consiliario; Regnorum Croatiae, &
Sclavoniae Primati; nec non Comitatus de Bersenze supremo ac Perpetuo Comiti Domino Dom. Mecoenati,
ac Patrono Gratiosissimo. (istaknuo D. 5 Usp. Petar Ukovi¢ Croata, ,Latinske posvete i aprobacije

u Hrani duhovnoj Stefana Zagrebca,” in Stefan Zagrebec i njegovo djelo, 58-59, 77 (s hrvatskim

prijevodom posvete).

¥ Npr. Nadbiskupijski arhiv u Zagrebu, Epistolae missiles originales ad episcopos zagrabienses
scriptae (Ad Emericum Eszterhazy): Tom. L, nr. 121 (9. XIL 1708; Paulus Puczl); Tom. LIII, nr. 64
(Kamensko, 12. IX. 1710., Josephus Pauletich); Tom. LI, nr. 53 (Sisak, 11. V. 1709., Adamus Gereczy);
Tom. LIV, nr. 21 (Varazdin, 20. XII. 1710., Stephanus Zagrabiensis). Titulom Primasa Hrvatske
(Primas Croatiae), na napisu bakroreznoga portreta koji je 1684. godine izradio bolonjski graficar
Giuseppe Maria Mitelli, bio je simbolicki pocaséen i zagrebacki biskup Martin Borkovi¢. Usp.
Daniel Premerl, , The Great Bravery of Croatian Soldier by Giuseppe Maria Mitelli,” Il Capitale

culturale, Supplementi 7 (2018): 218-19, 224.

3 EMERICUS. II. Comes ESZTERHAZY. / SRI PRINCEPS. ARCHI. EPPUS. STRIGO. / ab an:
MDCCXXVI. Aetatis : an. LXXVIL / VIVIT et VIVAT.*; 1. G. Rugendas. sc: Posonij.”, in Carolus
Péterffy, SACRA CONCILIA ECCLESIAE ROMANO-CATHOLICAE IN REGNO HUNGARIAE
CELEBRATA Ab Anno Christi MXVI. usque ad Annum MDCCXXXIV. ACCEDUNT Regum Hungariae,
& Sedis Apostolicae Legatorum Constitutiones Ecclesiasticae. PARS SECUNDA (POSONII: Typis
Haeredum Royerianorum. Anno M. DCC. XLIL [1742]), 423. Zagreb, Hrvatski drzavni arhiv,
Graficka zbirka, Inv. br. 170.; Zagreb, Hrvatski povijesni muzej, Zbirka grafika, HPM 15294, HPM
15438. Usp. Marina Bregovac Pisk, Portreti u Zbirci grafika Hrvatskog povijesnog muzeja (Zagreb:

Hrvatski povijesni muzej, 2009), 144 (br. 274).

%, Cels[issilmus ac R[evere]nd[i]ss[ilmus // S. R. I. Princeps / EMERICUS e Comit[ibus] / ESZTERHAZY
/ Archi: Ep[isco]pus // Strigoniensis. / ex Ord[inis] S. Pauli // primi Eremitae”; , Franciscus
Bolco pinxit // Jeremias Gottlob Rugendas sculp: Posonij 1743., u Benger, ANNALIUM EREMI-
COENOBITICORUM (naslovna grafika). Zagreb, Hrvatski drzavni arhiv, Graficka zbirka, inv. br. 171.
% Usp. Bregovac Pisk, Portreti u Zbirci grafika, 144. BiljeSka u cijelosti glasi: ,Obijt Posonij, die 6ta
Decembris Anni 1745. ibidemque in sacello abs Se D loanni Eleemosinario erecto Sepultus. Fuit ex
aeremitarum D. Pauli familiae, terminato in Croatia Remethae Tyrocinio, Lepoglavae Philosophid, Romae
in Coll[egio] Appolinaris Theologid, Philosophiam, dejn Theologiam Lepoglavae, inter Suos, Suisque
Monachis tradidit, Remethae 1701, Priorem ut ajunt egit et ex Provincialis Secretario, Generalis sui Ordinis
factus, dejn 1704, Vaccensis Epliscolpus, hinc 1708 translatus ad Pontificium Zagrabiense. Anno dejn
1723 ut Cancellariatum Hungariae, commodius consequeret[ur], Vesprimiensem Ep[isco]patum, assumpsit,
consecuto quod volebat Cancellariatu. Et cum Romanos Bullas, pro Vesprimensi Ep[isco]patu neglexisset,
(Spe Archi Eplisco]patus quem 1726 obtinuit) pro Vesprimiensi, a Romanis habitus n[e]q[ue]m est.” Uz
navedenu biljeSku, Krceli¢ je — piSuc¢i nakon Esterhdzyjeve smrti (1745.) — u napisu pod bakrorezom

rije¢ ,VIVIT” preinacio u ,VIXIT”.
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Slika 10: Jeremias Gottlob Rugendas, Emerik
Esterhazy, bakrorez u: Carolus Péterffy, Sacra
Concilia Ecclesiae Romano-Catholicae in
Regno Hungariae, sv. II., Pozun, 1742., primjerak
u Nacionalnoj i sveuciliSnoj knjiZnici u Zagrebu
(foto: Nacionalna i sveuciliSna knjiznica, Zagreb).

jubileja (27. srpnja 1738.) — izradio becki
medaljer Matthias / Matthdus Donner
(Esslingen, 1704. — Be¢, 1756.). Slavljeni-
kovo poprsje na aversu popraceno je na-
pisom: EMERICVS E Clomitibus] ESTER-
HAZY Alrchi]l Elpiscopus] Sltrigoniensis]
Slacri] Rlomani] I[mperii] Plrinceps] P[rimas]
Rlegni] H[ungariae]. Na reversu je prikazan

Slika 11: Jeremias Gottlob Rugendas (prema
slici Franciscusa Bolcoa), Emerik Esterhazy,
bakrorez u: Nikola Benger, Annalium Eremi-
coenobiticorum Ordinis, Pozun, 1743.
(izvor: https://commons.wikimedia.org/wiki/
Category:Imre_Esterh%C3%A1zy#/media/
File:Esterh%C3%Alzy_Imre.jpg).

zrtvenik s plamenom i simbolima euhari-
stije (zitnim klasjem i trsom vinove loze)
te napisom SACERDOS ITERUM i godi-
nom MDCCXXXVIV. Srebreni primjerak
ove medalje ¢uva se u Numizmatickoj
zbirci Arheoloskoga muzeja u Zagrebu,
kamo je dospio iz becke zbirke Leopolda
Welzla von Wellenheima.¥ [sl. 12 — 13]

U Hrvatskome povijesnom muzeju
u Zagrebu ¢uvaju se i dva Esterhazyjeva

% Promjer; 24 mm; tezina: 4,44 grama. Usp. Ivan Mirnik, ,, Spomenica Emerika Esterhdzyja,” TkalCi¢:
Godisnjak Drustva za povjesnicu Zagrebacke nadbiskupije 5 (2001): 281-83. Autor donosi i sazet, no

temeljit pregled Esterhdzyjeva Zivota (277-80).
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Slika 12 — 13: Matthias Donner, Spomenica Emerika Esterhazyja, 1738., Zagreb, Arheoloski muzej,

Numizmaticka zbirka (foto: Arheoloski muzej, Zagreb).

portreta nesigurnih datacija,® [sl. 14,
15] dok ga druga dva portreta — prvi iz
dvorca Trako$¢an u Hrvatskom zagorju
i drugi, izlozen u Muzeju grada Zagreba
— zasigurno prikazuju kao ostrogonsko-
ga nadbiskupa. Prvi portret, ovalnoga
formata, s dopojasnim likom nadbiskupa
prikazanim u desnom poluprofilu, dati-
ran oko 1730. godine,* nastao je po uzoru
na portret iz Gradske galerije u Bratislavi
(Galéria mesta Bratislavy), rad neznano-
ga umjetnika.*® [sl. 16] Drugi — takoder
dopojasni — portret iz Muzeja grada

Zagreba dovodi se u vezu s nekadasnjim
pavlinskim samostanom u Remetama.*
[sl. 17] Ovalno polje s Esterhazyjevim
likom, takoder u desnom poluprofilu,
ovdje je, medutim, upisano u blago iz-
duZeni pravokutni format slike, uz diji
donji rub tece latinski napis: V. P. Emeri-
cus Esterhazy O. S. P. p. E. Prior Generalis,
postea | Epliscolpus Zagrabien|[sis], et Arc-
hi-Episclopus] Strigonien[sis], scientiis et re-
bus gestis clarissimus. (,,Casni otac Emerik
Esterhazy, generalni prior Reda sv. Pavla
prvoga pustinjaka, potom zagrebacki

% Hrvatski povijesni muzej, 2475 (ulje na platnu, 91 x 74 cm); 2472 (ulje na platnu, 92 x 74 cm). Prvi
portret — koji prikazuje prelata s nadbiskupskim palijem — nekoc¢ je (prije restauracije 1922.)
na poledini nosio napis ,Caietan Franz pinx 1797 a u muzej je, kao dar Ivana Kukuljevica

Sakcinskoga, dospio iz Recice. Marijana Schneider (1982.) smatra kako je vjerojatno rijec o 1697. ili
1707. godini, no nadbiskupski palij (ako je zaista rije¢ o Esterhazyju) ne govori u prilog niti jedne
od predlozenih datacija. Drugi portret datira se u prva desetljeca 18. stoljeca, a s Esterhazyjem je
povezan zbog navodne sli¢nosti s kasnijim Rugendasovim bakrorezom. Usp. Marijana Schneider,
Portreti 16 — 18. stolje¢a (Zagreb: Povijesni muzej Hrvatske, 1982), 97-99 (br. 115, 116). Usp. takoder:
M. B. P. [Marina Bregovac Pisk], ,Caietan Franz? Emerik Esterhazy,” in Kultura pavlina u Hrvatskoj
1244 — 1786, 48 (kat. 49).

¥ Ulje na platnu, 91 x 72 cm. Usp. Marina Bregovac Pisk, , Obitelj Draskovi¢ kao narucitelji i kupci
umjetnina (na primjeru dvora Trakosc¢an)” (doktorska disertacija, Filozofski fakultet Sveucilista
u Zagrebu, 2012), 171-73 (kat. 83).

0 Ulje na platnu, 113 x 82,5 cm. Inv. br. A718; https://www.webumenia.sk/dielo/SVK:GMB.A_718.
O Esterhdzyjevim portretima u slovackoj umjetnickoj bastini, vidjeti: Ivan Rusina, , Ikonografia
Imricha Esterhazyho,” in Problémy umenia 16. — 18. storocia, ed. Fedor Kresak (Bratislava:
Umenovedny ustav SAV, 1987), 194-201.

4 Usp. Schneider, Portreti, 98.
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1697./1707. (nakon 1725./1727.?), Zagreb, Hrvatski
povijesni muzej (foto: Hrvatski povijesni muzej,
Zagreb).

biskup i ostrogonski nadbiskup, najgla-
sovitiji u znanostima i svojim djelima.”).
Iako na prvi pogled srodna s portretom
iz Gradske galerije u Bratislavi i njezinom
kopijom u Trako$¢anu, slika iz Muzeja
grada Zagreba od njih se razlikuje znako-
vitim detaljima: nadbiskupov torzo — koji
na prve dvije slike slijedi usmjerenje gla-
ve, tj. zaokrenut je blago ulijevo — ovdje je
usmjeren suprotno, pridonosedi unutras-
njoj dinamici prikaza. Biskupova desna
ruka, koja na prethodnim primjerima
pridrzava donji krak pektorala, ovdje se
njime tek poigrava, karakteristicno ga

Slika 15: Neznani slikar, Emerik Esterhazy (?),
pocetak XVIII. st., Zagreb, Hrvatski povijesni
muzej (foto: Hrovatski povijesni muzej, Zagreb).

prebacujudi preko elegantno primaknu-
tih srednjeg prsta i prstenjaka. Opisana
gesta, kao i stav tijela upucuju na svoj
uzor u drugome, monumentalnijem nad-
biskupovu portretu (1735.), signiranom
djelu slikara tirolskoga podrijetla Josefa
Kurtza (t Bratislava, 1737), iz Slovacke
narodne galerije (Slovenska narodna
galéria) u Bratislavi.* Godina 1735. pred-
stavlja tako siguran terminus post quem za
nastanak remetske slike,*® a ¢ini se kako
je —na temelju oblikovnih karakteristika
— njezino autorstvo mogucde povezati sa
slikarom Gabrijelom Tallerom (Krakov?,

#2 Ulje na platnu, 216 x 129 cm. Inv. br. O 4884; https://www.webumenia.sk/dielo/SVK:SNG.O_4884.
Usp. Dusan Buran, Katarina Chmelinova, Nestex: nestdla expozicia Slovenskej nirodnej galérie
(Bratislava: Slovenska narodna galéria, 2014), 26. Usp. takoder: MK [Magda Keleti], ,J. Kurtz:
Portrét arcibiskupa Imricha Esteraziho. 1735, in Dejiny slovenského vyjtvarného umenia: Barok,
ed. Ivan Rusina (Bratislava: Slovenska narodna galéria, 1998), 462 (kat. 215).

# Slika je, s datacijom u drugo desetljece 18. stoljeca, tek usputno spomenuta u pregledu pavlinskog
slikarstva (1989.). Usp. Marija Mirkovi¢, ,Ivan Krstitelj Ranger i pavlinsko slikarstvo,” in Kultura
pavlina u Hrvatskoj 1244 — 1786, 129. Osim spomenute veze s Kurtzovim portretom, na kasniju
dataciju upucuju medutim i dob modela (s ve¢ starackim crtama posve golobrada lica), kao

i nadbiskupski palij s kojim je prikazan.
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Slika 16: Neznani slikar, Emerik Esterhézy,
1730-te, Trakoscéan, Muzej Dvor Trakoséan (foto:
Glaerija Klovicevi dvori, Zagreb).

1710. — oko 1780.), koji je u Hrvatskoj dje-
lovao od 1740. godine kada je kao laik
pristupio pavlinskom redu** Osobite
veze Emerika Esterhdzyja i samostana
u Remetama (na povijesnome zagrebac-
kom ladanju) istice spominjani pavlinski
pisac Nikola Benger (1743.): ve¢ je prvog
dana po svom ustoli¢enju za zagrebacko-
ga biskupa, 12. studenoga 1708. godine,*

Slika 17: Neznani slikar (Gabrijel Taller?), Emerik
Esterhazy, nakonv1735., Zagreb, Muzej grada
Zagreba (foto: D. Sourek).

hodocastio u Remete te c¢udotvornom
kipu Majke BoZje poklonio zlatni kriz
ukrasen rubinima.* Tijekom epidemije
stocne kuge 1710. godine predvodio je
svecanu procesiju Zagrepcana remet-
skoj Bogorodici te je uz njezin oltar vla-
stitom rukom objesio srebrenu plocu sa
zlatnim kronogramskim napisom.” Uz
druge novcane darove Benger spominje

# Za osnovne podatke o Gabrijelu Talleru, vidjeti - Purdica Cvitanovi¢, ,Slikarstvo pavlinskog
kruga u 17. i 18. stolje¢u,” in Kultura pavlina u Hrvatskoj 1244 — 1786, 168-70.

% Svecano ustolicenje odrzano je u zagrebackoj katedrali, na blagdan sv. Martina (11. studenoga) 1708.

4 Za svojega boravka u Zagrebu u Remete je hodocastio svake subote te svakom prilikom crkvi
poklonio po jedan zlatnik ,(...) crastind mox luce Thaumaturgam invisit Remetensem, & publicd voce
gratiarum actiones pro collatis beneficiis deferens, simul in thessaram suae tenerae devotionis crucem
auream, rubinis gemmeis refulgentem, admirabili eidem Matri devovit. Insuper ciim omnes promotiones
suas de Mariano Remetensi gratiarum fonte sibi profluxisse fateretut, jugiter ab hinc tributarius esse
voluit Marianus: idedque singulis diebus Sabbathinis Parthenium Remetae Sacellum invisere, pietatis
suae affectibus inibi vacare, & aureum unum, velut sacri numisma censils deponere consuevit.” Benger,
ANNALIUM EREMI-COENOBITICORUM, 405. Usp. Janko Barle, Remete: Povijesni podaci
o samostanu, crkvi i Zupi (Zagreb: Tisak i naklada Marka Mileusnica, 1914), 31.

47 (...) sVBDITI ANIMI CHRONOGRAPHICON. / 6 Pla, 6 saANCta ViRGO REMETENSIS, INTERCEDE PRO NOBIS.
/ IN TE sSPERANTIS SCLAVONIAE REGNO FIDELIs MATER EsTO. / O SINE LABE GENITA DEIPARA VIRGO,
LIBERA NOS A PESTE, / FAME ET BELLO, / ET DE COELIS PROTEGE IN TERRA FIDELES sTATVS ET / ORDINES
REGNIL. / HAEC EST PASTORIS ET PATRIS, PIA MATER, PRO SVIs / DEPRECATIO. / HAEC EsT PERPETVA AD TE
orATIo EMERICI EsTERHAZI], / PER TE DOMINA4, ET PER TVAS PRECES EPIsCoPl / zaGrABIENSIS. Benger,
ANNALIUM EREMI-COENOBITICORUM, 430.” Usp. Barle, Remete, 32.
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i dragocjeni zlatni kalez izraden u Becu
(1718.),%8 kao i rasko$no misno ruho.* Bu-
duci da su svi navedeni darovi nestali po
ukinuéu pavlinskoga reda u Hrvatskoj
1786. godine,®® portret iz Muzeja grada
Zagreba vierojatno predstavlja posljed-
nju tvarnu vezu remetskoga samostana
i njegova nekadasnjega vikara i priora
Emerika Esterhdzyja. Ipak, nije sigurno
radi li se o portretu koji u svom rukopi-
snom djelu Descriptio synoptica monaste-
riorum ordinis Sancti Pauli Primi Eremitae
in Illyrio fundatorum spominje pavlinski
povjesnicar Ivan Kristolovec (Varazdin,
1658. — Lepoglava, 1730.), a na sto upu-
¢uje Marijana Schneider (1982.): I svoju
sliku je [Remetama] poklonio sa Zeljom, da
se objesi na zidu”.> Kristolovec je, naime,
svoj rukopis — sude¢i prema zapisu na
njegovu kraju — dovrsio 1723. godine,”
a i godina njegove smrti (1730.) pretho-
di dataciji portreta iz Slovacke narodne
galerije (1735.) koji je zasigurno posluzio
kao predloZak remetskoj slici. Pa ipak,
puni navod KriStolovceva izvjestaja ot-
kriva vjerojatno postojanje jos jednoga
(izgubljenog) Esterhazyjeva portreta,

nastaloga u vrijeme njegova boravka
u Zagrebu (1708. — 1723.): ,,Ut vero in eo-
dem sacello perpetuis futuris temporibus, sed
ex alba Caera media librae candelae ardeant,
devotissimus erga eandem Pientissimam Ma-
trem Cliens Emeritus Oridinis nostri Gene-
ralis, actualis eo tum Episcopum Zagrabien-
sis [dodano: Emericus Esterhazy], mille fl.
ad interesse colocandos conventui numeravit,
suumgluel Controfe in integra statu-
ra cum inscriptione, quasi ingrati animi, ob
accepta ab eadem gratiosissima Patrona be-
neficia, anathema parieti appendi curavit.”>
Navod spominje Esterhdzyjevu donaciju
od 1000 florena namijenjenih za vostani-
ce u kapeli s ¢udotvornim kipom Majke
Bozje Remetske, a krije li se iza izraza
controfe likovni prikaz (od lat. contrafa-
cere — oponasati),”* na zid kapele biskup
je dao postaviti i vlastiti portret u punoj
visini (in integra statura), popracen zavjet-
nim napisom.

U punoj visini Emerik Esterhdzy bio
je prikazan i na — nazalost takoder iz-
gubljenoj — zidnoj slici u tzv. ljetnom
refektoriju nekadasnjega pavlinskog sa-
mostana u Lepoglavi.®® Sa¢injavala je dio

4 Kalez je bio ukrasen brojnim dragim kamenjem i izraden izvanrednim umijec¢em, a bio je
procijenjen na 4000 rajnskih florena: ,Remetensis ad haec ejusdem Provinciae Conventus novd gavisus
est gratid Illustrissimi ac Reverendissimi Patris, & Domini Emerici Esterhdzy, Episcopi Zagrabiensis. Qui in
pignus obsequii, & amoris sui, qud jugiter Divam Remetensem prosequebatur, calicem ex auro puro, Viennae
Austriae insigni arte factum, & copiosd gemmarum fulgore radiantem (cujus valor quaternis florenorum
Rhenensium millibus appendebatur) votivd dond transmissum obtulit, cum hac chronographica, annum
praeteritum, quo calix elaborabatur, indicante, & pedi calicis incisa subscriptione: beneDIC serVo tVo 6 sanCta
VlIrgo reMetensls.” Benger, ANNALIUM EREMI-COENOBITICORUM, 536. Usp. Barle, Remete, 32.

# Usp. Benger, ANNALIUM EREMI-COENOBITICORUM, s.p. (prijepis u prilogu ovoga ¢lanka).
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Usp. Barle, Remete, 32.
Schneider, Portreti, 98.

5

%2 ,,Anno Domini 1723. Die 20. Xbris” Ivan Kristolovec, Descriptio Synoptica Monasteriorum Ordinis
sancti Pauli Primi Eremitae, in Illyrio fundatorum, tam per Turcas ab antiquo destructorum, quam in
praesens extantium, cum suis memorabilibus, tkp., fol. 47r, Zagreb, Nacionalna i sveucilisna knjiznica,

sign. R 4321/I-1L
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Kristolovec, Descriptio Synoptica, rkp., fol. 5v (istaknuo D.S.).
Za objasnjenje pojma contrafee / controfee, vidjeti — Jaroslav Klenovsky, Veduty: Historickd zobrazeni

mést Ceskyjch zemi od nejstarsich dob do poloviny 19. stoleti (Praha: Grada Publishing, 2024), 7 (bil;. 1).
® Na uputi na vezu s portretom iz bratislavske Narodne galerije (Josef Kurtz, 1735.) zahvaljujem

prof. dr. sc. Sanji Cvetni¢, s Odsjeka za povijest umjetnosti Filozofskoga fakulteta Sveucilista

u Zagrebu. O sudbini ljetnog refektorija i njegovih zidnih oslika, vidjeti: Tomislav Pugelnik,

»Zidne slike u ljetnoj blagovaonici bivSega pavlinskoga samostana u Lepoglavi,” Tkal¢i¢. Godisnjak

Danko Sourek: Emerik Esterhazy i hrvatsko umjetni¢ko nasljede 41



opseznijega ikonografskog programa go-
tovo posve unistenoga u godinama nepo-
sredno nakon Drugoga svjetskog rata,*
no njezin izgled sacuvan je na akvareli-
ranom crtezu Ferdinanda Quiquereza
(Budim, 1845. — Zagreb, 1893.) iz 1878.
godine,”” kao i na fotografiji Pure Grie-
sbacha (Mitrovica / Srijemska Mitrovica,
1911. — Zagreb, 1999.) iz 1938. godine.’ [sl.
18] Slika je prikazivala Esterhazyja pred
raskosnim zastorom, dok su na stolu do
njega bili izloZeni simboli nadbiskupske
i knezevske casti: palijj i kruna. Duz do-
njega dijela tekao je latinski napis (tek
djelomicno citljiv na Griesbachovoj fo-
tografiji) koji je nabrajao njegove sluzbe
(ukljucujuci i imenovanje ostrogonskim
nadbiskupom 1725. godine).”

Zasad najraniji portret Emerika
Esterhazyja onaj je u medaljonu na svo-
du nekadasnje knjiznice lepoglavskog
samostana, gradene izmedu 1710. i 1711.
godine.®* Danas znatno oSteceni oslici,
uokvireni raskosnom Stukaturom,® bili
su dovrSeni 1714. godine a pripisu-
ju se pavlinskom slikaru Franji Bobic¢u

Slika 18: Duro Griesbach, Portret Emerika
Esterhdzyja, unistena zidna slika iz neko¢
pavlinskoga samostana u Lepoglavi, Zagreb,
Strossmayerova galerija starih majstora Hrvatske
akademije znanosti i umjetnosti, Schneiderov
fotografijski arhiv.
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Drustva za povjesnicu Zagrebacke nadbiskupije 12 (2008): 467-508; Petar Puhmajer, Bernarda Ratanci¢,
,Ljetni refektorij pavlinskog samostana u Lepoglavi — nastanak, razaranje i ponovno otkrivanje,”
Portal. Godisnjak Hrvatskog restauratorskog zavoda 6 (2015): 161-82 (i ondje navedena ranija literatura).
Uz potrete poznatih pavlina, osnivaca i zastitnika lepoglavskoga samostana, oslik je obuhvacao

i prizore iz povijesti pavlinskog reda, Kristova zivota, zivota svetih Pavla pustinjaka i Antuna
opata, te prikaze sv. Augustina i sv. Jeronima. Usp. Pugelnik, ,Zidne slike,” 478-88; Cvetni¢, ,Ivan
Krstitelj Ranger / Ioannes Baptista Rangger,” in Lepoglava: Monografija, ed. Spomenka Tezak, Darko
Gorenak (Zagreb: Godar d.o.0., 2022), 92-96.

Zagreb, Hrvatski povijesni muzej.

Zagreb, Strossmayerova galerija starih majstora Hrvatske akademije znanosti i umjetnosti,
Schneiderov fotografijski arhiv, br. 1359. Usp. Puro Vandura, Borivoj Popovcak, Sanja Cvetnic,
Schneiderov fotografijski arhiv. Hrvatski spomenici kulture i umjetnosti (Hrvatska akademija znanosti

i umjetnosti, Strossmayerova galerija starih majstora, 1999), 328.

O pitanju datacije i autorstva zidnih oslika, vidjeti: Pugelnik, »Zidne slike«, 473-475; Puhmajer,
Ratanci¢, »Ljetni refektorij«, 162-164.

Usp. Ivo Lenti¢, ,Pavlinski samostan i crkva sv. Marije u doba baroka,” Kaj. Casopis za kulturu

i prosvjetu XV, no. 5 (1982): 40, 44, 46; Petar Puhmajer, Teodora Kuc¢inac, ,,Procelja Pavlinskog
samostana u Lepoglavi,” Radovi Instituta za povijest umjetnosti 32 (2008): 153.

O autorstvu Stukatura, usp. Miroslav Klemm, ,Stukature Iosepha Antona Quadria u crkvi svete
Marije u Lepoglavi,” in Lepoglavski zbornik 1992., ed. Zdenko Balog (Zagreb: Kajkavsko spravisce,
1993), 37-41; Repani¢-Braun, , Likovna ostavstina lepoglavskih pavlina,” in Lepoglava, 78.

Usp. Martina Ozanic, , Prilog za dataciju oslika Knjiznice Lepoglavskog samostana,” Radovi
Instituta za povijest umjetnosti 33 (2009): 141-144.
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Slika 19: Franjo Bobi¢, Emerik Esterhdzy, 1713.
-1714., Lepoglava,vnekadasvnji pavlinski samostan,
knjiznica (foto: D. Sourek).

(t Lepoglava, 1728).¢ Uz Esterhazyja,
u zasebnim medaljonima prikazana su
jos dvojica glasovitih pavlina, dobrotvo-
ra lepoglavske knjiznice: Gaspar Maleci¢
(Varazdin, 1646. — 1702.) i Ladislav Na-
dasdy (Bratislava, 1662. — 1729). Sva tri
portreta popracena su alegorijskim pri-
zorima, emblemima i napisima, a sam je
Esterhdzy — iako u pavlinskom habitu i s
pustinjackom bradom — ve¢ predstavljen
i kao najzasluzniji zagrebacki biskup: F. EME-
ricus Ex ComrTiBus / AB ESTERHAZ ORD[INT]

s PRIOR / GENERALIS SS. TH[EO]LO[GI]AE
DocToR. / NUNC MERITISSIMUS EPiscopus /
Z AGRABIENSIS HUIUS BIB[LIO|TH[E]CAE / BE-
NEFACTOR. [sl. 19] Usprkos znatnim ostece-
njima, u medaljonu iznad Esterhdzyjeva
portreta moguce je razabrati tri lika ras-
poredena oko sredisnje sfere pod kojom
se cita latinski napis: A SVMMIS / NOR-
MA /RECTI (,,NajviSim mjerilima isprav-
nosti”). Lijevi lik, s papinskom tijarom
i trostrukim krizem, zacijelo predstav-
lja crkvenu, a onaj desni — u kraljevskoj
odjeci i s uzdignutim macem - svjetovnu
vlast. Izmedu njih, nad plavom kuglom,
stoluje personifikacija Pravednosti, pove-
zanih ociju, s macem u desnoj i tezuljom
u lijevoj ruci. Ve¢ je Gjuro Szabo (1919)
prizor odredio kao alegoriju Prava pri-
druzivéi mu i one Teologije, Filozofije
i Medicine, u medaljonima na preostalim
zidovima knjiznice.** Ispod portretnog
medaljona - s lijeve i desne strane napi-
sa — ikonografsku cjelinu upotpunjuju
jos dva slikana polja: na onome desnom
(znatno ostecenom) pred Sumovitim je
krajolikom prikazan heraldicki simbol iz
Esterhazyjeva grba: okrunjeni grifon koji
zamahuje sabljom. U drugoj Sapi zasi-
gurno je drzao strucak cvijeca, a prati ga
stih ispisan na rotulu koji vijuga duz gor-
njega lijevog ruba polja: EX ENSE RI[G]
OR® EX FLORE SPIRANT VIRTUTIS
ODORES (,Iz maca ¢évrstoca, iz cvijeta
lahore mirisi vrline”), nastavljajudi se na
rotulu dolje desno: IN UTROQUE PRI-
MUS (,U obaju prvi“). Na lijjevom polju

6 Usp. Zeljko Jirousek, ,Opéi pregled umjetnosti. Umjetnitke epohe i stilovi. Kulturno-umjetnicke
sfere u Jugoslaviji. Vazniji historijsko-umjetnicki spomenici. Crkvena arhitektura i slikarstvo,”
in Almanah Kraljevine Jugoslavije, V. svezak, prvi deo, Nasa zemlja (prirucna enciklopedija kraljevine
Jugoslavije), ed. Viktor Manakin (Zagreb: Glavno urednistvo Almanaha kraljevine Jugoslavije
u Zagrebu, 1938), 80; Horvat, , Barok u kontinentalnoj Hrvatskoj,” 1982, 183; Mirkovi¢, ,Ivan

Krstitelj Ranger,” 128.

¢ Usp. Gjuro Szabo, ,,Spomenici kotara Ivanec,” Vjesnik Arheoloskog muzeja u Zagrebu 14 (1919): 48.
Temeljitu ikonografsku analizu donosi: Marija Mirkovi¢, , Likovni ures lepoglavske samostanske
knjiznice iz 1711.,” in Lepoglavski zbornik 1995., ed. Bozica Pazur (Kajkavsko spravisce, 1996), 67-83.

% Marija Mirkovi¢ (1996.) ovu rijec ¢ita kao reor. Usp. Marija Mirkovi¢, , Likovni ures,” 78.
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prikazana je stara zagrebacka katedra-
la,® pred kojom se izdizu dva vitka stupa
s alegorijskim Zenskim likovima (prva
Zena u ruci drzi simbol Bozjega oka, a u
rukama druge razabiru se kriz i kalez
s hostijom). I ovaj prikaz prati stih ispi-
san na rotulima u gornjem i donjem dije-
lu: VT SOL INTER SIDERA; PRAESULIS
FULGESCIT (,,Kao sunce medu zvijezda-
ma, [on] sja medu biskupima”).
Opisanim portretom Emerika Ester-
hazyja zavrsava pregled njegovih impre-
sivnih tragova u hrvatskoj umjetnickoj

Prilozi:

bastini. Sigurna pogleda, s njega nas
promatra pavlinski redovnik na pocetku
svojega puta visokoga prelata, koji ¢e ga
preko Zagreba i Veszpréma odvesti do
Beca, Ostrogona i Pozuna. Njegova ce
poboznost i pastirska revnost, kao i ra-
finiran ukus, a vjerojatno i aristokratska
Zelja za dostojnom reprezentacijom, svo-
je odraze pritom pronaci u brojnim i vri-
jednim umjetni¢kim narudzbama. Ovaj
osvrt pokusaj je sumarnoga prikaza hr-
vatske dionice njegova jos nedovrsenoga
naruciteljskog portreta.

Prilog 1: Andrija MuZar, izvjestaj o donatorskoj djelatnosti Emerika Esterhazyja
(Nikola Benger, ANNALIUM EREMI-COENOBITICORUM ORDINIS FRATRUM
EREMITARUM S. PAULI PRIMI EREMITAE VOLUMEN SECUNDUM, Impressum
POSONII Ann6 Domini MDCCXLIIL [1743], Typis Haeredum Royenianorum, s.p.):

() Quid porro de effusae liberalitatis
splendore memorem? Hac Coelitum
plane aemularis munificentiam, qui lar-
giuntur omnibus, ut sibi faciant debito-
res; quin Superos ipsos TIBI studes de-
vincire, dum sanctissima foenerandi arte
pauperem in terris DEUM ditare pergis;
ingenti fovens charitate egenos, in sacras
Religionum Familias larga effundens
subsidia, Templa Numini vel ¢ funda-
mentis construens, vel aere liberali in-
staurans, vel aris, sacrisque apparatibus
ad magnificentiam adornans, in vastissi-
ma praesertim TUA Archi-Dioecesi, ubi
quod Templa, turres, aras, Paroechias
attinet, undique jam aedificata, restau-
rata, ornata, aucta, provisa tum largiter,
tum sufficienter visuntur omnia; nec
adhuc cessatur ab operibus. Tam belle
in praecelso sacrae dignitatis fastigio

Religiosae memor paupertatis, ut nihil in
divitiis ames, quam quod possint donari;
nec opes recipias, nissi ut eas tam sancte
profundas.

Perennaturum hujus TUAE profusae
munificentiae testimonium reddet cum-
primis Cathedralis Ecclesia Zagrabiensis,
cui sacrificalem de puro auro Calicem
exquisitis adornatum gemmis; Ciborium
insignis elegantiae ac pretii; Antipen-
dium (ut vocant) summae arae de cuso
fabrefactum argento; & cor aureum ar-
gentea inclusum tumbae, recondendo
Christo Eucharistico aptatum, beneficen-
tissimae TUAE dexterae largitas dicavit.
Contestem aget & altera TUI quondam
Praesulatis Ecclesia Veszprimiensis,
quam omnibus ampli ejusdem Epis-
copii proventibus, in id gratiose cessis,
insigniter renovari, & erectis turribus

 Pretpostavku da je rije¢ o zagrebackoj katedrali (u vrijeme dok su oslici, zbog spomenutih
ostecenja, bili teZe ¢itljivi nego danas) donosi Marija Mirkovi¢ (1996.). Usp. Marija Mirkovic,

,Likovni ures,” 78.
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decorari faciens, novo liberalitatis genere
totum dedisti prilis, quam vel partem ac-
cepisses. Posoniensis ad haec Collegiata
Divi Martini Ecclesia aeviternum serva-
bit inexhaustae munificentiae TUAE mo-
numentum, cui marmoreum adjunxisti
Sacellum, cum ara compari, & argenteo
conditorio sacris Divi Joannis Eleemosi-
narii Lypsanis asservandis; Aram item
principem Sancto Pannoniarum Tutelari
Martino Praesuli opere prorstis magnifi-
c0 statuisti; aliisque copiosis sacrum illud
Delubrum ditasti ornamentis. Sed & Cat-
hedralis Ecclesia Tyrnaviensis cum non
intermoritura gratitudine benignissimae
TUAE munificentiae personabit pieta-
tem, qua eidem adjecisti miraculosae
Iconis Marianae Capellam, larga multo-
rum millium profusione extructam, ele-
gantique ard, insigni pictura, & plasticae
artis opere adornatam.

Praetereo Sanctimonialium a Diva
Elisabetha cognominatarum magnifi-
cam Ecclesiae, ac Coenobii structuram,
quam in Suburbanis Posoniensibus,
impensis amplius octuaginta millibus,
e fundamentis majore jam parte erexisti,
& pari munificentia continuas provehere
in perfectionem. Missas facio Pauperum
Matris DEI a Piis Scholis cognominato-
rum, Patrumque Capucinorum Religio-
sas aedes, nec non Ecclesiam, benignita-
te TUA in plurium elargitione millium
adjutas, ac promotas; quemadmodum &
Aram maximam Posoniensium Patrum
Franciscanorum. Subticeo Vestales sub
Divae Ursulae vexillo pariter Posonii
DEO famulantes, quibus in ampliatio-
nem Coenobii frequentes, largasque nu-
merati aeris summas contulisti; & alias
Divam Claram in Zagrabiensi Claustro
sectantes; itémque Seraphici asseclas
Francisci, quibus nobilem aram Sancto-
rum omnium Posegae, illis vero altare
S. Catharinae Bonnoniensis nomini di-
catum condidisti. Magni quoque Ignatii

Filios non memoro, in quorum Zagra-
biensi Ecclesia, eidem Sancto Patriarchae
ara ex marmore eleganti TUIS assurrexit
impensis; & Suburbanum Divi Xaverii
Templum ex annuo TUAE devotionis tri-
buto, per plurium lustrorum fluxum de-
posito, praeclaris decoramentis ornatum
TUAM praedicat largitatem. Non haec,
& innumera alia in haec stringo foliola,
quae etiam Voluminum spatia replerent.
Taceri nihilomintis obstrictissima
gratitudo non patitur ea munificentiae
donativa, quibus TUAE Religioni, Proto
— Eremitico Ordini nostro filiales olim,
dein Paternos affectus TUOS amplissime
comprobasti. Profert enim sacra Aedes
Mariana Remetensis Calicem auri puri,
gemmarum splendoribus circumami-
ctum, & sacrificalem praecipui decoris
apparatum, summasque ultra bis mille
in fructum stabilem elargitas. Ostentat
altera Mariana Ecclesia Thallensis prin-
cipem Aram, Thaumaturgae Matris Se-
dem eximia arte constructam, aeraque
campana turri imposita, & octona millia
Coenobio in fundationis augmentum li-
berali dono collata. Sed & tertium itidem
Marianum neo-Domicilium Sassiniense
complura florenorum millia per varias
vices in basilicae, Claustrique erectio-
nem tributa, & sex justae molis argentea
candelabra, cum Crucifixo, ac lampade,
geminis item Thuribulis, Calicibus, Ci-
borio, ac insigni Monstrantia, aliisque
pluribus Principe dignis muneribus Par-
thenio illi Templo dicatis; Bondorffense
denique Coenobium Ecclesiam suam
sub Annum 1728. incendidé vastatam,
TUO autem gratiose suppeditatd aere
ad majorem decorem instauratam, grata
pangunt memoria. Alia quam plurima
Divorum Templis, Claustralium Coeti-
bus, pauperimgque turbis pientissime
exhibita munificentiae TUAE monumen-
ta TE jubente celata, melilis reputasti ae-
ternitatis paginis inscribenda. (...)

Danko Sourek: Emerik Esterhazy i hrvatsko umjetni¢ko nasljede 45



Prilog 2: Toma Kovacevi¢, izvjestaj o donatorskoj djelatnosti Emerika Esterhazyja
(Daniele Farlati, ILLYRICI SACRI TOMUS QUINTUS. ECCLESIA JADERTINA CUM
SUFFRAGANEIS, ET ECCLESIA ZAGRABIENSIS. VENETIIS, MDCCLXXV. [1775],

APUD SEBASTTANUM COLETI, 598)

Donaria pretiosissima eidem ab Emerico mi-
ssa et collata.

Et vero de hac absentia, tametsi in sextum
annum producta, neque Ecclesiam, neque
dioecesim aliquid passim, quod justam
querendi ansam praeberet, ultro fatemur.
Fuit nemque nobis Vicarius Nicolaus Go-
thal lector, vir et a spiritu commendatus,
et a doctrina excellens, omnique mitra
dignissimus, qui universae dioecesis
negotia (tradita sibi plena potestate) ea
sollicitudine tum per se, tum per alios
dum aegrotaret, curabat, et expediebat,
ut quod amplius desideraretur, adverte-
re facile neutiquam fas fuit. Neque in iis
defectu laboratum, quae characteris epis-
copalis ministerium unice exposeunt,
puta consecratio olei, ordinum collatio,
et similia etc. ad quas functiones pera-
gendas ex dispositione absentis Episcopi
copia nobis vicinorum Praesulum haud
defuit. Denique id libenter fatemur, quod
Ecclesia nostra plus utilitatis ex absentia
sui Antistitis vetulerit, quam praesente
sperare poterat. Voluit ille esse et pris-
corum ambulator, et futurorum impulsor
Episcoporum, qui totus sacrae supellectili
augendae, et illustrandae intentus, ceteris
donariis praetermissis, pluviale, casulam
cum quatuor Dalmaticis, et antipendium
contulit; quae omnia ex singulari, et prae-
tiosa materia, diversis argentei fili figuris
miro labore, et opere phrygio ornata, non
possunt non spectantium oculos delecta-
re. In anno 1720. prodiit de ejus munifi-
centa ex auro puro insignis calix, innu-
meris pretiosis gemmis (quarum aliquot
majores Rhenensibus trecentis aestiman-
tur) adeo rara arte elaboratus, ut ejus
fama per urbem Viennensem circumlata,

46

in ipso plane Caesare, suaque aula desi-
derium ejus videndi excitarit. Absumpsit
autem ejus labor Rhenenses sex mille qu-
adringentos triginta; exbibetque sequens
chronographicum:

Me Deo ConseCro eX Voto perpetUo.

Hunc sequebatur nobilissimum Domi-
ni sepulchrum manuale ter mille Rhenen-
ses exaequans, quod ex argento mirifico
opere cusum, ac frequentissimis lapidi-
bus pretiosis collustratum, in intimo con-
tinet cor ex puro auro, perquam belle cor-
pori Christi in die Parasceves recipiendo
accomodatum, cum hoc lemmate:

ThesaUrUs aManter In CorDe

FLagrantl SepULtUs.

Ne minus splendidum argenteum
inauratum ciborium, quod Dominicae
Passionis mysteriis, innumerisque pre-
ciosis margaritis eximie ornatum, preti-
um referet Rhenensium ter mille septin-
gentorum, cum hac inscriptione:

CIborll SpLenDore ornaVIt SponsaM

PraesUL eJUS Zagrablensls.

At in antipendio arae summae habet
lector quod mireris et munificentiam
Praesulis, et curiosam figurarum, quibus
adumbratur, adinventionem. Est illud
cum duobus lateralibus ex puro argento,
habens cum illis insimul pondo centum
sexaginta quinque, et aliquot lothones,
seu ut alii vocant, marcas trecentas tri-
ginta. In medio majoris (ut descripta
mente intuearis) repraesentatur domun-
cula D. Joseph, quam idem dum sepire
condit, ascia pallum dolans, Christum
aeque palum in terram malleolo urgen-
tem identidem miratur. In proximo ad
partem dexteram est Angelus, qui sepi-
mentum positurus, infra palos virgul-
ta, collocat et disponit; quae dein alter
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Angelus, ut magis coalecant impellit,
et protrudit; tertius vero excitato igne
palorum adustioni incumbit, eidemque
superstat grandis arbor quercea, folio
et glande explicata. Ad partem demum
sinistram est Virgo in actu sessionis acu
et filo suitioni intenta, habens in latere
plures quercus foliis, et fructibus fecun-
das. Porro ex lateralibus unum exhibet S.
Stephanum paludatum, aliud S. Ladisla-
um thoracatum, reges Hungariae, et Pa-
trones Ecclesiae. Uterque de genu offert
coronam, ille Christo et Virgini, hic
Santissime Triadi. Omnium autem va-
lor est exaequat summam Rhenensium
octies mille; et in majori haec inscripta
leguntur:

HoC aMatae Sponsae, blnaqUe Late-
rIs AntIpenDla

PraesentaVerat PraesUL ZagrablensIs.

Alia aliis Ecclesiia dona collata.

Neque vero ille exornandae Ecclesiae
suae ita intendit, ut ad alias munificam
manum non extenderet. Poseganam vi-
delicet religiosorum D. Francisci Seraphi-
ci nobilissima ara sub invocatione omni-
um Sanctorum eximie decoravit; nec
minus Zagrabiensium Vestalium D. Cla-
rae, ubi honori D. Catharinae Bononien-
sis aram erexit, capellamque exaedifica-
vit. Erga Virginem Remetensem (veluti
cui suam ad Episcopatum Zagrabiensem

Literatura:

provectionem potissimum tribuit) eam
animo nutrivit devotionem, ut nullum
sabbathum omitteret, quin ad eam vene-
randam sacrum eo die faciendum cura-
ret; cui etiam casulam praetiosissimam,
et calicem pretiosissimum dono conse-
cravit. Divum quoque Franciscum Xave-
rium speciali cultu prosecutus, ad orna-
tum ejus capellae prope Zagrabiam tot
singulis annis Rhenenses, quot aetatis
annos numeraret, administrari curavit,
composita etiam ad ejusvenerationem
devotissima oratione. Ut praeterae Augu-
stissimae Eucharistiae publica veneratio
frequentio fieret in Ecclesia sua, instituit,
ut singulis diebus Dominicis novilunii in
summa Missa Venerabile exponatur, pra-
emissa processione, et recitatis in fine li-
taniis Lauretanis. Eodem pariter sedente,
ut in dominiis et statibus domus Austria-
cae atque adeo et in dioecesi Zagrabiensi,
officium de Corpore Christi, quavis seria
V. non impendita de praecepto, recitetur,
ad preces Augustissimi obtentum est
placitum summi Pontificis Clemetis XL
an. 1715. Denique fuerat pio ac munifico
Praesuli firmum propositum ad decorem
Ecclesiae suae adjicere adhuc quatouor
grandes statuas argenteas, jamque ad hoc
necessarias praemiserat delineationes:
ast superveniente diaeta Posoniensi aes
copiosum absumptum, non sine dolore,
optimarum intentionum filum praecidit,
utinam vero tantum ad tempus.
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Nadgrobni spomenici 17. stoljeca
u kontinentalnoj Hrvatskoj kao
svjedocanstvo drustvenog polozaja:
prihvacanje likovnih rjeSenja medu
hrvatskim plemstvom™*

Sepulkralne (hrobové) pamatniky 17. storocia ako svedectvo
o socialneho rozvrstvenia: Recepcia vizudlnych modelov medzi
chorvatskou slachtou / 17"-Century Tomb Monuments in Continental
Croatia as Testaments of Social Class: Reception of Visual Models
among Croatian Nobility

In the first half of the 17" century, tomb sculpture in the territories of present-day Croatia
and Slovakia underwent significant changes, departing from the tradition of medieval effigies
and aligning more closely with contemporary portraiture. This paper explores how the new
visual model, initially prevalent among the Hungarian high nobility, was gradually adopted
by Croatian nobles. By analysing tomb monuments erected in continental Croatia, the study
examines the socio-political context in which they were created and the symbolic meaning
of their visual components that emphasise the deceased’s military and social status. Special
attention is paid to the transmission of artistic ideas within noble circles and the role of tomb
sculpture in shaping the nobility’s identity.

Key words: early modern period, tomb monuments, tomb effigy, visual model,
nobility, representation

Kao obiljeZja podignuta u spomen na
preminule osobe, nadgrobni spo-
menici imaju istaknutu komemorativnu
funkciju. Neovisno o tome tko je bio za-
sluzan za njihovu izradu — pokojnik koji
je za zivota osigurao sredstva za vlasti-
ti nadgrobnik, njegovi krvni srodnici,

nasljednici ili netko drugi — njihova je
osnovna svrha obiljeZiti mjesto ukopa
i ocuvati sjecanje na pokojnika. Oda-
bir materijala, sloZzenost forme i likov-
no-tekstualni sadrzaj nadgrobnika cesto
odrazavaju drustveni polozaj, imovinski
status i vaznost pojedinca za njegovu

* Dr. sc. Maja ZvoRc, viga asistentica, Sveudiliste u Zagrebu, Filozofski fakultet, Odsjek za povijest

umjetnosti (Republika Hrvatska).

** Ovaj rad financirala je Hrvatska zaklada za znanost projektom Modeli naruciteljstva. Narucitelji,
umjetnici i publika u Zagrebu u 17. i dugom 18. stoljecu [IP-2022-10-3190].
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zajednicu ili barem sliku o znacaju koji
su pojedinac i njegovi nasljednici Zeljeli
stvoriti. Opisana komemorativno-repre-
zentativna funkcija odnosi se na nad-
grobne spomenike u cjelini, a posebice na
one iz razdoblja ranoga novog vijeka koji
su sredisnji predmet ovog istraZivanja.'
Sesnaesto i sedamnaesto stoljece na
podrucju Hrvatskoga Kraljevstva obi-
ljeZeni su ratovima protiv Osmanskoga
Carstva ¢iji je prodor zapoceo padom
Bosanskoga Kraljevstva 1463. godine.
Osmanske su snage postupno osvajale
hrvatski teritorij koji je do kraja 16. sto-
ljeca reduciran na uski pojas uz granicu
prema habsburskim nasljednim zemlja-
ma poznat u historiografiji kao reliqui-
ae reliquiarum olim magni et inclyti regni
Croatiae (,,0staci ostataka neko¢ velikoga
i slavnoga Kraljevstva Hrvatskoga”). Pre-
kretnicu u sukobu predstavljala je Bitka
kod Siska (1593.) kojom je zaustavljeno
daljnje napredovanje Osmanlija prema
zapadu. Ipak, borbe za povrat teritorija
nastavile su se tijekom cijeloga 17. stolje-
¢a, a tek je zavrsetkom Beckoga rata (1683.
- 1699, i sklapanjem mira u Sremskim
Karlovcima 1699. godine nastupilo mir-
nije razdoblje tijekom kojega se Hrvatsko
Kraljevstvo moglo posvetiti obnovi.

Jedan od pripadnika hrvatskoga vi-
sokog plemstva koji se istaknuo u rato-
vanju protiv Osmanskoga Carstva bio
je Toma II. Erdédy (?, 1558. — Krapina,
1624.). Njegov Zzivot bio je obiljezen voj-
nom sluzbom i obranom hrvatskoga
teritorija, za Sto je potroSio znatan dio
vlastitog imetka, a nikada nije bio u pot-
punosti obeste¢en.? Jedan od njegovih
najvecih vojnih uspjeha bilo je razbijanje
osmanske opsade sisacke utvrde (1593.)
u savezu s habsburskim snagama. Vi-
jest o pobjedi krs¢anske vojske brzo se
prosirila Europom, a Erdddy je primio
brojna priznanja za svoj doprinos, poput
pisma pape Klementa VIIL. koji je po-
hvalio njegovo junastvo i poticao ga da
ustraje u borbi protiv Osmanlija.> Osim
vojne sluzbe, Toma II. Erdédy obnasao
je brojne politicke duznosti: bio je hrvat-
sko-dalmatinsko-slavonski ban (1584.
- 1595, 1608. — 1614.), vrhovni kraljevski
stolnik (1598. — 1603.), tavernik za Ugar-
sku (1603. — 1608., 1615. — 1624.), kapetan
Kraljevine (1603. — 1605., 1607. — 1619.)
te veliki Zupan Varazdinske Zupani-
je i nasljedni kapetan grada Varazdina
(1607. — 1618.).* Cetiri je puta kandidi-
ran za palatina (1608., 1609., 1618., 1622.),
no ta je funkcija dodijeljena ugarskim

! Osim komemorativno-reprezentativne namjene ranonovovjekovni nadgrobni spomenici imali su
i eshatolosku funkciju jer su izrazavali vjeru u nastavak zivota nakon smrti, odnosno u uskrsnuce
duse. U krS¢anskoj eshatologiji grobovi predstavljaju privremena pocivalista tijela vjernika koja
¢e se, po drugome dolasku Krista, ponovno sjediniti s njihovim dusama i uskrsnuti. Katekizam
Katolicke Crkve (Zagreb: Glas Koncila, 2016.), 280, br. 997; 281, br. 1001; 285, br. 1016.

2 Tatjana Radaus, ,Erdédy, Toma I1.,” u Hrovatski biografski leksikon. 4, E-Gm, ur. Trpimir Macan
(Zagreb: Leksikografski zavod Miroslav Krleza, 1998), 71.

® Vise vidjeti u: Boris Prister, ,Hrvatski ban Toma Erdody - vitez Reda Otkupitelja,” in INCC-

98: zbornik radova 2. medunarodnog numizmatickog kongresa u Hrvatskoj, Opatija, 15. — 17. listopada
1998., ur. Julijan Dobrini¢ (Zagreb: Dobrini¢ & Dobrini¢; Hrvatsko numizmaticko drustvo, 2000),
141; Zrinka Blazevic i Daniel Premerl, ,,Christianae Reipublicae Propugnator: Reformnokatolicka
mitopoetika bana Tome Erdddyja (1558-1624), u Tridentska bastina: katolicka obnova

i konfesionalizacija u hrvatskim zemljama. Zbornik radova sa znanstvenog skupa odrZanog u Zagrebu 6.

i 7. prosinca 2013., ur. Zrinka Blazevi¢ i Lahorka Pleji¢ Poje (Zagreb: Matica hrvatska; Katolicki
bogoslovni fakultet; Filozofski fakultet Druzbe Isusove, 2016), 395.

* Radaus, , Erdédy, Toma II.,” 71-72. Toma IL. predao je casti velikoga Zupana Varazdinske Zupanije
i kapetana grada VaraZdina sinu Zigmundu I. 1618. godine.
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magnatima.® Bio je gorljiv branitelj rimo-
katolicke vijere ne samo protiv Osmanlija
nego i pristalica protestantizma. Na sjed-
nici hrvatsko-ugarskoga sabora u Bra-
tislavi (lat. Possonium, njem. Pressburg,
mad. Pozsony) odluc¢no je odbio prijed-
log ugarskih plemica o naseljavanju pro-
testanata na podrudju Hrvatske, zaprije-
tivsi macem i najavivsi borbu protiv ,te
kuge”.f Za zasluge u obrani rimokatolic-
ke vjere i papinstva mantovanski vojvo-
da Ferdinando I. Gonzaga odlikovao ga
je 1619. godine Ordenom Reda Otkupi-
telja (puni naziv Ordine del Preziosissimo
Sangue del Redentore), viteskog reda koji je
desetak godina prije (1608.) osnovao Fer-
dinandov otac Vincenzo I. u svrhu jaca-
nja rimokatolicke vjere, ali i u¢vrscivanja
saveznickih veza izmedu europskih ple-
mickih kuca.”

Toma II. Erdédy preminuo je na svo-
jem posjedu u Krapini u Sezdeset i Se-
stoj godini Zivota, onemocao od godina
i bolesti. Prema svjedocanstvu njegova
suvremenika i kronicara Jurja Ratkaja

(Veliki Tabor, 1612. — Zagreb, 1666.) pri-
preme za grofovu pogrebnu svecanost
trajale su Sest mjeseci.® Pokojnikovo je
tijelo preneseno iz Krapine preko Samo-
bora u Zagreb u svecanoj povorci koju su
predvodili konji ureSeni zlathom opre-
mom i tristo konjanika u crnim odora-
ma naoruzanih kopljima. Po dolasku
u Zagreb, tijelo je preko no¢i pohranjeno
u crkvi sv. Marka, a sljedece je jutro pre-
neseno u katedralu. Toj je povorci, prema
Ratkajevoj opasci, prisustvovao tako ve-
lik broj ljudi ,,da kada su prvi u parovima
usli u baziliku sv. Stjepana, posljednji jos nisu
izasli iz grada” odnosno Gradeca.’ Unu-
trasnjost katedrale, jos uvijek obiljezene
ostecenjima uzrokovanima pozarom koji
je izbio iste godine, bila je posebno ure-
dena za tu priliku. Zidovi su bili zastrti
crnom draperijom i ukraseni pogrebnim
emblemima, a prostor osvijetljen brojnim
svijecama.’’ U glavnome je brodu postav-
lien katafalk , koji je visinom dosezao goto-
vo do svoda crkve, ukrasen cudesnim vitra-
jima i raznolikos¢u boja”“** Prema kronici

® Orsolya Bubryak, , Athleta Christi. Political Propaganda in the Art Patronage of Tamas Erdédy, Ban
of Croatia and Slavonia,” Acta Historiae Artium Academiae Scientiarum Hungaricae 57, br. 1 (2016): 133.

¢ Juraj Ratkaj opisao je navedeni dogadaj i zabiljezio recenicu koju je ban tom prilikom uzviknuo:

Hoc inquie ferro, si aliter fieri non poterit, pestem istam a nobis eliminabimus, tresq[ue] nobis adsunt fluuis

Drauus, Sauus & Colapis, e quibus unum nouis hospitibus sorbendum dabimus.” (,Ovim gvozdem, ako

drugacije ne bude moguce, iskorijenit ¢emo tu kugu: jos imamo tri rijeke, Dravu, Savu i Kupu,

iz njih ¢emo dati novim gostima da piju vodu.”) Gregorio Rattkay de Nagy Thabor, MEMORIA

REGVM ET BANORUM, REGNORVM DALMATIZ, CROATIZ & SCLAVONIZ, INCHOATA

Ab Origine sua, & vsqlue]; ad pr/Esentem Annum M. DC. LII. DEDVCTA AVCTORE GREGORIO

RATTKAY, DE NAGY THABOR, Lectore & Canonico Zagrabiense (Viennee: Ex Officina Typographica

Matth &i Cosmerouis, Sac: CZAs: Maiestatis Typographi Aulici, 1652), 162. Djelo je dostupno

i u prijevodu: Juraj Rattkay, Spomen na kraljeve i banove kraljevstava Dalmacije, Hrvatske i Slavonije od

njihovih pocetaka, pa sve do ove 1652. godine koji je sastavio Juraj Rattkay od Velikog Tabora, zagrebacki

kanonik i lektor, prev. Zrinka BlaZevic et al. (Zagreb: Hrvatski institut za povijest, 2001), 229.

Prister, ,Hrvatski ban Toma Erdody,” 142-45.

Rattkay de Nagy Thabor, MEMORIA REGVM ET BANORUM, 163—-64. Vidjeti i: Rattkay, Spomen na

kraljeve i banove, 230-31.

,(--.) ea fuit comitantium hominum copia, ut binis & binis incedentibus, dum primi Basilicam Divi Stephani

ingrederentur, postremi nondum urbe egressi fuerint, quod fat notabilem distantiam efficit.”” Rattkay de

Nagy Thabor, MEMORIA REGVM ET BANORUM, 163.

Rattkay de Nagy Thabor, MEMORIA REGVM ET BANORUM, 163—-64; Rattkay, Spomen na kraljeve

i banove, 231.

L (...) inter alia maxime spectandum erat lectus fastigiatus in altitudinem prope concamerationis Templi,
luminibus vitreis miro modo colorumque varietatibus distinctis.” Rattkay de Nagy Thabor, MEMORIA
REGVM ET BANORUM, 163. Vidjeti i: Rattkay, Spomen na kraljeve i banove, 231.
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Slika 1: Epitaf Tome II. Erdédyja (+1624.), Zagreb,
katedrala Uznesenja Blazene Djevice Marije i sv.
Stjepana i Ladislava (izvor: Institut za povijest
umjetnosti, Zagreb).

gradeckoga isusovackog kolegija, za ova-
ko raskosno uredenje katedrale bili su
zasluzni isusovci, ¢ije je djelovanje grof

usrdno podupirao tijekom Zzivota.? Na-
kon $to je na odar polozen lijes s pokoj-
nikovim tijelom, zagrebacki biskup Petar
Domitrovic¢ (? — Varazdin, 1628.; episkopat
1611. — 1628.) odrzao je misu zadusnicu
(lat. requiem), a potom pogrebni govor (lat.
oratio funebris) u kojem je istaknuo pokoj-
nikove brojne vrline i zasluge.”” Po zavr-
Setku govora lijes je spusten u grobnicu
smjeStenu u juznoj apsidi nedaleko oltara
BlaZene Djevice Marije, a tristo kopljani-
ka koji su sudjelovali u povorci slomili su
svoja koplja o zidove katedrale, simbolic-
no izrazavajuci tugu i gubitak koji je kra-
ljevstvo pretrpjelo Erdédyjevom smrcu.
Nakon pogreba u zid juzne apside,
blizu Erdddyjeve grobnice, ugraden je
epitaf s grofovim likom oblikovan kao
jednostavan retabl [sl. 1] Iznad zone
predele, koja sadrzi natpis o pokojniko-
vu zivotu i postignuc¢ima, nalazi se sre-
di$nji reljef flankiran plitkim krilima
ukraSenima ratnim trofejima, simbolima
pokojnikova vojnog poziva. Na reljefu
Erdédy je prikazan kako stoji odjeven
u viteski oklop, pogledom usmjeren pre-
ma Kristu na krizu koji se nalazi s nje-
gove lijeve strane [sl. 2]. Lijevom rukom
drzi sablju koja mu visi o boku, a desna
mu pociva na kacigi odlozenoj na posta-
mentu. Oko vrata nosi orden Reda Ot-
kupitelja,”® a iznad glave ispisano je ge-
slo ,,IN-DEO-VICI” (,,U Bogu pobijedih”)

12 Franjo Fancev, ,Grada za povijest skolskog i knjiZevnog rada isusovackog kolegija u Zagrebu
(1606-1772.),” Starine 37 (1934): 40; Blazevi¢ i Premerl, , Christianae Reipublicae Propugnator,” 398.

1

>

,[Olmnium enim maiorum suorum Thomam Cardinalem sequentium, hic Thomas maior fuit.” Rattkay de Nagy

Thabor, MEMORIA REGVM ET BANORUM, 163. Vidjeti i: Rattkay, Spomen na kraljeve i banove, 231.

1:

I~

Kamen, tragovi polikromacije, oko 340 x 190 x 14 cm, Zagreb, katedrala Uznesenja Blazene

Djevice Marije i sv. Stjepana i Ladislava, juzna apsida. Za pregled literature o epitafu vidjeti:
Maja Zvorc, Preci, potomci, prestiz: Naruiteljske elite i nadgrobni spomenici na podrucju Zagrebacke
biskupije od XV. do XVIII. stolje¢a (Zagreb: Institut za povijest umjetnosti, 2023), 120-23, 259-60. Za
razliku od nadgrobnih ploca, koje su polozene na crkveni pod i prekrivaju pojedinacni grob ili
ulaz u grobnicu, epitafi su ugradeni u zidnu masu i smjesteni su u neposrednoj blizini groba ili

grobnice s tijelom pokojnika.

=

Ogrlica se sastoji od ovalnih medaljona na kojima je ispisano geslo reda ,, Domine, probasti [me]”

(,Gospodine, pronices me,” Ps, 139,1) i privjeska s parom andela koji drze relikvijar Krvi Kristove
iz mantovanske crkve sv. Andrije. Prister, ,Hrvatski ban Toma Erdody,” 142, 144; Blazevic¢
i Premerl, ,,Christianae Reipublicae Propugnator,” 397.
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koje je preuzeo nakon pobje-
de kod Siska. Epitaf je zaklju-
Cen prekinutim zabatom sa
sjedinjenim grbom kraljevina
Dalmacije, Hrvatske i Slavo-
nije’ koji je flankiran grbom
Druzbe Isusove i Marijinim
monogramom.

DosadaSnja  istraZivanja
nisu otkrila izvore koji bi
pouzdano potvrdili identitet
narucitelja Erdédyjeva nad-
grobnika. Oslanjaju¢i se na
suvremene kronike Jurja Rat-
kaja (1652) i Grgura Pethoa
de Gerse (1660.), Orsolya Bu-
bryak iznijela je pretpostav-
ku da je spomenik narucio Tomin sin Zi-
gmund 1" Premda obje kronike opisuju
Erddédyjev raskosan pogreb, nijedna ne
spominje epitaf ni njegova narucitelja.’®
Zrinka Blazevi¢ i Daniel Premerl raz-
motrili su alternativnu mogucnost da su
epitaf narucili isusovci, temelje¢i svoju
argumentaciju na Erdédyjevu pokro-
viteljstvu Druzbe Isusove i prisutnosti
isusovackoga grba na spomeniku.” Me-
dutim, svecenstvo je uglavnom podizalo
nadgrobne spomenike za crkvenu bracu,

SN -\

Slika 2: Detalj epitafa Tome II. Erdédyja (11624.), Zagreb,
katedrala Uznesenja BlaZene Djevice Marije i sv. Stjepana
i Ladislava (foto: M. Zvorc).

dok su nadgrobnike za svjetovne osobe
najceS¢e narucivali c¢lanovi uZze obitelji
— supruznici, djeca ili braca pokojnika.’
S obzirom na te okolnosti, pretpostavka
Orsolye Bubryak cini se izglednijom od
one Zrinke Blazevi¢ i Daniela Premerla.
Prisutnost isusovackoga grba na epitafu
tako vjerojatnije upucuje na Erdédyjevu
potporu ulozi isusovaca kao predvod-
nika katolicke obnove nego na njihovu
naruciteljsku ulogu. Ipak, u nedostat-
ku potvrda u povijesnim izvorima ili

16 Boris Prister identificirao je ovaj grb kao grb Trojedne Kraljevine Hrvatske, Slavonije i Dalmacije
(1868. — 1918.), na temelju ¢ega je zakljucio da je najvjerojatnije dodan u 19. stoljecu. Prister,
,Hrvatski ban Toma Erdody,” 142. Medutim, grb koji objedinjuje heraldicke simbole svih triju
kraljevina poceo se upotrebljavati znatno ranije, jos u 17. stolje¢u, kao izraz politicke ideje
o ujedinjavanju Dalmacije, Hrvatske i Slavonije u jedinstvenu drzavnopravnu cjelinu. Upravo je
grb s epitafa Tome II. Erdédyja jedan od prvih poznatih primjera takve simbolike. Jedan raniji
primjer predstavlja sjedinjeni grb s grbovnice Matije II. koju je kralj dodijelio 1610. godine Ivanu
Budoru i njegovim nasljednicima. Mate Bozi¢ i Stjepan Cosié, Hrvatski grbovi: geneza, simbolika,
povijest (Zagreb: Hrvatska sveucili$na naklada; Filozofski fakultet Sveucilista u Zagrebu; Institut
drustvenih znanosti , Ivo Pilar”, 2021), 104, 189-91.

7 Orsolya Bubryak, ,’In Deo vici. Kegyesség és reprezentacié Erdédy Tamas (1558-1624) horvat ban
mupartolasaban,” Studia Agriensia 27 (2008): 268; Orsolya Bubryak, , Athleta Christi,” 153.

18 Rattkay de Nagy Thabor, MEMORIA REGVM ET BANORUM, 163-64; Rattkay, Spomen na kraljeve
i banove, 230-31; Gergely Pethd, ROVID MAGYAR CRONICA. SOK RENDBELI FO HISTORIAS
Konyvekbol nagy szorgalmatossiggal egybe szedegettetet és IRATTATOT (Bécsben: Cosmerovius Matthé,
1660), fol. 133r. Potonja kronika objavljena je posthumno, tridesetak godina nakon autorove smrti (1629.).

19 Blazevi¢ i Premerl, , Christianae Reipublicae Propugnator,” 403.

2 Za pregled najées¢ih naruciteljskih obrazaca na podrudju kontinentalne Hrvatske vidjeti: Zvorc,

Preci, potomci, prestiz, 195-98.
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arhivskim dokumentima, nijedna od
dviju teza ne moZe se sa sigurnoscu po-
tvrditi niti odbaciti.

Nadgrobno je kiparstvo grana skul-
pturalne umjetnosti koja je obiljezena
konvencijama i tradicijom, Sto se ocituje
u dugome trajanju likovno-ikonograf-
skih obrazaca. Epitaf Tome II. Erdédyja
pripada skupini nadgrobnih spomeni-
ka koji se likovnim rjeSenjem odmicu
od tradicionalnih viteSkih nadgrobnika
i priblizavaju suvremenim portretnim
djelima.» Uklanjanjem elemenata ka-
rakteristicnih za gisante (poput motiva
jastuka, sklopljenih ociju ili ruku poloze-
nih na prsima), prilagodbom impostacije
tijela kojom se pokojnik prikazuje u sto-
je¢em — umjesto leze¢em — polozaju (pri-
mjenom kontraposta, okretanjem figure
iz en facea u poluprofil ili tricetvrt profil)
te uvodenjem postamenta s kacigom, li-
kovi pokojnika na takvim nadgrobnici-
ma nalikuju reprezentativnim dvorskim

portretima. Osim Erdddyjeva epitafa,
ovoj skupini pripadaju, primjerice, grob-
nice palatina Stjepana Illéshazyja (11609.)
iz zupne crkve u Pezinoku, palatina
Ivana II. Draskovica (11613.) iz katedrale
sv. Martina u Bratislavi [sl. 3],>* palatina
Jurja VII. Turza (t1616.) iz dvorske kapele
Oravskoga dvorca te GaSpara Illéshazyja
(t1648.) iz zupne crkve u Trencinu,® ali
i manja skupina spomenika s podrudja
Hrvatskoga zagorja iz prve polovine 17.
stoljeca — nadgrobnik Benedikta Thuro-
czyja Ludbreskoga iz Vinice, Ivana IV.
Pethéa de Gerse iz Ivanca i obitelji Vra-
govic iz MaruSevca. Na svim navedenim
nadgrobnicima pokojnici su prikazani
u gotovo istovjetnim pozama i sa srod-
nim obiljezjima: odjeveni u viteski oklop,
stoje u kontrapostu u jednoj ruci drzeci
oruzje (mac ili topuz), a drugom pridrza-
vajuci kacigu poloZenu na postamentu.*
Najvazniji nadgrobni spomenik unutar
ove skupine koji je vjerojatno posluzio

2 Géza Galavics, ,A magyar kiralyi udvar és a kés6 reneszans képzémiivészet,” u Magyar reneszinsz
udvari kultiira, ur. Julia Székely (Budapest: Gondolat Kényvkiado, 1987), 247-48.

2!

[N

PjesScenjak, 192 x 100 x 18 cm, Bratislava, katedrala sv. Martina, vanjski sjeverni zid svetiSta.

O spomeniku vidjeti: Ivan Rusina, Renesancnd a barokovd plastika v Bratislave (Bratislava:

Tatran, 1983), 8, 54-55; Galavics, ,,A magyar kiralyi udvar,” 248; Arpéd Miké i Géza Palffy,

A pozsonyi Szent Marton-templom késd reneszansz és kora barokk siremlékei (16-17. szazad),”
Miivészettirténeti Ertesité 51, br. 1-2 (2002): 115, 149-51.

2

@

ViSe o spomenicima i njihovim sli¢nostima vidjeti u: Maria Agghazy, ,Grabdenkmaler des

2
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R

Hochadels in Oberungarn aus dem XVIL Jahrhundert und ihre Stilquellen,” Acta Historiae Artium
Academiae Scientiarum 5 (1958): 108-10; Rusina, Renesancnd a barokovd plastika, 8; Galavics, , A magyar
kiralyi udvar,” 246-48; Miké i Palffy, ,, A pozsonyi Szent Marton-templom,” 113; Géza Palfty, , Die
adelige Funeralkultur und Typen von Grabdenkmaélern im Konigreich Ungarn im 16. und 17.
Jahrhundert,” u Macht und Memoria. Begribniskultur europiischer Oberschichten in der friihen Neuzeit,
ur. Mark Hengerer (K6ln/Weimar/Wien: Bohlau Verlag, 2005), 504—-07; Jozef Medvecky, ,Novovek,”
u Umenie na Slovensku: strucné dejiny obrazov, ur. Zuzana Bartosova (Bratislava: Slovart, 2007), 83.
Usporedno s opisanim ,,suvremenijim” rjeSenjem nastavlja se primjenjivati tradicionalni

motiv pokojnika kao gisanta. Jedan takav primjer predstavljaju tumbe ¢lanova obitelji Turzo

koji su pokopani u crkvi sv. Jakoba u Levoci, one Kristofa IIL. (t 1614.) i Stanislava III. (+ 1625.).

Vise o spomenicima vidjeti u: Galavics, , A magyar kiralyi udvar,” 246; Palffy, , Die adelige
Funeralkultur,” 506; Zuzana Ludikova, Arpeid Miké i Géza Palffy, ,, A 16csei Szent Jakab-templom
reneszansz és barokk siremlékei, epitafiumai és halotti cimerei (1530-1700),” Miivészettorténeti
Ertesitd 55 (2006): 365-68, 374-77; Zuzana Covanova Janosikova, “Renesanc¢na architektura

a socharstvo v 16. a prvej polovici 17. storocia na Spisi,” u Historia Scepusii, vol. II: Dejiny Spisa

od roku 1526 do roku 1918, ur. Martin Homza i Stanistaw A. Sroka (Bratislava/Krakéw: Katedra
slovenskych dejin Filozofickej fakulty Univerzity Komenského; Instytut Historii Uniwersytetu
Jagiellonskiego, 2016), 832-35.
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kao uzor ostalima jest epitaf Nikole IIL
Pélffyja od Erdéda (2, 1552. — Hrad Cer-
veny Kamen, 1600.) iz katedrale sv. Mar-
tina u Bratislavi [sl. 4].

Poput Tome II. Erdédyja, Nikola II.
Palffy posvetio je Zzivot vojnom pozi-
vu i drzavnickim duZnostima. Tijekom
svoje karijere obnasao je niz istaknutih
vojnih i politickih funkcija: bio je glavni
kraljevski komornik (1582. — 1600.), glav-
ni kapetan gradova Komadarna (lat. Ca-
marum, njem. Komorn, mad. Komarom;
1584. — 1589, 1594. — 1600.), Novih Zamka
(1589. — 1600.) i Ostrogona (1595. — 1600.),
zupan Komoranske Zupanije (1584. —
1600.) te nasljedni zZupan Pozunske Zu-
panije (1599. — 1600.), kao i nasljedni ka-
petan Pozuna (1599. — 1600.).*¢ Njegova
supruga Maria Fugger dala mu je podi-
¢i nadgrobni spomenik u svetistu bra-
tislavske katedrale. Epitaf je izvorno bio
oblikovan kao tektonski retabl, a izradio
ga je augsburski kipar Caspar Menneler
(Augsburg, 1575. - ?, 1630.).% Sredisnji dio
nadgrobnika bio je podijeljen na tri niSe:
u sredisnjoj je bio smjesten kip pokojni-
ka, a u bo¢nima skulpture arkandela Ga-
brijela i Mihaela. Atika spomenika bila je
ukrasena reljefom bitke protiv Osmanlija
iznad kojega se nalazio grb obitelji Palffy
flankiran parom muza. Tijekom neogo-
ticke obnove katedrale u drugoj polovini

Slika 3: Epitaf Ivana I1. Draskovica (t1613.),
Bratislava, katedrala sv. Martina (foto: M. Zvorc).

19. stoljeca velik je dio epitafa uklonjen.
Sacuvana je samo sredisnja nisa s likom
pokojnika koja je ugradena u sjeverni zid
svetiSta, gdje se nalazi i danas.” Izvorni
izgled nadgrobnika moguce je rekon-
struirati na temelju pisanih i vizualnih
izvora poput crteza Franza Alta (1848.)
[sl. 5] na kojem je dokumentiran izgled
svetiSta prije obnove.? Slicnu neogoticku

% Vapnenac, 195 x 92 x 30 cm, Bratislava, katedrala sv. Martina, sjeverni zid svetista.

% Miko i Palffy, ,A pozsonyi Szent Marton-templom,” 138-39.

# Pokojnikova supruga prvotno je sklopila ugovor s augsburskim majstorom Paulom Mayrom koji
se obvezao izraditi epitaf tektonskoga tipa. Po dovrsetku, spomenik je dopremljen u Bratislavu,
no nije zadovoljio ukus pokojnikove obitelji koja je potom angazirala drugoga umjetnika,
Caspara Mennelera, da izradi novi. Mayrov epitaf pohranjen je u franjevackoj crkvi, gdje se
nalazi i danas. Sac¢uvana je samo sredisnja nisa s likom pokojnika, a cjeloviti izgled spomenika
moguce je rekonstruirati na osnovi fotografije modela, koji je u meduvremenu takoder izgubljen.
Rusina, Renesancnd a barokovd plastika, 52; Galavics, ,, A magyar kiralyi udvar,” 247; Arpéd Miko
i Géza Palffy, ,, A pozsonyi ferences templom késé reneszansz és kora barokk siremlékei,”
Milvészettorténeti Ertesitd 54, br. 3—4 (2005): 329-31; Palffy, , Die adelige Funeralkultur,” 506.

* Vise o spomeniku vidjeti u: Rusina, Renesancni a barokovd plastika, 8, 48—49; Galavics, ,,A magyar
kiralyi udvar,” 247-48; Rusina, ,Nahrobna plastika,” u Barok: Dejiny slovenského vytvarného umenia,
ur. Rusina (Bratislava: Slovenska narodna galéria, 1998), 12, 14-15; 421, kat. br. 91; Miké i Palffy,
A pozsonyi Szent Marton-templom,” 137-142; Palffy, ,Die adelige Funeralkultur,” 506-7.

» Akvarel, 387 x 285 mm, Be¢, Liechtenstein Museum, The Princely Collections.
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Slika 4: Caspar Menneler, Epitaf Miklésa I1.
Pélffyja od Erddda, 1601., Bratislava, katedrala sv.
Martina (foto: M. Zovorc).

obnovu prosla je i zagrebacka katedrala
nakon potresa 1880. godine. Medutim,
epitaf Tome II. Erdédyja tom je prilikom
sre¢om ostao netaknut, ¢ime je sacuvan
njegov izvorni izgled.

Glavna razlika izmedu nadgrobnih
spomenika Tome II. Erdédyja i Nikole II
Palffyja, a time i drugih nadgrobnika koji
pripadaju opisanoj skupini, jest ta Sto
Erdddyjev epitaf sadrzi prikaz Raspetoga,

Slika 5: Franz Alt, Unutrasnjost svetista poZunske
katedrale sv. Martina, 1848., Bec, Liechtenstein
Museum, The Princely Collections (© The Princely
Collections, Liechtenstein Museum, Bec).

koji je uobicajeniji za nadgrobnike s pri-
kazom pokojnika kao adoranata u moli-
tvi. Prikaz Krista razapetoga na krizu ne
zacuduje ako se uzme u obzir Erdédyjev
ugled kao athleta Christi — status koji je ti-
jekom zivota stekao sudjelovanjem u bit-
kama protiv Osmanlija i odrzavanjem
snaznoga rimokatolickog identiteta, a koji
su njegovi nasljednici njegovali i nakon
grofove smrti. Orsolya Bubryak uocila je
da zagrebacki epitaf dijeli slicnosti sa za-
vjetnom slikom iz Slovackoga narodnog
muzeja u Bojnicama (Slovenské narodné
muzeum — Miizeum Bojnice) [sl. 6]*° koju
je Erdédy dao izraditi povodom primanja
u Red Otkupitelja.*' Na toj je slici grof pri-
kazan kako kleci pred Raspetim odjeven
u veriznu kosulju i opasan macem, dok

% Ulje na dasci, 184 x 147 cm, Bojnice, Slovenské ndrodné mtizeum — Miizeum Bojnice, inv. br. XI-1173.

3 Bubryak, , Athleta Christi,” 269-70.
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Slika 6: Zavjetnika slika Tome 11. Erdédyja, 1620., Bojnice, Slovenské ndrodné miizeum — Miizeum
Bojnice (© Slovenské ndrodné miizeum — Miizeum Bojnice, Bojnice).

se u pozadini odvija bitka za Sisak. Za-
stupljenost istih motiva na zavjetnoj slici
i nadgrobnome spomeniku (Erdddyjev
lik, Raspeti, geslo, obiteljski grb, maske-
ron) upucuju na mogucnost da je navede-
ni ex voto — uz Palffyjev epitaf — posluzio
kao jedan od likovnih uzora za izvedbu
ErdSdyjeva nadgrobnika.

Postoji jos jedan spomenik s podrucja
tadasnje Gornje Ugarske (danas podrucdje
istone Slovacke, Zakarpatske Ukrajine
i sjeveroistocne Madarske) cije je likov-
no rjeSenje blisko epitafima Nikole IL

Palffyja i Tome II. Erdédyja, a koji je po-
dignut prije oba navedena spomenika.
Rije¢ je o nadgrobniku Hansa Ruebera
Pixendorfa (Piichsendorf, Puxendorff; ?,
1529. — Velky Saris, 1584.), glavnoga ka-
petana Gornje Ugarske, koji je pokopan
u katedrali sv. Elizabete u KoSicama.
Spomenik je podignut 1591. godine u ka-
peli Sv. Kriza, poznatoj i kao Kromerova
kapela prema njezinu narucitelju, a koja
danas sluzi kao kapitularna sakristija.*
Nadgrobnik je uklonjen 1733. godine
pri postavljanju novoga oltara u kapeli,

2 Galavics, ,A magyar kiralyi udvar,” 247; Palffy, , Die adelige Funeralkultur,” 505-6; Arpad Miké,
,IX-4, Hans Rueber von Piichsendorf (11584), fels6-magyarorszagi f6kapitany siremlékének
féfiguraja Kassarol,” u Mdtyds kirdly droksége, Késd reneszinsz miivészet Magyarorszdgon (16-17.
szdzad), ur. Arpéd Miko, Maria Verd i Anna Javor (Magyar Nemzeti Galéria, 2008), 253.
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Slika 7: Nadgrobni spomenik Hansa Ruebera
Pixendorfa, 1591., Budimpesta, Magyar Nemzeti
Galeria (© Magyar Nemzeti Galeria, Budimpesta).

pri ¢emu je sacuvana samo sredisnja
skulptura pokojnika, danas pohranjena
u Madarskoj nacionalnoj galeriji (Magyar
Nemzeti Galeria) u Budimpesti [sl. 7].%
Razmatrajuci prijenos i utjecaj novih vi-
zualnih modela u nadgrobnoj plastici
medu ugarskim plemstvom, Géza Ga-
lavics istaknuo je da Pixendorfov nad-
grobnik nije imao tako snaZan odjek

u Gornjoj Ugarskoj kao sto je epitaf Ni-
kole II. Palffyja imao u Donjoj Ugarskoj
(podrucje danasnje sredisnje i zapadne
Slovacke).** Medutim, vjerujemo da je bio
dio likovnoga repertoara za kojim su na-
rucitelji posezali pri odabiru rjesenja koja
su odgovarala njihovim Zeljama i potre-
bama. Naime, svi dosad navedeni ma-
gnati — Hans Rueber Pixendorf, Nikola IL
Palffy, Toma II. Erdédy, Ivan II. Drasko-
vi¢, Juraj VIL Turzo i Gaspar Illéshazy —
pripadali su istom drustvenom sloju: bili
su pripadnici visokoga plemstva, visoki
drzavni duZnosnici i vojni zapovjednici.
Dijelili su slican nacin Zivota, kretali se
u istim politickim i drustvenim krugo-
vima te su bili povezani obiteljskim i ze-
nidbenim vezama.** Takva mreza odnosa
omogucila je razmjenu i prijenos novih
ideja medu njima, pri ¢emu su pokazali
slican estetski senzibilitet i preferencije
kao narucitelji. Njihova drustvena i po-
liticka povezanost pridonijela je Sirenju
inovativnih oblika nadgrobne plastike,
Sto se jasno ocituje u stilskoj podudarno-
sti njihovih spomenika na kojima su po-
kojnici prikazani na reprezentativan i au-
toritativan nacin kao vojni zapovjednici,
uza sve simbole svojega poloZaja i Casti.
To novo likovno rjesenje prihvatili su
i manje utjecajni plemici koji su nastojali
i¢i u korak s drustveno-politickom eli-
tom. To potvrduje skupina nadgrobnih
spomenika nastalih tijekom prve polo-
vine 17. stolje¢a na uskom geografskom
podrudju — sjevernom dijelu Hrvatsko-
ga zagorja. Rije¢ je o nadgrobnicima

% Mramor, 185 x 73 x 45 cm, Budimpesta, Magyar Nemzeti Galeria, inv. br. 55.1593.

% Galavics, ,A magyar kiralyi udvar,” 247.

% Maria Agghdzy posebno istite vaznost rodbinskih veza u prijenosu likovnih rjeSenja. Agghazy,
,Grabdenkmaler des Hochadels in Oberungarn,” 108-9, 116. Sto se tice navedenih plemica,
pojedini su se viSestruko orodili. Primjerice, Barbara, jedna od kéeri Jurja VIL Turza, bila je udana
za sina Tome II. Erédyja, Krsta, dok je druga, Helena, bila udana za Gaspara Illéshazyja. Stjepan

Illéshazy i Nikola II. Palffy su pak bili Surjaci.
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Benedikta Thuréczyja Ludbreskoga
(t 1616.) iz Vinice [sl. 8],%¢ Ivana IV. Pet-
héa de Gerse (t 1616.) iz Ivanca [sl. 9]
i ¢lana obitelji Vragovi¢ iz Marusevca.?®
Sva su tri nadgrobnika oblikovana pre-
ma istome modelu: prikazuju pokojnika
odjevena u viteski oklop koji u desnoj
ruci — visoko podignutoj u laktu — drzi
topuz, a lijjevom pridrzava sablju, izu-
zev lika na maruseveckom nadgrobniku
koji umjesto sablje drzi barjak. Pokojnici
na glavi nose kalpak, pokrivalo za gla-
vu karakteristicno za hrvatsko-ugarsko
plemstvo, a kaciga je odlozena s njihove
desne strane na profiliranom postamen-
tu. MarusSevecki nadgrobnik sadrzi i mo-
tiv lava koji lezi iza pokojnikovih nogu,
simbolizirajuci snagu i sluzeci kao sred-
stvo (dodatne) glorifikacije pokojnika.
Nijedan od navedenih nadgrobnika nije
sacuvan u izvornome obliku, nego su svi
sekundarno ugradeni u unutarnje zido-
ve crkava.*” Nije poznato jesu li izvorno
bili uklopljeni u ve¢i arhitektonski okvir,
poput dosad razmotrenih epitafa, ili su
sadrzavali samo nisu s likom pokojnika.
Na maruseveckom nadgrobniku nije cak
saCuvan ni natpis zbog cCega se ne moze
poblize odrediti za kojega je ¢lana obite-
lji podignut —jedini je element identifika-
cije grb isklesan na luku polukruznoga
otvora ispod kojega pokojnik stoji.
Zasad nisu razjasnjenje okolnosti na-
rudzbe nijednoga od triju spomenika.

Slika 8: Radionica majstora Trantnerova epitafa
(?), Nadgrobni spomenik Benedikta Thuréczyja
Ludbreskoga (11616.), Vinica, crkva sv. Marka
evandelista (izvor: Institut za povijest umjetnosti,
Zagreb).

Nije poznato tko ih je narucio, tko ih je
izradio niti kada su nastali. Djelomic-
na je iznimka nadgrobnik Benedikta
Thurdczyja Ludbreskoga koji je Emilijan
Cevc na osnovi stilske analize pripisao

% Mramor, 181 x 95,5 x 11,5 cm, Vinica, crkva sv. Marka evandelista. Detaljnije o spomeniku vidjeti:
Zvorc, Preci, potomci, prestiz, 69-75, 80, 89, 278; i ondje navedenu literaturu.
¥ Kamen, 221 x 74 x 13 cm, Ivanec, crkva sv. Marije Magdalene, izvorno u dvorskoj kapeli sv. Ivana

Krstitelja kastela Ivanec.

% Kamen, 118 x 100 x 11 cm, Marusevec, crkva sv. Jurja.

¥ Thurdczyjev se nadgrobnik nalazio u staroj zupnoj crkvi koja je srusena 1808. godine, a na njezinu
je mjestu podignuta nova. Prilikom izgradnje nove crkve nadgrobnik je ugraden u sjeverni zid
svetiSta. Nadgrobnik Ivana IV. Pethéa de Gerse izvorno se nalazio u dvorskoj kapeli ivaneckoga
kastela koja je srusena 1844. godine. Spomenik je izvaden prije rusenja i ugraden u juzni zid
Zupne crkve. Vragovicev nadgrobnik podignut je s poda svetista crkve u kojoj se nalazi i ugraden
u sjeverni zid prezbiterija tijekom njegove obnove 1913. godine. Detaljnije o spomenicima vidjeti:
Zvorc, Preci, potomci, prestiz, 69-75, 268, 272, 278; i ondje navedenu literaturu.
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Slika 9: Nadgrobni spomenik Ivana IV. Pethda de
Gerse (11616.), Ivanec, crkva sv. Marije Magdalene
(izvor: Institut za povijest umjetnosti, Zagreb).

radionici majstora epitafa Georga Tran-
tnera.*® Ta je kiparska radionica djelovala
u prvoj polovini 17. stolje¢a u Ptuju i Slo-
venskim Konjicama opskrbljujudi radovi-
ma dijelove slovenske Stajerske i Hrvat-
skoga zagorja. Godina smrti Benedikta
Thurdczyja Ludbreskoga i Ivana IV. Pet-
héa de Gerse (1616.) moze posluziti kao
uporisSte za okvirno odredivanje vremena

nastanka dvaju nadgrobnika. Medutim,
iako su nadgrobne spomenike najcesce
narucivali clanovi obitelji neposredno
nakon smrti pokojnika, poznati su sluca-
jevi u kojima su pojedinci jos za Zivota
dali izraditi vlastiti nadgrobnik ili su im
potomci podigli spomenik ¢ak nekoliko
desetljeca nakon njihove smrti.*' Stoga,
bez konkretnih arhivskih podataka nije
moguce sa sigurnos¢u odrediti toc¢no
vrijeme nastanka nadgrobnih spomeni-
ka u Vinici i Ivancu, a jos manje onoga
u Marusevcu. Razlike u kiparskom ruko-
pisu upucuju na to da su spomenike izra-
dili razli¢iti majstori odnosno radionice,
no kompozicijske slicnosti medu njima
jasno naznacuju da su nastali u medu-
sobnoj ovisnosti. Ostaje otvoreno pitanje
koji je od nadgrobnika nastao prvi, od-
nosno koji je posluzio kao uzor drugima
dvama.

Nadgrobnik Benedikta Thurdczyja
Ludbreskoga istice se kvalitetom izvedbe
i upotrijebljenoga materijala u usporedbi
s druga dva spomenika. Medu pripadni-
cima triju obitelji — Thuroczy, Peth6 de
Gerse i Vragovi¢ — upravo se Benedikt
najvise uzdigao na drustvenoj ljestvi-
ci. Potjecao je iz ogranka obitelji koja se
potkraj 15. stoljeca doselila iz Turocke zu-
panije (lat. Thurocium, sk. Turiec, njem.
Turz, mad. Tur6éc) u Hrvatsku.”? Bio je
gospodar Ludbrega, Belca i Vinice, kra-
ljevski savjetnik te jedan od potpisnika
Beckoga mira (1606.) kojim je okoncan
protuhabsburski ustanak u sjevernim di-
jelovima ostataka Kraljevine Ugarske (ve-
¢im dijelom podrucje danasnje Slovacke)

“ Emilijan Cevc, Kiparstvo na Slovenskem med gotiko in barokom (Ljubljana: Slovenska matica, 1981),

197; Zvorc, Preci, potomci, prestiz, 72.

# Jedan takav primjer predstavlja epitaf kanonika Nikole Gotala (+ 1723.) koji je viSe od cetrdeset
godina nakon njegove smrti dao postaviti posljednji obiteljski odvjetak, zagrebacki kanonik
prepost i naslovni beogradsko-smederevski biskup Stjepan Puc, 1765. godine u zagrebackoj
katedrali, gdje je pokojnik pokopan. Zvore, Preci, potomci, prestiz, 178, 198.

2 Ivan von Bojnici¢, Der Adel von Kroatien und Slavonien (Niirnberg: Bauer und Raspe, 1899), 190.
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i u Transilvaniji.*® Prema Jurju Ratkaju,
istaknuo se u borbama protiv Osmanli-
ja, a 1615. godine, nakon ostavke Tome II.
Erddédyja, imenovan je hrvatsko-dalma-
tinsko-slavonskim banom.** Tu je duz-
nost obnasao do svoje smrti 1616. godine.
S druge strane, Ivan IV. Peth6 de Gerse
pripadao je hrvatskom ogranku ugarske
plemicke obitelji koja je imala posjede
u Beli, Ivancu i Jurketincu.*® O njegovu je
zivotu sa¢uvano malo podataka, no vise
je toga poznato o njegovu bratu, ve¢ na-
vedenom kronicaru i politicaru Grguru
Peth6éu de Gerse, autoru Kratke madarske
kronike (Révid magyar kronika, objavljena
postumno 1660.). Grgur je bio zastupnik
u zajednickome hrvatsko-ugarskom sa-
boru te, poput Benedikta Thuroczyja, je-
dan od potpisnika Beckoga mira (1606.).%6
Naposljetku, obitelj Vragovi¢ u 17. je sto-
lje¢u pripadala niZem plemstvu, a njezini
su glavni posjedi bili u Marusevcu i Kri-
zovljanu.”” Pojedini su ¢lanovi obnasali
upravno-politicke duznosti nesto nizega
ranga u usporedbi s prethodno navede-
nima, poput funkcije (pod)zupana Varaz-
dinske Zupanije i saborskih izaslanika.
Na osnovi dostupnih podataka mo-
zemo zakljuciti da je u zagorskoj skupini
plemica Benedikt Thurdczy Ludbreski
bio najpovezaniji s drustveno-politickom
elitom onoga razdoblja. Stoga se ¢ini
izglednim da je upravo on — odnosno na-
rucitelj njegova spomenika — prvi usvojio
novi model nadgrobnika zastupljenoga

medu ugarskim magnatima koji su po-
tom slijedile obitelji Peth6 de Gerse
i Vragovi¢, preuzimajuci sve identitetske
odrednice koje je on implicirao. Ipak,
ostaje otvoreno pitanje je li nadgrob-
nik Benedikta Thuroczyja nastao i prije
onoga Tome II. Erdédyja. Thurdczyjevo
slovacko podrijetlo, kao i visoki duzno-
snicki poloZaj sugeriraju da je mogao biti
upoznat s novim vizualnim modelom
koji se pojavio medu ugarskim plem-
stvom neovisno o Erdddyjevu epitafu
u Zagrebu. Medutim, bez konkretnijih
podataka, odnosno poznavanja okol-
nosti izvrSavanja dvaju narudzaba tesko
je donijeti konacan zakljucak.
Nadgrobni spomenici ranoga novog
vijeka odrazavali su druStveni status
i aspiracije pokojnika, odnosno njihovih
bastinika. Novo likovno rjeSenje, kojim
se nadgrobna skulptura udaljila od sred-
njovjekovnih konvencija i pribliZila djeli-
ma suvremene portretistike, simbolizira-
lo je moc¢ i pripadnost eliti. Ovaj vizualni
jezik prvotno razvijen medu ugarskim
magnatima postupno su usvojili i manje
utjecajni plemici, potvrdujudi time svoje
drustvene teZnje i povezanost s elitom.
Sli¢nosti u ikonografiji i kompoziciji spo-
menika svjedoce o likovnim utjecajima,
a izbor opisane vrste prikaza ukazuje
na svijest njihovih narucitelja o vaz-
nosti vizualnoga identiteta u plemickoj
kulturi. Primjenom novoga likovnog
rjeSenja, nadgrobna plastika potvrdila

# Ivan Nagy, Magyarorszdg csalddai czimerekkel és nemzékrendi tablakkal, Tizenegyedik kotet (Pest: Rath

Mor, 1865), 188.

# Rattkay de Nagy Thabor, MEMORIA REGVM ET BANORUM, 186-187; Rattkay, Spomen na kraljeve

i banove, 246-47.
# Bojnici¢, Der Adel, 145.

* Ivan Nagy, Magyarorszdg csalddai czimerekkel és nemzékrendi tabldkkal, Kilenczedik kotet (Pest: Rath

Mor, 1862), 262.

“ Krsto Vragovié¢ primio je barunsku titulu 1716. godine. Ivana Supljika, ,Gospodari KriZzovljan-
grada: povijest obitelji Vragovi¢ s posebnim naglaskom na posljednjeg ¢lana Kristofora i njegov
posjed u Krizovljanu (1724. — 1725.), Podravina 13, br. 25 (2014): 176-81.
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je svoju ulogu medija ne samo u izraza- pokojnika nego i u njegovoj drustvenoj
vanju osobne poboznosti i sjeCanja na reprezentacijii legitimizaciji statusa.
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KATARINA ORVISKA*

Byvaly korunovacny oltar
od G. R. Donnera v Dome sv. Martina,
bratislavska mestianska identita
a Imrich Esterhazi

Bivsi krunidbeni oltar G. R. Donnera u katedrali sv. Martina,
Bratislava, gradanski identitet i Emerik Esterhazi / Former coronation
altar by G. R. Donner in St. Martin’s Cathedral, Bratislava, civic
identity and Imrich Esterhazi

The sculpture of St Martin and the Beggar was originally located on the nonextant main and
coronation altar in St Martin’s Cathedral in Bratislava. The author of the sculpture was Georg
Raphael Donner (1693-1741) and the commissioner the Archbishop of Esztergom, Emericus
Esterhdzy (1664-1745). Although all experts agree that it is rare to see Saint Martin depicted
in Hungarian clothing, there is no consensus on what he actually wears. For this reason, the
article explores the saint’s Hungarian clothing and its context with Bratislava’s civic identity
and the identity of the commissioner, Emericus Esterhdzy.

Key words: Sv. Martin, Dém sv. Martina, Imrich Esterhazi, Georg Raphael Donner,
Bratislava, 18. storocie, identita

redlozeny c¢lanok sa venuje jednému s bratislavskou mestianskou identitou.!
konkrétnemu prvku na stso$i sv. SusoSie sa podvodne nachadzalo na dnes
Martina so zobrakom [obr. 1] — svdtcov- uZ zniCenom hlavnom a korunovac¢nom
mu uhorskému odevu a jeho kontextu oltari sv. Martina v Dome sv. Martina

* Mgr. Katarina Orvisk4, PhD., Centrum vied o umeni SAV, viv.i., vedecka pracovnicka, Bratislava
(Slovenska republika).

! Pretoze pojem identita ma velké mnozstvo vyznamov, podobne ako svojich odporcov a zastancov,
rozhodla som sa vyuzit nasledujicu vSeobecnt definiciu, ktortt podrobne prepracoval James
D. Fearon: identita znamena bud a) socidlnu kategériu (vek, pohlavie, rasa, narodnost, rodinny
¢i miestny povod, jazyk, ndboZenstvo, sexualna orientacia, trieda, povolanie, presvedcenie, ale
v pripade jednotlivcov moze ist aj o vizudlne ¢i charakterové specifikd alebo zaluby a pod.),
definovanu pravidlami ¢lenstva alebo (domnelymi) charakteristickymi atribtmi, alebo
ocakavanym chovanim; alebo b) spolocensky odlisujuci rys, na ktory je ¢lovek obzvlast hrdy
alebo ktory povazuje za nemenny, ale spolocensky vyznamny; pricom platit moéze len a), len b),
alebo oboje. — James B. Fearon, ,What Is Identity (As We Now Use the Word)?” (Stanford: Stanford
University, 1999), 14, 36, https://shorturl.at/vZFIL
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Obr. 1: Georg Raphael Donner, Stisosie sv.
Martina so Zobrakom, 1734-1735, zliatina olova a
cinu, 275 cm, Dém sv. Martina, Bratislava. Zdroj:
Katarina Orviskd.

v Bratislave. [obr. 2 a 3] Tvorcom stsoSia
bol Georg Raphael Donner (1693 — 1741),
objednavatelom ostrihomsky arcibis-
kup Imrich Esterhazi (1664 - 1745).
Hoci sa vSetci odbornici zhoduju, ze
sv. Martin oblec¢eny v uhorskom odeve je

Obr. 2: Georg Raphael Donner, Hlavny oltdr sv.
Martina v Déme sv. Martina, Bratislava, 1733—
1735, cca 18 m, zachovand fotografia z roku 1865.

velmi vzacnym tikazom, neexistuje zho-
da v otazke, ¢o ma vlastne na sebe. Podla
niektorych odbornikov ide o magnatsky
odev,? cast hovori o husarskej uniforme,
cast vychadza zo vSeobecného pomeno-
vania uhorsky odev/kroj.*

2 Maria Malikova, Juraj Rafael Donner a Bratislava, (Bratislava: Pallas, 1993), 39; Maria P6tzl-Malikova,
,Zu Leben und Werk von Georg Raphael Donner”, in Georg Raphael Donner. 1693-1741: Katalog der
Ausstellung: Unteres Belvedere 2. Juni bis 30. September 1993, ed. Michael Krapf (Wien: Osterreichische
Galerie, 1993), 54; Maria Potzl-Malikova, ,Georg Raphael Donner: Sv. Martin so Zobrakom”,
Pamiatky a miized, no. 5-6 (1992), 29; Miklés Mojzer, , Egy jelmezes mecénas. Esterhazy Imre
hercegprimas,” in Sub minervae nationis praesidio, ed. Ferenc T6kei et al (Budapest: ELTE, 1989), 65.

3 Jozef Halko a Stefan Komorny, Dém: Katedrdla sv. Martina v Bratislave (Bratislava: Lac, 2010), 339;
Péter Kovacs, Donner (Budapest: Corvina, 1979), 18.

* Ingeborg Schemper-Sparholz, , Lovasszobor az oltaron: gondolatok Georg Raphael Donner
pozsonyi fooltararol, Josef Thaddédus Stammel graci Szent Marton-oltaraval 6sszehasonlitva,”
Miivészettorténeti értesitd 45, no. 3—4 (1996), 161; Andreas Pigler, Georg Raphael Donner (Leipzig:
Verlag Dr. Hans Epstein, 1929), 45; Ivan Rusina, Renesancnd a barokovd plastika v Bratislave

(Bratislava: Tatran, 1983), 94.

68

UMENIE A IDENTITY



Obr. 3: Franz Messmer a Wenzel Pohl,
Korunovicia Mdrie Terézie v Bratislave (1741),
1768, olej na pldtne, cca 250 x 140 cm, Madarska
ambasdda vo Viedni. Zdroj: bratislavskerozky.sk.

Husarsku uniformu [obr. 4] tvoril
kratky kabat doloman s radovym s$nu-
rovym zapinanim. Na nom nosili husari
podobne snurovany a kozusSinou lemo-
vany kabétec — mentieku. Uzke nohavice
boli na dvoch prednych rozparkoch bo-
hato zdobené. Doloman v pase obtacala
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Obr. 4: Martin Engelbrecht, Portrét plukovnika
grofa von Schluga, okolo 1740, kolorovany lept,
29,4 x 18,4 cm. Zdroj: Univerzitnd kniZnica,
Viederi, licencia CC BY-NC.

Serpa z farebnej viny, na ktort boli navle-
cené pletené trubicky ako gombiky. Ako
pokryvka hlavy slazil husarom kalpak
z Ciernej alebo hnedej kozusiny. Zvlast-
nostou husarskeho vystroja bola plocha
kozena taska (Sabeltasche) nosena cez
pravé rameno. Veko tasky, najma u dos-
tojnikov, bohato zdobili vysivky s Tudo-
vymi motivmi, neskér erbom majitela
pluku. Vyzbroj tvorila zakrivena Sabla
orientalneho typu v koZenej posve, kara-
bina a dve pistole. Kone mali sedla uhor-
ského typu, bezne sa vyuzivala zdobe-
na cabraka. Pri rozpoznavani plukov
hrala doéleziti1 rolu farba. Ta sa pritom
¢asto menila, napriklad pri zmene ma-
jitela pluku sa zmenila farba dolomanu
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i mentieky.> Odev slachticov taktiez
pozostaval z dolomanu, mentieky,
uzkych nohavic, ¢iziem a kalpaku.
[obr. 5] Doloman sa zvykol zdobit a
vpredu sa na prsiach odev prichyta-
val drahocennymi sponami a refa-
zami. Zimné mentieky sa podsivali
kozusinou.®

Z odevu sv. Martina teda nejde
urcit, o aky typ ide. Na identifikaciu
husarskej uniformy, ktord by umoz-
nila priradenie ku konkrétnemu
pluku, chyba farebnost uniformy,
Sibeltasche, sedlo, cabraka, vyzbroj.
Hlavny prvok napovedajuci, ze ide
o husara, je vojensky dostojnicky
kalpak. Déstojnici-husari si bezne
zdobili uniformu podla vlastného
vkusu a na kalpak si pripinali naj-
roznejsie ozdoby.” Pozoruhodnou je
aj levia koza, na ktorej svitec sedi.
Medzi husarmi bolo popularne nosit
leviu koZu prehodenti cez rameno,
nebolo vSak bezné na nej sediet. Ta-
kéto zachytenie husara je teda znac-
ne schematické. Na tplnost dodajme,
ze v danej dobe existovali aj iné jaz-
decké oddiely — kyrysnici, karabinie-
ri a draguini — avSak na nasom tizemi sa
formovali len husarske pluky. Ich uni-
formy sa navyse od tych husarskych li-
§ia, napriklad jedini, ktori nosili kalpak,
boli husari.?

V  prospech predpokladu, Ze ide
o Slachtica, sved¢i mohutna retaz na
mentieke. Svojim vzhladom sa ponasa

Obr. 5: Daniel Schmidelli, Portrét Jozefa Ileshdziho,
1764, olej na pldtne, 237 x 157 cm. Zdroj: Trencianske
muizeum.

na retaz od radu zlatého riina, samotny
privesok chyba. Sv. Martin je teda oble-
ceny v Satstve, z ktorého sa neda urcit, ¢i
ide o vojensky, alebo slachticky odev; na
hlave m4 vojensku husarsku dostojnicku
¢iapku a na mentieke Slachticku retaz
podobnti retazi radu zlatého rtna. V hu-
sarskej uniforme so vSetkymi atribtatmi

° Harald Skala, Sldvne ¢asy cisirskej jazdy v 17.-19. storo¢i (Presov: Universum, 2005), 26; Gyorgy
Sagvari a Gy6z6 Somogyi, Das Buch der Husaren (Budapest: Magyar Konyvklub, 1999); Vojtech
Dangl a Vladimir Seges, Vojenské dejiny Slovenska, vol. 3: 1711-1914 (Bratislava: Vojen. inform. a tlac.
Agenttra, 1996), 36; Zoltan Barcy a Gy6z6 Somogyi, Magyar huszirok (Budapest: Mora F, 1987), 6.

¢ Tiinde Lengyelova, Zivot na §lachtickom dvore: odev, strava, domdcnost, hygiena, volnyj éas (Bratislava:
Slovart, 2016), 80-81; Jozsef Hollrigl, ,Magyar és torok viseletek a XVI-XVII. Szazadban,” in
Magyar miivelddéstorténet 3. A kereszténység véddbistydja, ed. Sandor Domanovszky (Szekszard:

Babits Magyar-Amerikai Kiadd, 1993), 360-361.

7 Barcy — Somogyi, Magyar huszdrok, 33.
8 Dangl — Seges, Vojenské dejiny, 35.
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spolu s dostojnickym kalpakom a slach-
tickou retazou/zdobenou sponou sa
vsak dokazatelne portrétovalo niekolko
husarskych velitefov-slachticov.’ [obr. 4]
Naopak, Slachtici-nevojaci sa zvykli
portrétovat v uhorskom odeve obcas aj
s kalpakom, avSak nie s vojenskymi in-
signiami. Sv. Martina preto treba v tom-
to kontexte chapat ako vojenského veli-
tela-Slachtica, ¢o predstavuje anomaliu
v ramci jeho ikonografie.”®

Podla predstav baroka bol navyse
v Uhorsku vnimany ako uhorsky svatec"
nehladiac na fakt, Ze ho mozno povazo-
vat za internaciondlneho svatca popular-
neho v celej Eurdpe a patréna mnohych
eurépskych Slachtickych rodov. Ucta
k sv. Martinovi sa v Uhorsku udomacni-
la zasluhou uhorského kréla Stefana (vla-
da 1000 — 1038) a jeho otca Gejzu, ktory
v Pannonhalme postavil jemu zasviateny
klastor i chram. V zapase proti Sireniu

pohanstva a proti Kopatiovi Stefan prosil
o prihovor sv. Martina, ktory sa tak sta-
va hlavnym patrénom celého Uhorska i
rodu Arpadovcov. K tejto ticte napomohla
aj Stefanova manzelka Gizela. T4 poznala
uctu k svétcovi uz v rodnom Bavorsku.
Podobne sa k jeho kultu dostal aj biskup
Gerhard, vychovavatel Stefanovho syna
sv. Imricha, ktory si ho so sebou prindsa
z Talianska. V roku 1074 pred bitkou pri
Mogyordde zlozil slub sv. Martinovi aj sv.
Ladislav. Po vitazstve nad Salamtnom na
mieste bitky zalozil benediktinske opat-
stvo na svitcovu pocest. Arpadovci si
Casto vyberali sv. Martina ako patrona
kostolov. Tri kapituly — bratislavska, spis-
ska a aradska — dokonca niesli jeho meno.
Jeho tloha ako patréna krajiny pretrvala
aj po vymreti Arpadovcov. V roku 1427
kral Zigmund Luxembursky (1368 — 1437)
ho v listine vymenoval za najvyznamnej-
Sieho patrona krajiny.”

1
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¢ Martin Engelbrecht, portrét gréfa Antona von Kalnocki, grafika, okolo 1740, inv. ¢. HB 2392747,
Germanisches Nationalmuseum, Norimberg; Martin Engelbrecht, portrét grofa Johanna Baroniay
(Baranyay), grafika, okolo 1740, inv. ¢. HB 23927115, Germanisches Nationalmuseum, Norimberg;
Martin Engelbrecht, portrét gréfa Frantiska Leopolda Nadasdyho z Fogarasu, grafika, okolo 1740,
inv. ¢. HB 23927109, Germanisches Nationalmuseum, Norimberg; Martin Engelbrecht, portrét
kniezata Pavla Antona Esterhaziho, grafika, okolo 1740, inv. ¢. HB 23927135, Germanisches
Nationalmuseum, Norimberg; Martin Engelbrecht, portrét gréfa von Schluga, kolorovana grafika,
okolo 1740, inv. ¢. II1,263,31, Kunstsammlungen der Veste Coburg, Nemecko; Martin Engelbrecht,
portrét gréfa Johanna Josepha von Herberstein, kolorovana grafika, 1731-1755, inv. ¢. 111,263,39,
Kunstsammlungen der Veste Coburg, Nemecko; Martin van Meytens, portrét grofa Alexandra
Karolyi, malba, pred 1743, sikromné zbierky.

O sv. Martinovi a jeho ikonografii existuje mnozstvo vedeckych publikacii, vid napr.: Raymond
van Dam, Leadership and Community in Late Antique Gaul (Berkeley: University of California

Press, 1992); Raymond van Dam, Saints and their miracles in late antique Gaul (Princeton: Princeton
University Press, 2011); Yossi Maurey, Medieval Music, Legend, and the Cult of St. Martin: the Local
Foundations of a Universal Saint (Cambridge: Cambridge University Press, 2014); Ferenc Toth,
,,Szent Marton, a katona: Gondolatok a Szent Marton-kultusz Szombathely fejlédésében betdltott
kora tjkori szerepérdl,” Vasi Szemle 69, no. 1 (2015), 705-14; Judith Rosen, Martin von Tours: der
barmherzige Heilige (Darmstadt: Wissenschaftliche Buchgesellschaft, 2016); Martin Scheutz,
,,Geteilte Méntel, ein Hauch von Fasching und ein neuer Martinskult: Die Verehrung des Martin
in der Frithen Neuzeit,” Archiv fiir Kulturgeschichte 98, no. 1 (2016), 95-134.

Potzl-Malikova, Georg Raphael Donner, 28.

Uloha svitého Martina ako patréna krajiny véak nebola v sidobom Uhorsku vyluéna. Popri fiom
sa v ranom obdobi za sv. Stefana v podobnej tilohe objavovali aj sv. Juraj, sv. Michal a najmé Panna
Maria. — Laszlé Koszta, ,Szent Marton tiszteletének magyarorszagi kezdete: Megjegyzések az els6
magyar bencés monostor, Pannonhalma alapitasahoz,” in Annales Historici PreSoviensis, ed. Martin
Pekar, Patrik Derfindk a Peter Zmatlo (PreSov: Universum, 2005), 71-74; Richard Prazak, Legendy

a kroniky Koruny uherské (Praha: VySehrad, 1988), 82, 84, 98, 351-52.
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Z 19. a zaciatku 20. storocia z obdobia
nacionalizmu sa nam zachovalo velké
mnozstvo najmd madarskych novino-
vych clankov, podla ktorych ide o dielo,
na ktorom svatec s pouzitym odevom
prezentuje madarska identitu.® Aku
vSak mali identitu [udia 18. storocia, naj-
méa v prostredi Bratislavy? MeStianskej
identite v novoveku sa venovala napr.
Barbara Hodasova (Balazova). Konstatu-
je, ze zivot ¢loveka ranonovovekej spo-
lo¢nosti i jeho tspechy v profesiondlnej
kariére od zaciatku urcoval pocestny po-
vod. V mestianskom prostredi bolo ne-
myslitelné, aby sa do spolocnosti zaradil
jedinec nemanzelského povodu. Rodicia
museli verejne uzatvorit manzelstvo a
prvé dieta sa smelo narodit najskor devat
mesiacov po svadbe. Ak sa toto pravidlo
snazil niekto akymkolvek spdsobom
porusit, pri odhaleni ho ¢akali sankcie.
Riadny rodny list sprevadzal cloveka
po cely zivot a bol jeho vstupenkou do
slusnej spolocnosti. Kazdy, kto sa ucha-
dzal o mestianstvo, vstup do cechu alebo
manzelstvo, musel predlozit rodny list,
v ktorom sa uvadzalo meno, datum a
miesto narodenia, pévod a zamestnanie
rodicov. Prvotna identifikacia novoveké-
ho cloveka v Uhorsku sa spajala s jeho
mikropovodom — s konkrétnym mestom
a konkrétnou rodinou. Nédrodnost teda
v uhorskom prostredi este v 18. storoci
nehrala vyraznej$iu rolu. O tom sved¢i aj
fakt, Ze sa do cechov v uhorskych mes-
tach prijimali aj cudzinci, najma z uze-
mi dne$ného Nemecka, Rakuska, Ciech,

Moravy, Sliezska, obcasne ai zo vzdia-
lenejsich katov Eurdpy (Svajciarsko,
Prusko ¢ Spanielsko). Barbara Hodaso-
va konstatuje, Ze na urcenie narodnosti
uhorského obyvatela nie je mozné pouzit
miesto narodenia (vzhladom na vyraznu
— nielen vnutornd — migraciu) ani jazyk.
Ako priklad spomina stipis ¢lenov krem-
nickej mestskej spravy z roku 1762. Sa-
mozrejmostou bolo ovladanie nemciny,
nechybala vsak ani znalost slovenciny,
madarciny a latin¢iny. Jazykové znalos-
ti sa uvadzali pri dvadsatjeden clenoch,
pricom osem udi uviedlo — medzi inymi
jazykmi — aj znalost slovenciny."

Jeden z najtrefnejsich stthrnov uhor-
skej identity u Slachty ponuika Jozsef
Demmel. Ten vo svojom vyskume ,uhor-
skej Slachty s materinskym jazykom slo-
venskym” poukazuje na fakt, Ze chapa-
nie identity bolo pred nacionalizmom 19.
storocia iné, neZ ho chapeme my dnes
v ,postnacionalistickej” dobe. Pred na-
cionalizmom existovali dve zdkladné
zlozky identity slachtica — politicka/
narodna prislusnost a jazykova prislus-
nost.”® Pri definicii slovenskej slachty pri-
chadza k uzaveru: ,Keby sme teraz chceli
vymedzit najdoleZitejSie charakteristiky tejto
vrstvy, uvedieme, Ze ide o Slachtickii elitu
Horného Uhorska, ktorej ¢lenovia sa dorazne
povazovali za sticast’ uhorského Slachtické-
ho ndroda, natio Hungarica, a popritom ako
dominantny jazyk, respektive ako jeden z do-
minantnych jazykov, pouZivali vo viacerych
dolezitych oblastiach Zivota (rodinnd komuni-
kdcia), ako aj v miestnej verejnej sprdve, pri

3 Spomerime si aspon niektoré: Porzé Feldunai, , A piispok ur pongyoldban,” Pozsonyvidéki Lapok 8,
no. 4 (6. 6. 1880), 1; Sandor Vutkovich, , A nemzeti tigy Pozsonyban,” Nyugatmagyarorszdgi Hiradé
14, no. 23 (27. 1. 1901), 1-2; Kornél Divald, , Lathatatlan memlékek,” in Mifvészet 4, ed. Karoly Lyka
(Budapest: Az Orszagos Magyar Képzémiivészeti Tarsulat, 1905), 164; Halko a Komorny, Dém, 339.

4 Barbara Balazova, , Linguarum Hungaricae, Germanicae et Slavonicae gnarus: K otazke
,mnarodnosti” mestianskeho umelca raného novoveku,” in Socidlne vedy a humanistika ocami mladych:
zbornik zo stretnutia v Tresti 14.-16.3.2005, ed. Tatiana Sedova (Bratislava: Veda, 2006), 147-50.

15 Jézsef Demmel, , Stav zemiansky naroda slovenského”. Uhorska Slachta slovenského povodu,”

Forum Historiae 6, no. 2 (2012), 59.
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sprdve majetku, respektive v regiondlnom po-
litickom Zivote, niektory z spisanych varian-
tov slovenciny."1®

Viacjazycnosti uhorskej identity sa
venovali z r6znych pohladov aj Juraj Se-
divy a Jozef Tancer. Juraj Sedivy pri vy-
skume stredovekych identit v Bratislave
prichddza k zaujimavému zaveru. Pre-
ferovany jazyk — alebo dokonca etnicita
—jedinca bol pre stredovekych mestanov
druho- az tretoradym skupinovym iden-
tifikacnym cinitefom. NavySe je otazne,
¢i sa jeho skupinova identita kryla s jeho
preferovanym jazykom. AZ na explicit-
né identifikacie sa etnicka identita neda
zistit, preto st akékolvek kvantifikacie
etnickych skupin v mestach prili§ hy-
potetickymi a Spekulativnymi. Multilin-
gualita Bratislavy zodpoveda antropo-
logickej zasade, Ze mensSie lokality maju
tendenciu k unitdrnosti a naopak, vacsie
centrd podporuju (jazykovt) diverzitu.
Zo Sedivého prace zaroven vyplyva, Ze
v stredovekej Bratislave bola viacjazyc¢-
nost realitou, avsak obmedzenou. Velku
prevahu mala nemcina v Gistnom prejave
aj v pisomnej komunikacii — ¢i listinnej
alebo napisovej. To vSak zaroven nezna-
menalo, Ze to bol rodny jazyk komuni-
kujacich. Nemcina vystriedala latinci-
nu v priebehu 14. storocia, pricom vsak
latin¢ina zostala cirkevnym jazykom aj
v rdmci cirkevnej administrativy. Tieto
javy nasledne plynule pokracuja v ra-
nom novoveku. Hoci az do druhej po-
lovice 19. storocia prevladal v uliciach

mesta nemecky jazyk (v diplomatickej
komunikacii a administrative sa cestina/
slovencina objavuje od tretiny 15. sto-
ro¢ia a madarcina od prelomu 15. a 16.
storocia), obyvatelia sa prezentovali ako
hrdi uhorski patrioti.””

Z uvedeného by nam malo byt jasné,
Ze sv. Martina v uhorskom odeve mohli
v 18. storoci ,,za svojho” povazovat bra-
tislavski Nemci, RakuiSania, Slovaci, Ma-
dari aj Chorvati. V tomto obdobi navyse
predstavoval stcast vyjadrenia vlastnej
identity prave odev. Rozne krajiny mali
rozne odevy, ktorymi vyssia trieda
(Slachta, bohati mestania) demonstrova-
la svoju politicktl identitu.’® To v praxi
znamena, Ze sv. Martin odety v uhor-
skom odeve ako husarsky velitel — slach-
tic, predstavoval stcast uhorskej identity
bez ohladu na to, ¢i jej prislusnik mal
materinsky jazyk slovensky, madarsky,
nemecky alebo chorvétsky. Krajinskd a
politicka identita natio hungarica vSak ne-
bola spolocna len pre Slachtu a bratislav-
skt mestiansku populaciu, ale pre celé
kralovstvo.

Povedané inymi slovami, Imrich Es-
terhazi pri objednavani oltara musel po-
znat viacjazy¢nd uhorskt identitu svo-
jich veriacich, v ktorej bol uhorsky odev
sv. Martina povazovany za znak identi-
ty jej prislusnikov bez ohladu na jazyk.
V 18. storo¢i sa bratislavsky uhorsky
Slovak, Madar, Chorvat, Nemec ¢i Raki-
$an mohol pri oltari ,zbozne a precitene
sustredit k modlitbam” a ,,opravnene tu

16 Jozsef Demmel, Pansldvi v kastieli. Zabudnuty pribeh slovenského ndarodného hnutia (Krasno nad

Kysucou: Kalligram, 2017), 23.

¥ Juraj Sedivy, ,Jazykova a etnickd pluralita v stredovekom Pre$porku/Bratislave — stredoveka
realita alebo moderny obraz?” Forum Historiae, no. 2 (2012) 16, 26, 31; Jozef Tancer a Elena Mannova,
,Od uhorského patriotizmu k mensinovému nacionalizmu: Zmeny povedomia Nemcov na
Slovensku v 18. az 20. storo¢i,” in My a ti druhi v modernej spolocnosti: konstrukcie a transformdcie
kolektivnych identit, ed. Gabriela Kilianova, Eva Kowalska a Eva Krekovicova (Bratislava: Veda,

2009), 368.

8 Trena Turnau, History of Dress in Central and Eastern Europe from the Sixteenth to the Eighteenth Century
(Warszawa: Institute of the History of Material Culture, Polish Academy of Sciences, 1991), 7.
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hladat svoj domov”, ako to v 19. storo-
¢l napisali noviny Pozsonyvidéki lapok.”
Toto tvrdenie podporuje fakt, ze v dobe
vystavby oltara bola uradnym jazykom
v Bratislave nemcina, cirkevnym jazy-
kom latinc¢ina, s tazko identifikovatel-
nym objemom prislusnikov jednotlivych
narodov ¢i jazykovych skupin.

Na tomto mieste sa moZeme zastavit
pri identite objednavatela, Imricha Es-
terhaziho. [obr. 6] Ten v priebehu svojho
zivota dosiahol najvyssie mozné funk-
cie v ramci Uhorského kralovstva v cir-
kevnej oblasti, vo svetskej patril k naj-
vyznamnejsim politikom. Tieto tispechy
v priebehu Zzivota dosiahol vdaka ne-
ochvejnej podpore habsburskych kralov
— Jozefa 1. (1678 — 1711), Karola VI. (ako
uhorsky kral Karol III., 1685 — 1740) aj
Marie Terézie (1717 — 1780). Pri najroznej-
Sich prileZitostiach pretlacal ich volu ab-
solutistickym spdsobom, casto na tikor
domacej Slachty. V roku 1680 vstupil do
rehole pavlinov, o osem rokov neskor bol
vysviteny za knaza. Ziskal doktorat z fi-
lozofie vo Viedenskom Novom Meste a
doktorat z teologie v Rime na jezuitskom
Collegium Germanicum et Hungari-
cum. Svoje teologické stidium tspesne
zakoncil v roku 1687, ked napisal dizer-
taént pracu Theses ex universa theologia.
V rokoch 1688 — 1692 vyucoval v chorvat-
skom meste Lepoglava filozofiu, odkial
sa presunul do Trnavy, kde do roku 1695
ucil filozofiu a teoldgiu. Nasledujtci rok
uverejnil knizne cast svojich trnavskych
prednasok pod nazvom Theses theologi-
cae. De Jure & Dominio. Tato praca, podob-
ne ako jeho dizertdcia, je dnes nezvestna.

Obr. 6: Josef Kurtz, Portrét arcibiskupa Imricha
Esterhiziho, okolo 1735, olej na plitne, 216 x 129
cm. Zdroj: Slovenskd nirodnd galéria, volné dielo.

Po odchode z Trnavy odisiel do obce
Remete, dnes miestna cast Zahrebu,
kde sa stal priorom pavlinskeho klasto-
ra. V rokoch 1702 — 1707 posobil ako ra-
dovy general pavlinov. Nasledne sa stal
vacovskym (1706) a zahrebskym (1708)
biskupom. Do tychto funkcii ho meno-
val Jozef I. Zahrebskym biskupom bol do
roku 1723, ked sa stal vesprémskym bis-
kupom. O dva roky neskor sa Esterhazi
stal ostrihomskym arcibiskupom, uhor-
skym primasom, risskym kniezatom a
ostrihomskym Zupanom?® (ostrihomsky

19 Porzé Feldunai, , A piispok tr pongyolaban,” Pozsonyvidéki Lapok 8, no. 4 (6. 6. 1880), 1.

% Hoci sa tato informacia bezne vo vedeckych publikaciach neobjavuje, v ramci uhorskej
administrativy existovalo uz od stredoveku nariadenie, podla ktorého sa ostrihomsky arcibiskup
automaticky staval ostrihomskym Zupanom a hlavnym Zupanom. V 16. storoci platilo, ze funkciu
a pravomoci Zupana vykonaval najmé vicezupan. Do jeho pravomoci patrilo sudnictvo, obrana
$tatu a vyber dani. Od 17. storotia sa rozvijala stoli¢na autonémia. Coraz vacsiu tlohu nadobudal
stoli¢ny snem (Komitatsversammlung), ktory aj volil vicezupana. Ten tak mal v rukach skuto¢na
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arcibiskup sa zaroven stava primasom,
risskym kniezatom a ostrihomskym Zu-
panom). Tento trad zastaval az do svojej
smrti roku 1745. Co sa tyka jeho politickej
kariéry, 23. januara 1725 bol Karolom VI.
vymenovany za uhorského dvorského
kancelara. Funkciu vSak zastaval len do
smrti primasa Kristidna Augusta Saské-
ho (1666 — 1725) z 23. augusta. V roku
1715 ziskal grofsky titul a funkciu kra-
Tovského tajného radcu, ktoru zastaval
aj za vlady Marie Terézie. V tom istom
roku bol zaroven zvoleny za ¢lena komi-
sie urCenej na reviziu zakonov a stidne-
ho systému, tzv. Commisio Systematica.
Funkciu zastaval do roku 1723. Priblizne
od nultych do dvadsiatych rokov sa pra-
videlne zucastnioval na chorvatskych a
uhorskych snemoch.?

Uradné dokumenty dokazuijt, Ze s ci-
sarskym dvorom komunikoval nemec-
ky, s duchovenstvom latinsky.”? Znalost
viacerych jazykov demonstroval v tla-
¢enych pramenoch. V priebehu svojho
zahrebského episkopatu napisal mod-
litbu sv. Frantiskovi Xaverskému. Zauji-
mavym je, Ze toto dielo napisal v dvoch
jazykoch — latinsky a chorvatsky. Ako
ostrihomsky arcibiskup napisal tvod
k Zivotopisu sv. Jana Almuznika po latin-
sky, nemecky, slovensky a madarsky, kde
sa zakazdym podpisal ako brat Imrich.
Mozeme teda vidiet, Ze s beznou popu-
laciou sa v osobnom kontakte rozpraval
ich materinskym jazykom. Vzhladom na
kariéru a jazykové znalosti primasa mo-
zeme predpokladat, Ze sa sam povazoval
za prislusnika natio hungarica.

moc. V tomto obdobi titul hlavného Zupana bol skor hodnostny a titularny, urcujtci prislusnost

k vysokej lachte, bez skutocnych pravomoci. Zmena nastala az v 18. storoci. Od roku 1711 platilo,
ze hlavny Zupan sa staval zastupcom krala vo svojej zupe a musel vykonavat realnu funkciu.

Ak ju kandidat nebol schopny vykonavat, tirad nebol obsadeny. Pozri Zoltan Fallenbiichl,
Magyarorszdg féispdanjai 15261848 (Budapest: Argumentum, 1994), 29, 30-32, 38—40, 75.

N

Emericus Esterhazy, Theses ex universa theologia sub Auspiciis Reverendissimi Patris P. Tyrsi Gonzalez

Praepositi Generalis Societatis Jesu publice propugnande [...] (Romee: ex Typographia Pauli Monetae,
1687); Emericus Esterhazy, Theses theologicae: De Jure & Dominio, Quas in Congregatione Generali
Ordinis S. Pauli, Primi Eremitae Anno M.DC.XCVI. Die XI. Junij Defendendas suscepit Venerabilis Pater
Fridericus Geiseler [...] (Tyrnaviae, 1696); Katarina Orviska, ,Imrich Esterhazi a jeho historiografia
pri vyskume dejin umenia,” Ars 55, no. 2 (2022), 172; Katarina Ovisk4d, ,Obraz Imricha Esterhaziho
v panegyrikach v kontexte jeho osobnosti a osobnych ambicii,” in Kapitulskd od minulosti po
budiicnost (Bratislava: RKCMBF UK, 2024), 259-60..

2 V pripade zdujmu o administrativne dokumenty viaZuce sa na primasovu pracu, pozri Katarina

Orviska, ,Imrich Esterhazi,” 171-172.

2 Imbrih Esterhazi od Galanthe, Molitva k-sz. Otczu Ferenczu Xaveriussu velikomu indianszkomu
apostolu, Zagreb, 1715; Emericus Esterhazi de Galantha, Oratio a celsissimo, ac reverendissimo S. R. .
principe Emerico e comitibus Esterhazi de Galantha, metropolitanae Strigoniensis ecclesiae archi-episcopo,
& Hungariae primate, &c. tunc Dignissimo Episcopo Zagrabiensi composita, & certo, ac perpetuo voto
suo ad Thaumaturgum S.Franciscum Xaverium facio [...], 1715; Emericus Esterhazy, Vita S. Joannis
Eleemosynarii Alexandrini Patriarchae, ex Antiquo Autographo In Vitas Patrum De verbo ad verbum
excerpta, et Quatuor linguis Latind, Germanicd, Hungaricd, Slavonicd Posoniensium (Possonii: Joannis
Pauli Royer, 1732); Emericus Esterhazy, Zywot S. Yana Almuznara, alexandynskeho patryarchy ze
Starodawnej Knihi Zywoti Otczuw nazwanej od slowa do slowa wibrany A sstwerim jazikem Latinskim
Nemeczkim Uherskim Slowenskim (Presporok: Yan Pawol Royer, 1732); Imre Esterhazy, Alamisnds Sz.
Janosnak Alexandriai patridrkinak Elete. Melly, ey régi, Atydk életekrdl kolt irdsb6l, Sz6rdl Széra Szedetett,
és Négy: ugymint Dedk, Német, Magyar, Tot (Posony: Janos Pal Royer, 1732); Emericus Esterhazy, Leben
Des Heiligen Allmosen-Gebers Joannis Alexandrinischen Patriarchens, Aus einer Mehr denn tausend Jahr
alt- bewihrten Geschichts- Verfassung Unter dem Nahmen: Das Leben der Alt-Viitter, zusammen getragen,
Und denen PrefSburgern, Bey welchen Dessen H. unversehrter Leichnam ruhet Zu sonderbarem Nutzen In
vier Sprachen: als Lateinisch, Deutsch, Hungarisch und Béhmisch (Pressburg: Joann Paul Royer, 1732).
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Zaver

Z odevu sochy sv. Martina nejde urcit,
o aky typ ide. Na identifikaciu husarskej
uniformy, ktora by umoznila priradenie
ku konkrétnemu pluku, chyba farebnost
uniformy, Sibeltasche, sedlo, ¢abraka, vy-
zbroj. Hlavny prvok napovedajuci, Ze ide
o huséra, je vojensky dostojnicky kalpak.
Takéto zachytenie husara je teda znacne
schematické. V prospech predpokladu,
Ze ide o 8lachtica, sved¢i mohutna retaz
na mentieke. Svojim vzhladom sa ponasa
na retaz od radu zlatého rina, samotny
privesok chyba. Sv. Martin je teda oble-
ceny Vv Satstve, z ktorého sa neda urcit, ¢i
ide o vojensky, alebo $lachticky odev; na
hlave ma vojenskt husarsku dostojnicku
¢iapku a na mentieke $lachticku retaz po-
dobnt retazi radu zlatého rtina. V husar-
skej uniforme so vSetkymi atribtmi spo-
lu s dostojnickym kalpakom a Slachtickou
retazou/zdobenou sponou sa vsak doka-
zatelne portrétovalo niekol'ko husarskych

velitelov-slachticov. Sv. Martina preto tre-
ba v tomto kontexte chapat ako vojenské-
ho velitela-slachtica, ¢o predstavuje ano-
maliu v ramci jeho ikonografie.

Svitec odety v uhorskom odeve ako
husarsky velitel-Slachtic, predstavoval
sucast uhorskej identity bez ohladu na to,
¢i prislusnik tejto identity mal materin-
sky jazyk slovensky, madarsky, nemecky
alebo chorvatsky. Prave v tomto kontex-
te je mozné pochopit napr. rozhodnutie
Imricha Esterhdziho prelozit Zivotopis
sv. Jana Almuznika do ,nasich ludovych
jazykov” — nemciny, slovenc¢iny a madar-
¢iny. Primas pri objednavani oltara mu-
sel poznat viacjazy¢na uhorskt identitu
svojich veriacich, v ktorej bol uhorsky
odev sv. Martina povaZovany za znak
identity jej prislusnikov bez ohladu na ja-
zyk. V tomto zmysle dokazal primas vy-
hotovit oltar, ktory pocas nedelnych omsi
slazit na posilnovanie viery a svojim
sposobom aj kolektivnej identity beznych
veriacich protireformacnym spdsobom.
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SaNJA CVETNICH

Izmedu Kosica i Knina (Tinninum):
doprinos Aleksija Jordanskoga
,Marijinu vrtu” (lat. Hortus Marianus)
u Hrvatskoj**

Medzi KoSicami a Kninom (Tinninum): Prispevok Alexandra
Jordanskeho k Hortus Marianus v Chorvatsku / Between Kosice and
Knin (Tinninum): Alexius Jordanszky’s contribution to the Hortus
Marianus in Croatia

The paper discusses the importance of the Brief Description of the Merciful Images of the
Blessed Virgin Mary in Hungary and Its Parts (1836 in German and Hungarian; 1838 in
Slovak) and its author Alexius Jorddnszky (KoSice, 1765 — Esztergom, 1840), titular bishop
of Knin, in Croatia. The Brief Description is an important Marian topographical album that
provides historical insight into eight pilgrimage sites within the dioceses of Croatia: Trsat
(Senj Diocese), Marija Bistrica, Remete, Krapina / Trski Vrh (Zagreb Diocese), and Aljmas,
Dragotin, Sotin, Petrovaradin (Bosnian or Dakovo and Srijem Diocese). Jordinszky was a
notable ecclesiastical and intellectual figure in the Austrian Empire. As a fervent Marian
devotee, he was the first (and only) to document some of the Marian images and altars,
including the image in Dragotin and the late eighteenth-century altar (which has since been
destroyed) in Marija Bistrica.

Key words: Alexius Jordanszky, 19" century, Marian shrines in Croatia, book
illustration

Doktor teologije, pozunski pa ostro-
gonski kanonik i naslovni biskup
Knina, Aleksij (Aleé, Alex; Elek) Jordan-
szky malo je poznata povijesna li¢nost
u Hrvatskoj, pogotovo u odnosu na to
koliko je zaduzio hrvatsku marijan-
sku kulturu. Prije nego $to odmjerimo

koliki je njegov prinos mariologiji, pre-
nijet ¢emo nekoliko podataka iz njegova
Zivotopisa. Roden je u KoSicama (Casso-
via/Kaschau/Kassa) 15. rujna 1765. go-
dine, a umro u Ostrogonu (Esztergom/
Strigonoim/Gran/Ostrihom) 17. veljace
1840. godine.! O ugledu koji je u zivotu

* Dr. sc. Sanja CverNIC, redoviti profesor, Sveuciliste u Zagrebu, Filozofski fakultet, Odsjek za

povijest umjetnosti (Republika Hrvatska).

** Ovaj rad financirala je Hrvatska zaklada za znanost projektom Modeli naruciteljstva. Narucitelji,
umjetnici i publika u Zagrebu u 17. i dugom 18. stoljecu [IP-2022-10-3190].
! Dr. Rumy [Karl Georg Rumy], ,Nekrolog des Alexius von Jordanpky”, Der Adler 53 (Montag, den
2. Mirz 1840.), 421; Constant von Wurzbach, ,Jordanf3ky, Alexius von®, u Biographisches Lexikon des
Kaiserthums Oesterreich: X: Jablonowski — Karolina (Wien: Druck und Verlag der k. k. Hof- und
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stekao svjedoce nekrolozi objavljeni u ra-
znim novinama Austrijskoga Carstva, pa
je ¢ak — primjerice — udaljeni Salzburger
Zietung 4. ozujka 1840. na naslovnici oba-
vijestio Citatelje:

(-..), najpostovaniji biskup Knina, opat
Szdszvdra i kanonik, gospodin Alexius
von Jorddnszky umro je u Granu. Neu-
morni rad, apostolski Zar i iznimno dobra
znanstvena naobrazba, iskrena poboz-
nost i dobro srce krasili su njegov Zivot.”?

U Kosicama je Jordanszky zarana bio
izlozen trojezi¢noj kulturi drzavno-¢i-
novnickog sloja komu su pripadali nje-
gov otac i Sira obitelj, pa je kao dijete
naucio ,tri glavna jezika Kraljevine Ugar-
ske: madarski, njemacki i slovacki, te je do
kraja Zivota, uz latinski, tecno govorio te
jezike”.> Potom je — tijekom Skolovanja —
savladao francuski i talijanski.* U obitelji
visokoga prelata i jednoga od protago-
nista crkvenoga, politickog i kulturnog

zivota konzervativnoga Carstva neobic-
ne su okolnosti pod kojima je sklopljen
brak njegovih roditelja, Sto posebno isti-
¢u Gabor Tiiskés i Eva Knapp (1990.):

Njegov je otac bio nekadasnji isusovac,
koji je potom pod nejasnim okolnosti-
ma napustio red i ozenio se Marijom
Ubher, koja je bila deset godina mlada od
njega. Ovaj dogadaj u povijesti obitelji
odraZava, s jedne strane, proces raspada
crkvene discipline za redovnicki nacin
Zivota u drugoj polovici 18. stoljeca,

a s druge strane, kasnije je utjecao na
Jorddnszkyjev Zivotni put. Iste godine
kada mu je otac preminuo u 44. godini
Zivota, Jorddnszky postaje sjemenistarac
u Ostrogonu. Filozofiju i teologiju stu-
dirao je u Pozunu (Bratislavi) i Trnavi
(Nagyszombatu). Medu njegovim profe-
sorima nalazili su se, osim konzervativ-
ne vecine, i oni koji su podrZavali ideje
febronijanizma, jansenizma i prosvijece-
nog jozefinizma.”®

Staatsdruckerei, 1863.), 267-68; Imrich Kotvan, Bibliografia bernoldkovcov (Martin: Matica slovenska,
1957), 186-92. Zbog nedostatka podataka o protagonistu ovoga istrazivanja podatci iz Zivotopisa
u prilogu izneseni su sukladno ¢lancima iz referentne literature.

N}

,Am 17.d. M. Starb zu Gran der Hochw. Tinninier Weichbischof, Abt zu Szaszvar und Canonicus,

Hr. Alexius von Jordanszky. Unermiidliche Thiitigkeit [sic], apostolischer Eifer und vielseitige hohe
wissenschaftliche Bildung, wahre Frommigkeit und Herzensgiite schmiickten seinen Lebenslauf.” Kaiserl.
Kénigl. privilegirte Salzburger Zietung 46 (Mittwoch den 4. Mérz 1840)), s. p. [p. 1].

w

,,Der Umstand, daf er in Kaschan geboren wurde und seine Kinderjahre verlebte, trug dazu b«i, dafl er die

drei Haupt= Landessprachen Ungarns, die magyarische, deutsche und slawische auf die leichteste Weise
erlernte und bis zu seinem Tode, nebst der lateinischen Sprache, fertig sprach.” Dr. Rumy, ,,Nekrolog des
Alexius von Jordanfky”, 421. Pridjev , slawische” ovdje se mozZe razumjeti i prevesti kao ,slovacki”.

[E IS

Dr. Rumy, ,Nekrolog des Alexius von Jordanfky”, 421; Wurzbach, ,Jordanfiky, Alexius von”.
,,Sein Vater war friiher Jesuit. Dann trat er unter unklaren Umstanden aus dem Orden aus und hat mit

Maria Uher die Ehe geschlossen, die zehn Jahre jiinger war als er. Dieses Ereignis der Familiengeschichte
spiegelt einerseits den Auflosungsprozess der kirchlichen Disziplin, fiir die Lebensform der Orden in der
zweiten Halfte des 18. Jahrhunderts, 11 anderersei ts wirkt es sich spater auf die Laufbahn von Jorddnszky
bestimmend aus. Im selben Jahr, als sein Vater im 44. Lebensjahr stirbt, wird Jorddnszky Seminarist der
Exztergomer Didzese. Er studierte Philosophie und Theologie in Pozsony und Nagyszombat. Unter seinen
Professoren finden wir neben der konservativ eingestell ten Mehrheit auch jene, die sich zu den Ideen des
Febronianismus, des Jansenismus und des aufgeklirten Josephinismus bekannt haben. 1789 wird er zum
Priester geweiht.” Gabor Tiiskés i Eva Knapp, ,Revitalisierung zwischen Barockfromigkeit und
Massenregligiositdt: ein ungarischer Versuch”, u Papers II. SIEF 4" Congress, eds. Bente Gullweig
Alver, Torunn Selberg (Bergen: European Culture Fundation. 1991), 645-73. Constant von
Wurzbach pise da je pravo po Zelji oca studirao teologiju i pristupio sjemenistu: ,, Auf des Vaters
Wunsch, der selbst schon Mitglied des Jesuitenordens und Novize gewesen, studirte der Sohn Theologie und
trat zu Preffburg in das General-Seminarium ein.” Wurzbach, , JordanfSky, Alexius von”, 267.

80

UMENIE A IDENTITY



Za svecenika je zareden 26. rujna 1789.
godine, a nakon pocetnih iskustva kao
odgojitelj postao je aktuar ostrogonskoga
nadbiskupa, grofa Jozsefa Batthyanyja,
primasa Ugarske. Bio je potom i Zupnik
u Svodinu (Sz6lgyénu; ) u Nitranskoj bi-
skupiji, a to je pastoralno iskustvo pret-
hodilo brzom razvoju Jordanszkyjeve
crkvene Karijere: imenovan je profeso-
rom teologije na nadbiskupijskom liceju
u Trnavi, kanonikom PoZzunskoga kole-
gijalnog kaptola i prorektorom tamosnje
kraljevske akademije. Postao je kanonik
Ostrogonskoga metropolitanskog kap-
tola te je 28. veljace 1831. potvrden, a 24.
travnja zareden za naslovnoga biskupa
Knina.? Zlatni jubilej svecenistva prosla-
vio je pola godine prije smrti, u najslav-
nijemu austrijskom marijanskom svetistu
Maria Zell u Stajerskoj’ Osim politicke
i knjizevne aktivnosti — koja je vaZna
u sklopu Bernolakove jezi¢ne standardi-
zacije slovackoga jezika i itavoga pokreta
koje je bernoldkovcina nadahnula - Jordan-
szky je vazan i zbog brojnih znanstvenih,
crkvenih i politickih kontakata te poticaj-
ne prepiske koja najavljuje utemeljiteljsko
doba (Griinderzeit).® Posebno privlace nje-
gove veze s povjesnicarem, arhivistom

Ugarske dvorske komore i plodnim pis-
cem Martinom Jurjem Kovacicem Sen-
kvickim (Kovachich, Senkvicky, Senqu-
iciensis, Senquicziensis; Marton Gyorgy,
Martinus Georgius; Velké Senkvice kod
Pezinoka, 1744. - Budim, 1821.). Narastaj-
no stariji autor bio je potomak Hrvata koji
su zbog osmanskih prodora od sredine
16. stolje¢a napustali Kostajnicu, Sisak
i okolicu te kolonizirali Senkvice u zapad-
noj Slovackoj, dvadeset i pet kilometara
sjeveroisto¢no od Bratislave, ali je svoje
hrvatske korijene zalijevao posjetom Za-
grebu (u vise navrata od 1812.) i drugim
hrvatskim gradovima u Kraljevini, pre-
piskom s Nikolom Skrlecom Lomnic¢kim,
a posebno biskupom Maksimilijanom Vr-
hovcem (za koga je uredio kaptolski arhiv
1814./1815.) te je poslao sina Josipa Nikolu
na studij prava u Zagreb (1813.)."°
Intelektualni kontekst i osobni por-
tret skicirani na tkanju Zivota Alekseja
Jordanszkoga scenografija su za razumi-
jevanje njegova golema napora i uspjeha
u izdanju marijanskoga atlasa, odnosno
ilustrirane topografije njezinih hodocas-
nickih svetista u Kraljevini na tri jezika —
madarskom i njemackom 1836., a slovac-
kom 1838. godine." Sa Zeljom da zazive

® Wurzbach, ,Jordanflky, Alexius von“. Za kronologiju imenovanja naslovnim biskupom Knina usp.
Remigius P. Ritzler, Pirminus P. Seerin, Hierarchia Catholica Medii et Recentioris Aevi sive Summorum
Pontificum — S.R.E. Cardinalium Ecclesiarum Antistitum Series: Volumen Septimum: PII PP. VII 1800
— Gregorii PP. XVI 1846 (Patavii: Typis Librariae , Il Messaggero di S. Antonio” apud Basilicam S.

Antonii,1968.), 370.
7 Wurzbach, ,Jordanfiky, Alexius von”.

8 Miroslav Vojtech, , Podoby slovenskej literattiry okolo 1800, in Umenie a umelci v meste okolo
roku 1800/ Art and Artists in the City around 1800, ed. Katarina Beriova i Katarina Kolbiarz
Chmelinova (Bratislava : Stimul; Katedra dejin vytvarného umenia Filozofickej fakulty Univerzity

Komenského, 2023), 527-51.

9 St. Kn. i R. [Stjepan Krpan i Redakcija], ,, Kovaéi¢ Senkvicki, Martin Juraj (Kovachich, Senkvi¢ky,
Senquiciensis, Senquicziensis; Marton Gyorgy, Martinus Georgius, Martin Duro),” in Hroatski
biografski leksikon: VIL: Kam-Ko, ed. Trpimir Macan (Zagreb: Leksikografski zavod Miroslav
Krleza, 2009), 814-15; St. Kn. [Stjepan Krpan], , Kovaci¢ Senkvicki, Josip Nikola (Kovachich,
Senquiciensis, éenkvicky; Jézsef Miklos, Josephus Nicolaus, Jozef Mikulas)”, 813-14.

10 Tvica Filipovi¢, ,Martin Juraj i Josip Nikola Kovaci¢ u Hrvatskoj 1812. — 1815.,” Arhivski vjesnik, IX

(1966) 1, 273-284.

I Madarsko izdanje objavljeno je jo$ jednom, posthumno (1863.), u Pesti: , Pesten, 1863. Nyomatja és

kiadja Bucs‘anszky Alajos.”.
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u marioloskoj literaturi navodim pune

naslove:

[Alexius Jordanszky,] Kurze Beschre-
ibung der Gnadenbilder der seligsten
Jungfrau Mutter Gottes Maria, welche
im Kénigreiche Hungarn, und der zu
demselben gehdrigen Theile und Lindern
dffentlich verehrt werden, Nach dem
Vortritte der zwei, von wailand fiirsten
PAUL EZTERAS, Palatins des Konigre-
ichs Hungarn, im Jahre 1690. und 1696.
herausgegebenen Biicher, die eben in dem
Hause, welches jetzt erwihnter Fiirst zu
Prepburg in der grofen Kapitelgasse er-
baute, unter dem Prefburger sammt Lan-
dtag 1832/6 sammt den Bildern gesam-
melt, und zum Seelentroste der Verehrer
der seligsten Jungfrau herausgegeben hat,
Alexius Jorddnszky, consecrirter Bischof
von Tinninien, Abt der seligsten Jungfrau
Maria zu Szdzovdr, Cantor und Canonicus
des Graner Domcapitels, Weihbischof in
der Tirnauer hilfte der Graner Erzdio-
zese, apostolischer Protonotir, Doctor
und gewesener erdentlicher Professor der
heiligen Theologie, Collegial=Mitglied der
geheiligten Facultit der Pestcher Univer-
sitit (Preffburg, gedruckt bey Belnay's
Erben, 1836). [sl. 1]

[Alexius Jordanszky,] Magyar Orszdg-
ban, ,s az ahoz tartozoé Részekben lévd
béldogsigos Sziiz MARIA Képeinek
rovid leirdsa. Néhai nagy novti Herczeg
ESZTERAS PALNAK, Magyar Or-
szdgi Palatinusnak két Konyvei nyom-
doka szerint, ugyan ettél a’ Herczetdl
a’ Po’sonyi Kdaptalan nagyobb ttczdjin
épitetett eqykori lakhdzdban, a’ Po’sonyi
Orszdggyiilés alatt szerzette, ,s a’ Szent
Sziiz Mdria’ TisztelGinek lelki viga-
sztaldsukra kozrebocsitotta, a’ Képek’
mdsival egyiitt JORDANSZKY ELEK,
Tinniniai felszentelt Piispok, Szdszvdri
béldog Asszontytol nevezett Apdt,
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- Kurge Befchreibung

der

Gunadenbilder der feligften Sungfrau
Mutter Gottesd

Matioa,

welde
i Sonigreidie Hungarn, und dev ju demfelben gehorigen Theile
und Landern dffentlidy verehrt werden.

e —

DNady dem Bortritre der jwei, von wailand

Friivsten PAUL LSZTI"R.QS.

Dalating ded J\nlnrud“ Sungarn, im Sabre 1600, und 1606:beraudgeges
benen Budver,  di em Hauje, weldesd m;t crwabnter Fiirft 3u
Prefibura in der g § (3affe crbate, unter dem Prefburger ﬂnnnaq
1837 fammt den DBildern acammelt, wnd jum Scclentrofie der Verehrer

A1

irter Bifthef v

Prefiburg,
gedrudt bei Velnays Grben

1836

Slika 1.

Esztergami Fo Kdptalan Enekes Kanon-
ka, a’ Nagszombati keriiletben Suffraga-
neus ,s Piispok, Apostoli Protonotdrius,
(Fo jegyzo) a’ Szentéges Teologidnak
Doktora, a hajdan volt rendeszerienti kiz
tanitoja; a’ Pesti tudomdnyos EQyetém-
nek tarsas tagja (POSONBAN, Belnay’
orokdseinek bettiivel. 1836). [sl. 2]

[Alexius Jorddnszkyl, Kratki Opis Milo-
stiwich Obrazow blahoslawenég Panni
Marie Matki BoZég, které w Krdlowstwe
Uherském, a w patricich k fiemu Cdst-
kich, a Kragndch weregtie sa ctd. Podla
predeslich dwoch od fiekdagsého KniZata
PAWLA ESZTERASA Krilowstwa
Uherského Palatina Roku 1690 a 1696
widanich Kiiih ; pram w tom Dome,
kteri wcil zminéné Kriiza v hrubég
Kapitul skeg Ulici, wistaviti dalo, pod
Sriemem 1832/3 spolu ag z Obrazmi
zebral a k duchownému Poteserini Ctite-
low Panni Marie Widal, Ale$ Jorddn-
szky Tininski (Kniski [sic]) poswdicani
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Magyar Orszagban,

‘s az ahoz tartozd

Részekben lévd bildogsdgos Sziz :

MARTIA

kegyelem' Képeinek riévid leirasa.

————

Néhai nagy nevi Herezeg

ESZTERAS PALNAK,

Mazyar Oraeai, ,,. Palationsnak ket wagynr Kinyvei nyomdoka szeriat, ugyan ettdl

a" Mercregtil 2 Pu'sonys Kiglalan uagyobl trajan epitetett egykori lakharshan,

o' Posonyi Orveageyilés alatt szorzette, s " Ssent Saiz Miisia’ Tivzteldinek lelki
vigmatalivalra kirrebocsatottn , o' Képek' manaival egyitt

LVSZKY ELEK,

Asszanytal seserett Apat, Fsrter-
kerilethon Sufirazancas ‘s
éges Teolugiacak Doktorn,
donny o Lsyol:hn—k

JORD.

Tinniniai felerentelt Pi
cami Fo Kaptala
Puspole, Apotoli Peotoy

*e hajdan volt rend

POSONDBAN,
Belnay orckiseinek betiieel

1836

Slika 2.

Biskup, blahoslawenég Panni Marie ze
Szdszvdru Opdt, Ostrihomskég Kapitula
Spewar, a Kanowriik, Arcibiskupstwa
Ostihomského w Polowici Trnawskég
Mistobiskup, Apostolski Prwoznactiik,
swateho Bohoslawa UCcitel, biwali Pro-
fessor, pri PesCanskich wisokich Skoldch
spolkowni Ud. (Prespurku: pismem
Belnaiho Dedic¢u, 1838). [sl. 3]

Naslovi izdanja su dugi i pruzaju uvid
u sadrzaj knjige, u uzore, ali i informaci-
je o autorovim vaznim ulogama u Crkvi
(medu kojima je prva ona naslovnoga
biskupa Knina) i u akademskom zivotu

, Krdthi Opif
/ Mitoffimid

Obrazomw blaboflawenég Panni

Maric Matti Bojea,

Fterd

m Srdlowftwe Wherftvm, a w patvicidy € fiemu (Sé\rfm..q
Sragnddy weregie fa o4,

Podla predefidy dwody od Hetdagfeho &

Siidata PAdWILA ESZ TER.@'SJ),
Mrifowhoa Uberiteho Palaring Rofu 1600, a 1696 widanidy Kiib; pram
w tont Dome, Freri wiil yumidené Kifta w brubeg fapinuliteg Ulici wifia-
wifi dalo, pod Shemem 1837, foolu ag 3 Obragmi gebral, a f duchonnc.

mu Porefeii Lm:lom Panni Marie wival,

Alet Jerdinszky

Teninfli (Kift) pofweand Biftup, blabeflomenéy Pamni Marie je Swiczvary Opt,

tilmml'lq lurlmh Epewar, a fenowdlt, Arabilepiwa Siribumitéte n Pelowist

Lenamfteg W ftp, Hpoftelfri 4 (ait, fattho Qoboflawa Ulitel, a biwali
{‘rvuucr, pri Deflaxfliy witctity & folady fpeltemni U,

=
= - —

Prefourtn,
pifmem Belnaibo Dedicd. N

il 14 \
1538, \

Slika 3.

Kraljevstva. Prije svega, Jordanszky tu ot-
kriva da su mu uzor bili marijanski atlasi
koje je gotovo stoljece i pol prije objavio
ugarski palatin grof Pavao Esterhazy: Az
egesz vilagon levd csvdalatos Boldogsagos
Sziiz kepeinek rivideden fol tett eredeti (1690.,
,Kratki opis podrijetla ¢udotvornih pri-
kaza Blazene Dijevice diljem svijeta”) te
u drugom izdanju Mennyei korona az az
Az egész vildgon 1évé csuddlatos Boldogsd-
gos Sziiz Kepeinek rovideden fol tett erede-
ti (1696., ,Nebeska kruna ili kratki opis
podrijetla ¢udotvornih prikaza Blazene
Djevice Marija diljem svijeta”).” U njima
su prikazana brojna marijanska svetista

12 [Pavao Esterhazy,] AZ EGESZ VILAGON LEVO CSVDALATOS BOLDOGSAGOS SZUZ KEPEINEK
ROVIDEDEN FOL TETT EREDETI: Mellyet sok tanusdgokbol Gszve szerzett, és az aétatos hivek lolki
iidvdsségére ki bocsdtott GALANTHAI ESTERHAS PAL szentséges Romai Birodalombéli herczeg,

s Magyar Orszagi palatinus. 1690. Esztendoben, (Nagy-Szombatban [Trnava], az Academiai Botiikkel,
1690); [Pavao Esterhazy,] MENNYEI KORONA az az Az egész vildgon lévi csuddlatos Boldogsigos Sziiz
Kepeinek rovideden fol tett EREDETI. Mellyet sok tanusdgokbol dszve szerzett, és az aétatos hivek lelki
idvisségére ki bocsdtott ujjonann GALANTHAI ESTERHAS PAL, Sentlegres Romai Birodalombeli
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i B Mavic Wi o Heclpospe  agra.

biam in Cpeatic /830,

!?//,//n, T Maria Virg Pistricern in ,//I)’rl/”r',

Grontie, Divee: Do aprat

Slika 4: Dorneck sc., Effigies B. Mariee Virg. In
Ecclesia Remete, prope Zagrabiam in Croatia 1836,
iz slovackoga izdanja (1838.).

diljem svijeta, a opisano je i pet cudotvor-
nih slika i kipova s hrvatskoga podrucja:
u Remetama, na Trsatu — ali pogrjesno
jer je prikazao stojeci kip (moguce Gos-
pe Slunjske tada izlozen u hodocasnickoj
crkvi, sada u riznici) umjesto ¢udotvorne
slike Gospe Trsatske (na glavnom oltaru)
— te tri slike iz Dubrovacke Republike.”®
Globalna zamisao Esterhazyjeva atlasa
i primjeri koje prenosi (ukljucujudi i tri
dubrovacke slike) otkrivaju da mu je uzor
bio cetverosveScani atlas cudotvornih
marijanskih kipova i slika bavarskoga

Slika 5: Dorneck sc., Effigies B. Mariee Virg.
Bistricen in Regno Croatiae, Dicec. Zagrab. 1836.,
iz slovackoga izdanja (1838.).

isusovca Wilhelma Gumppenberga Atlas
Marianus sive De imaginibus Deiparee per
orbem Christianum miraculosis (L-II. 1657,
II-IV. 1659, objavljen i na njemackom
Marianischer Atlas Das ist wunderthitige
Mariabilder. So in Aller Christlichen Welt
mit Wunder Zaichen berhiiembt [sic]).1*
U spomenutim atlasima zrcale se posli-
jetridentski napori da se ozivi raznolika
zbirka marijanskih skulpturaislika i tako
podrzi rastuci ugled Blazene Djevice Ma-
rije u raznim oblicima (hodo)casc¢enja,
molitava, glazbene i vizualne poboZznosti.

HERCZEG Magyar Orszagi PALATINVS 1696. Esztenddben. Meg szaporittatott pedig az erl6bbeb Kényu
ugy hogy az Historidknak szama Ezer Hdrom Szdz. [Trnava]. }
3 [Esterhazy,] AZ EGESZ VILAGON LEVO CSVDALATOS BOLDOGSAGOS SZUZ KEPEINEK, 84-86

(Remete i Trsat), 200-2 (Dubrovacka Republika).

4 Pavao Knezovi¢, ,Dubrovacka Gospina svetista 17. stolje¢a prema Atlas Marianus W.
Gumpennberga“ / ,Seventeenth-Century Marian Schrines of Dubrovnik According to Wilghelm
Gumppenberg’s Atlas Marianus®, in Anali Zavoda za povijesne znanosti Hrvatske akademije znanosti

i umjetnosti u Dubrovniku, 43 (2005), 75-92.
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Slika 6: Dorneck sc., Altare B. Mariee Virg.
Bistricz in Croatia, Dicecesi Zagrabieniensi. 1836.,
iz slovackoga izdanja (1838.).

Marijanska  topografija ~ Aleksi-
ja Jordanszkoga bila je usmjerena na
Ugarsko Kraljevstvo (kako je istakao
u naslovu) u kome je prikazao Sezdeset
i devet slika i kipova. On nije ukljucio
slike s podrucja Dubrovacke Republike
jer one nakon ukinuca (1808.) nisu bile
obuhvadene granicama Kraljevstva, ali
je znatno prosirio hrvatsku dionicu iz
Esterhazyjevih marijanskih albuma s no-
vim hodocasnic¢kim sredistima, koja su
stasala nakon oslobodenja Slavonije, Ba-
ranje i Srijema od osmanske vlasti (Mir
u Srijemskim Karlovcima, 1699.; Pozare-
vacki mir 1718.; Beogradski mir 1739.).
Starom srednjovjekovnom sredistu koje

Slika 7: Effigies B. Mariee Virg. In Eccles. Krapina
in Croat. Dicec. Zagrab. 1836., iz slovackoga
izdanja (1838.).

su osnovali pavlini u Remetama [sl. 4],
u povijesnoj Zagrebackoj biskupiji pri-
druzio je Bistricu (danas Mariju Bistricu)
[sl. 5, 6] i Krapinu (Trski Vrh) [sl. 7], koji
u Esterhazyjevo vrijeme nisu jos dosegli
slavu kao marijanska svetista (Bistrica) ili
nisu jos$ ni postojali (Trski Vrh). U povije-
snoj Senjsko-modruskoj biskupiji prika-
zao je tocan Marijin trsatski lik (tip Virgo
lactans), sredisnji dio triptiha iz Trecenta
na glavnom oltaru hodocasnicke i franje-
vacke samostanske crkve na Trsatu, i to
s krunama Bogorodice i djeteta Isusa ko-
jima su svecano okrunjene 1715. godine
[sL. 8]."* Ono $to je posebno vrijedno jesu
vizualna svjedocanstva o marijanskim

15 Zoraida Demori Stanici¢, Javni kultovi ikona u Dalmaciji (Split, Knjizevni krug; Zagreb, Hrvatski
restauratorski zavod, 2017), 277-79; Danko Sourek, ,Iconography of the Sacred Stage: Scenography
for the Canonical Coronation of our Lady of Trsat (1715),” in Art and Politics in the Modern Period.
Conference Proceedings, ed. Dragan Damjanovié, Lovorka Maga$ Bilandzi¢, Zeljka Miklogevié,
Jeremy F. Walton (Zagreb: FF press, 2019), 111-18; Danko Sourek, , Triumphus Coronatee Reginae:
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Slika 8: Imago B. Maria Virg. Tersacti in Eccl. P.P.
Franciscan. in Croat. maritima in Dicec. Segnien.
1836., iz slovackoga izdanja (1838.).

svetiStima u povijesnoj Bosanskoj ili Pa-
kovackoj i Srijemskoj biskupiji, u kojoj je
prikazao slike i kipove u Dragotinu [sL
9], Aljmasu [sl. 10, 11], Sotinu [sl. 12] i Pe-
trovaradinu [sl. 13]. Znacaj marijanskoga
albuma, Kratki opis milostivih prikaza, lezi
u njegovoj kljucnoj ulozi u uzdizanju
marijanske imago na sredisnje mjesto, Sto
je posebno razvidno u dvama slucajevi-
ma — u Bistrici (Zagrebacka biskupija)
i Aljmasu (Bosanska ili Dakovacka i Sri-
jemska biskupija) — gdje su Marijini kipo-
vi prikazani i samostalno i na oltarima

Slika 9: Imago B. Maria Virg in Ecclesia Dragotin,
Dicec. Diakov. in Slavonia, 1836.

kao cjelina. U obama slucajevima to je
iznimno vrijedno vizualno svjedocan-
stvo jer su oba oltara unistena (kao i onaj
u Petrovaradinu), a bistricki nije drugdje
vizualno zabiljezen, pa je Kratki opis mi-
lostivih prikaza jedino mjesto na kome je
moguce vidjeti kako je izgledala ta vazna
i iznimna narudzba.’® Njezina posebnost
lezi u povijesnom uvidu u razvoj sveti-
Sta koje je postalo nacionalno marijansko
hodocasnicko srediste u Hrvatskoj."” Po-
mnim zalaganjem Jordanszky je uspio
izraditi bogato ilustrirani marijanski

Scenografija krunidbe ¢udotvorne slike Majke Bozje Trsatske 1715. godine,” in Vera imago G. V.
Mariz Tarsactensis, ed. Marina Vicelja-Matijasi¢ (Rijeka: Sveuciliste u Rijeci, Filozofski fakultet,

2019), 157-72.

1 O oltaru koji je dao podici Hrvatski sabor (dovrSen prije srpnja 1731.) i ovome koji je narucio
bistricki biskup Josip Sandor (1791., pozlata 1794.), a dao prikazati Jordansky usp. Josip Buturac,
Marija Bistrica 1209-1996: Povijest Zupe i prostenista (Marija Bistrica: Nacionalno svetiste Majke Bozje

Bistricke, 1996 [1981]), 21-23.

17O razvoju marijanskoga svetista usp. Buturac, Marija Bistrica 1209-1980.
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Slika 10: Dorneck sc., Effigies B. Maria Virg.
in Eccles. Ab. Almds Dicec. Diakov. in Slavonia
Mater Refugii. 1836., iz slovackoga izdanja (1838.).

atlas, i upravo su knjizne ilustracije ra-
zlika u odnosu na dotadasnju mariolos-
ku traktatistiku u Hrvatskoj, koju su jos
u 17. stolje¢u zaceli hrvatski isusovci Lo-
vro Grisogono (Mundi Mariani, Bec 1646.,
Pars secunda Padova 1651, II. izdanje
Augsburg 1712.)® i Juraj Habdeli¢ (Zer-
czalo Marianzko, Graz 1662.).”

U izdanju Kratki opis milostivih pri-
kaza Aleksija Jordanszkoga ilustracije

Slika 11: Dorneck sc., Altare B. Maria Virg.
Ab Almds Dicec. Diakov. in Slavonia. 1836.,
iz slovackoga izdanja (1838.).

su potpisane ,Dorneck sc.” (Aljmas, kip
i oltar; Remete; Bistrica, kip i oltar) ili ne-
maju potpisa (Petrovaradin; Sotin; Dra-
gotin; Krapina, Trsat), a sve su datirane
1836. godinom. Prema rodu naznacenom
u pismima sacuvanima u Nadbisku-
pijskom arhivu u Ostrogonu, a koja su
upucena iz Beca i potpisana , Dorneck”,
Gyula Rézsa (2001.) otkriva da se radi
o Zeni koja je bila bakrorezac te da je

8 [Lovro Grisogono,] MVUNDI MARIANI: MARIA SPECVLVM MVNDI ARCHETYPI SEU
DIVINITATIS AVCTORE R. P. LAVRETIO CHRYSOGONO DALMATA SPALATENSI SOCIETATIS
JESU THEOLOGO.(VIENNAZ AVSTRIZ, Typis Matthae Cosmerovij, in Aula Coloniensi, ANNO
DOMINI M.DC. XLVI. [1646.]); Pars Secunda. (PATAVII. ANNO MDCLI. Suptibus iuncarum,

& Joan. Iacobi Hertz. [1651.]); drugo izdanje (AUGUSTZA VINDELICORUM, EXPENSIS PHILIPI
JACOBI VEITH, BIBLIOPLZ GRZACENSIS, ET FRATRUM. ANNO M DCC XII. [1712]).

1 [Juraj Habdeli¢,] ZERCZALO MARIANZKO. To je to PONIZNOZT DEVICZE MARIE, KAJE
BOGA RODILA. USEM SZLOVENZKOgua i Horuatczkoga naroda Kerschenikom d onem naulaztito,
zuerhunaturalzke, od dareslyive ruke Bosje prieli, na nasleduvanye, PO JURIU HABDELICHU Tovarustua
JESSUSSEVOGA Mesniku popiszana, i na szuétlo dana (M.DC.LXII Stampano U-Nemskom Gradczu

pri Ferenczu Widmanstetteru. [1662]).
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vjerojatno Zzivjela u Becu.” U Nadbisku-
pijskom arhivu u Zagrebu sacuvana su
pak pisma Aleksija Jordanszkoga zagre-
backom biskupu Aleksandru Alagovic¢u
(Manzelice kod Trnave 1760. — Zagreb
1837),%! koji je — kao i povjesnicar Martin
Juraj Kovaci¢ Senkvicki — bio Slovak hr-
vatskoga podrijetla. U njima Jordanszky
moli da mu se posalju crtezi ¢aSc¢enih
slika i kipova prema kojima su Dorneck
i drugi® urezivali bakroreze za knjizne
ilustracije. Prema toj prepisci zakljucuje-
mo da Jordanszky svoju dopisnu mrezu
suradnika razvio pisudi u srediste dijece-
za u kojima su se one nalazile, obracaju-
¢i se izravno biskupima, i potpisujuci se
kao naslovni biskup kninski (,,Alexius
Jordanszky, Ep. Tinn.”). U sijecnju 1836.
godine, u kojoj je objavio njemacko i ma-
darsko izdanje Kratkoga opisa milostivih
prikaza, tako pise Alagovicu:

. Preuzvieni, Presvijetli i Precasni Gos-
podine Biskupe, Milostivi Gospodine!
Gospoda hrvatski dostojanstvenici,
koji odobravaju i dive se mojim naporima
u prikupljanju milostivih slika BlaZene
Djevice Bogorodice, savjetuju mi da od
Vase Ekscelencije zatrazim i nacrt i opis
slike Krapinske Djevice. Jer, kazu oni,

Alars BeMari 7y in Sotinsin: Fymi, Do ot
mstalic Syrenicev. 7896,

Slika 12: [S. a.], Altare B. Mariee Virg. in Sotin
in Syrmio Dicec. Et Comitatu Syrmien. 1836.,
iz slovackoga izdanja (1838.).

bilo bi Zalosno ako bi u tako velikoj zbirci
(vec posjedujem 33 tisuce bakroreznih sli-
ka) iz cijele Hrvatske samo jedina slika iz
Marije Bistrice bila u njoj predstavljena,

% Gy. Rdzsa [Gyula Rdzsa], ,Dorneck, Wiener (?) Kupferstecherin” in Saur: Aligemeines Kiinstlerlexikon:
Die bildenden Kiinstlerlexikon aller Zeiten und Vilker: 29: Donny — Du, ed. Giinter Meifiner (Miinchen/
Leipzig: K.G. Saur, 2001), 92. Na trzistu umjetnina za odvojene listove iz madarskoga izdanja
identificiran je Joseph Dorneck, bakrorezac koji je djelovao u Be¢u dvadesetih i tridesetih godina
19. stoljeca, bez izvora za podatak. Usp. ,1836 Dorneck, Joseph”, Aukcijska kuc¢a Darabanth,
Budimpesta, https://www.darabanth.com, accessed on 14 October 2024]. Identitet Zenske osobe iz
obitelji Dorneck u odnosu na Josepha nije razjasnjen (moguce supruga ili udovica?).

2 Juraj Kolari¢, ,Aleksandar Alagovic¢ 1829-1837, in Zagrebacki biskupi i nadbiskupi, ed. Franko

Mirosevié¢ (Zagreb: Skolska knjiga, 1995), 446-58.
Gyula Rozsa biljezi da je od devedeset i jedne knjizne ilustracije njih cetrdeset i pet potpisala

Dorneck, pet Josef Kern, a ostale su nepotpisane. Rdzsa, ,Dorneck, Wiener (?) Kupferstecherin”.
Jordanszky nije uspio dobiti niti sliku iz grkokatolickoga marijanskoga svetista u mjestu
Sajopalfala (neko¢ Palfalva) u Egerskoj biskupiji (,,Palfalvaer Marien-Bild in der Erlaner
Di6zese, im Borsoder Comitate”), pa je na tom mjestu umetnuo knjizni bakrorez potpisan
,Vinc. Franceschini sculp.” s prikazom svetista Madre delle Grazie della Mentorella Sezdesetak
kilometara isto¢no od Rima, izmedu Tivolija i Palestrine, prema predaji jednom od najstarijih

marijanskih svetista izvan Rima.
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Ekscelencije u tome da mi se ljubazno
dostavi: 1° prikaz u formatu octavo (8°)
slike Blazene Djevice Marije Krapin-
ske, 2° kratki povijesni opis podrijetla,
razvoja i sadasnjega caséenja iste. Moéna
Djevica nagradit ¢ée sve napore uveéanja
njezina caséenja.
Jo$ jedna (druga) stvar koju bih htio
navesti: Zbirka biografskih slika Fran-
je 1., komu dugujemo nase unapredenje,
ovih je dana zavrena. Kod mene se moze
nabaviti svih 20 slika po cijeni od 30
forinti. Neka se Vasa Milost pobrine da
se barem neki primjerci ove doista lijepe
zbirke izloZe u Hrvatskoj i prenesu Fran-
jinu uspomenu buducim narastajima.
Jedini biskup iz Trojedne kraljevine koji
— s , ju je podrzao bio je Sucic.® Sada nema
AMhare B Marie: Virp.ad mives intia Polrevdrad ot nijednoga.
Mitrovics. it Havenia, in Diwoesi Didher L S
Y Owva nesretna zasjedanja ne znaju doci
do kraja [rjesenja]. Cvor treba presjeci,
a Skenderbegov je mac zahrdao. Nepri-
stojno je kako Oligarsi, kojima je sva
vlast u rukama, imenuju Hrvate, pa éak
i biskupa kninskoga. Preporucam se u
milost, i s postovanjem ostajem Vasem

Slika 13: Altare B. Mariee Virg. ad nives intra
Petrovirad. Et Mittrovicz in Slavonia, in Dicecesi
Didkov. 1836., iz slovackoga izdanja (1838.).

a ona iz Krapine izostavljena. Velicanstou najpokorniji sluga Aleksij

Zbog onoga $to Cursto vjerujem o po- Jorddnszky, biskup kninski. E.M.S.C. et
stojanosti Vase Ekscelencije u poboz- [i] C. (?) / U Pozunu 28. sijecnja 1836.
nom caséenju, temeljenom na visokom ! Gosp. biskup Madarassy* se vrlo lose
misljenju i procjeni, molim milost Vase osjeca."*

% Franjo Sanjek et. al., Pavao Marija Suci¢ biskup bosanski ili dakovacki i srijemski (11. sije¢nja 1767. — 13.
travnja 1834.): 250 godina od rodenja. Zbornik radova s medunarodnog znanstvenog skupa odrzanog 15.
prosinca 2017. u Dakovu i 8. oZujka 2018 u Subotici (Zagreb/Dakovo: Hrvatska akademija znanosti
i umjetnosti Zavod za znanstveni i umjetnicki rad u Pakovu, 2018).

* s.a, ,Madarassy Ferenc”, in Magyar Katolikus Lexikon: VIII: Lone — Meszl, eds. Istvan Dids i Janos
Viczian, (Budapest: Szent Istvan Tarsulat, 2003.), sub voce.

% Excellentissime, lllustrissime, et Reverendissime Domine Episcope, Domine Gratiose! / Domini Croatae
Dignatales, qui meos in colligendis Gratiosis Beatee Virginis Deiparae Imaginibus conatus probant ac
mirantur, suadent mihi ut ab Excellentia Vestra etiam Krapinensis Imaginis delineationem ac descriptionem
efflagitem. Dolendum enim esset, inquiunt, si in tanta collectione (jam 33 millia Imaginum cupro incisarum
possideo) ex tota Croatia unicam saltem Bisztriczensem Imaginem Collectio mea expromeret et Krapinensem
praeteriret. / Pro ea, quam de Vestra Excellentize constantia teneris hyperdulico cultu firmam teneo, opinione
et existimatione, imploro Ejusdem Excellentiae Vestrae gratiam in eo, ut mihi 1° delineationem in 8° majori
imaginis BMV Krapiniensis, 2° brevem historicam descriptionem originis, progressus et actualis cultus
ejusdem gratiose submitti facere dignetur. Reprendet Virgo potens cuncta in sui cultus augmentum impensa
fatigia. / Alterum est, quod insinuo: Collectionem biographicarum Francisci 1., cui nostram promotionem
debemus, Imaginum his diebus conclusam esse. Haberi apud me omnes 20. imagines possunt ad 30 fl MC.
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Ton pisma otkriva bliskost sunarodnja-
ka i politickih sumisljenika, no naslovni
kninski biskup Jordanszky trebao je ipak
pozuriti zagrebackoga biskupa Alagovi-
¢a u vezi crteza i onoga u Bistrici® (koji je
u vrijeme molbe za krapinski ve¢ dobio)
i novonarucenoga krapinskog prikaza
maloga kipa visokoga svega dvanaest
centimetara — $to ga je Stjepan Balagovic,
redovnicki fra Joakim — donio iz Svete
Zemlje 1669. godine i oko koga se razvilo
svetiste na Trskom Vrhu kraj Krapine.”
U ljeto 1836. godine Jordanszky obavije-
Stava Alagovica i u vezi poteskoca u pre-
pisci sa Srijemskim biskupom (tada na-
sljednikom Pavla Marije Sucica, Josipom
Kukovicem),® a crtez slike Majke Bozje

Literatura i izvori:

Sucutne u Dragotinu (a ne kipa kako pise
u opisu prostenista) stigao je tako kasno
da je u pocetnom popisu s najavom koje
¢e c¢udotvorne slike i kipovi biti prika-
zani za Dragotin u svim izdanjima na-
znaceno da je ,bez slike” (,bez Obrazu”,
,ohne Bild”, ,Kép nélkiil”), ali je knjizna
ilustracija s prikazom Majke BoZje Sucut-
ne iz Dragotina ipak objavljena, prvi put
u svojoj visestoljetnoj povijesti.” Zahva-
ljuju¢i naporu da svojim zZarom, marom
i upornoscu zagrije i pokrene nevoljke
suradnike i dopisnike, Aleksij Jordan-
szky uspio je prvi predstaviti poslijetri-
dentska marijanska svetista na jugu Car-
stva, a tako i sam zasluzio vazno mjesto
na hrvatskome marioloskom zemljovidu.
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memoriam Franciscanam posteritati exhibeant. Unicus Eppus Szucsich e tribus Sociis Regnis subscripserat.
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izdanje 1996]).
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u madarskom izdanju (1836.) te nakon opisa na stranici 149 u slovackom izdanju (1838.).
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MartA HErRUCOVA*

Menci Clement Crncic¢ a zahada jeho
obrazu™

Menci Clement Crncic i misterij njegove slike / Menci Clement Crnci¢
and the Mystery of His Painting

Menci Clement Crnéi¢ (1865-1930) was a well-known painter and graphic artist, a prominent
figure in Croatian art, especially Impressionism and Pointillism. Croatian by origin, born in
Austria, studying in Moravia and Bavaria, often staying by the Adriatic Sea and in several
European countries, he became the author of many landscape paintings. His only painting
preserved in Slovakia departs from his work tending towards Symbolism. It raises several
questions in the field of iconography and related themes.

Key words: maliarstvo okolo 1900, secesia, symbolizmus, homage, klinc¢eky / painting
around 1900, Art Nouveau, Symbolism, homage, carnations

depozitari Galérie mesta Bratislavy

sa nachadza obraz Menci Clementa
Crncic¢a s ndzvom Portrét so siedmimi klin-
cekmi, ktory je signovany, ale nie datova-
ny (obr. 1).! Jeho povod je neznamy, vie
sa iba, Ze bol predtym sticastou starych
zbierok mestského muzea. Prvykrat sa
nahodne objavil v roku 1978 na obale
vinylovej platne so Symféniou C-dur,
predohrou k opere Carmen Georgesa
Bizeta® a v roku 1980 cielene na vysta-
ve Hladanie slohu: Umenie okolo 1900 a

zaroven na titulnej strane katalégu vy-
stavy.’ Neskor sa stal sucastou dnes uz
neexistujucej stalej expozicie mestskej
galérie. V sprievodcovi expozicie sa
uvadza ako dielo chorvatsko-raktskeho
maliara, s tajuplnou melancholiou, sto-
jace na hranici secesie a symbolizmu.*
Portrét so siedmimi klincekmi Slovensko
nikdy neopustil, nebol stcastou ziadnej
Crncic¢ovej vystavy, ani poslednej re-
trospektivy, ktora sa konala v Zahrebe
v roku 2016.°

* PhDr. Marta Herucova, Ph.D., Ustav dejin umenia, Centrum vied o umeni SAV, v.v.i., samostatna
vedecka pracovnicka, Bratislava (Slovenska republika).

* Studia vznikla s podporou projektu VEGA 2/0062/23 Orient vo vijtvarnom umeni na Slovensku.

! Menci Clement Crnéié, Portrét so siedmimi klincekmi, okolo 1910, olej, platno, 60 x 49, ziskané
prevodom z Mestského mtizea (dnes Muizea mesta Bratislavy) v roku 1959, Galéria mesta
Bratislavy, inv. ¢. A 1411 (s datovanim 1895 — 1910). Znacené vpravo hore ,Menci Cl. Crn¢i¢”.

2 Platnia vysla vo vydavatelstve Opus v spolupraci s Gramofénovym klubom a nahrala ju Slovenska

filharménia pod vedenim Zderika Koslera.

* Trojanova, Radmila, Hladanie slohu: Umenie okolo 1900: Katalég vystavy (Bratislava: Galéria mesta

Bratislavy, 1980), nestr.

¢+ Zelmira Grajciarova a Zsofia Kiss-Szeman, Stredoeurdpske maliarstvo a sochdrstvo 1800 — 1918
(Bratislava: Galéria mesta Bratislavy, 2008), 52 (Crncic); Zivotopisy umelcov: Marta Rysava. Stala
expozicia bola v Palffyho palaci a Crnéi¢ov obraz v miestnosti ¢. 7.

® Petra Vugrinec et al., Retrospektiva Menci Clement Crncic¢ (1865. — 1930.) (Zagreb: Galerija Klovicevi

dvori, 2016).
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Obr. 1: Menci Clement Crncic: Portrét so

siedmimi klincekmi, okolo 1910, olej, plitno,
60 x 49, Galéria mesta Bratislavy. Foto GMB
(Reprodukovat ako najvicsie).

Menci Clement Crnci¢, narodeny
v roku 1865 v Stajersku, mal byt voja-
kom ako jeho otec, ktory pochadzal zo
Slavonska a slazil ako pohrani¢nik. Ne-
mal vSak na to fyzické predpoklady, a
tak ho z vojenskej skoly v Hraniciach na

Obr. 2: Wilhelm Leibl: Hlava dievcata —
takzvana Malresl, 1897, olej, drevo, 22,7 x 24,1
cm, v ponuke aukcnej spolocnosti Lempetz, Kolin
nad Rynom. Foto Lempetz.

Morave vylucili pre nesposobilost.® Jeho
kroky smerovali na akadémiu do Vied-
ne’ a odtial v roku 1886 do Mnichova.
Na stadium vSak nemal peniaze. Pro-
strednictvom ,jednej krasnej Zeny”, ako
sa spomina v katalégu poslednej retro-
spektivy, aby si zarobil, maloval divadel-
né dekoracie pre Landestheater v Cobur-
gu. Napokon mu pomohlo Stipendium
slavonskeho pohranicia® a pravdepodob-
ne aj podpora sestry Marije, ktora zila

¢ Menci Clement Crn¢i¢ sa narodil 3. aprila 1865 v Stajerskom mestecku Bruck an der Mur, kde jeho
otec Gaspar Crnci¢ slazil ako pohranic¢nik. Otec pochadzal z malej slavonskej obce Raji¢, matka
bola Maria Clementina, rod. Mayer. Menci mal starsiu sestru Mariju (1851 — 1929), usadenti v obci
Nova Gradiska (v Slavonii) a brata Alberta, ktory zil v Lovrane (na Istrii). Zakladnt skolu vychodil
vo Viedni, vojenské gymnazium v hornoraktskom St. Poltene (1876 — 1880) a dva roky Studoval na
VysSej vojenskej redlnej skole v Hraniciach na Morave. Pozri Vugrinec, Retrospektiva, 237, www.
familysearch.org/ark:/61903/1:1:Q2Z6-J1TQ, citované 25. 1. 2024.

7 Studoval tam v rokoch 1882 aZ 1855. Pozri Vugrinec, Retrospektiva, 15.

8 Krajinsky majetkovy, rozvojovy a osvetovy fond (Krajiska imovna, uzgojna i obrazovna zaklada)
bol osobity fond v Krajine (Vojna Krajina), v pohrani¢nom pasme Raktsko-Uhorska a Osmanskej
riSe. Financie ziskaval z peniazi od vlastnikov domov, ktori nechceli poskytovat ubytovanie
predpisanému poctu vojakov, z poplatkov za povolenie na predaj alkoholickych napojov, na
prevadzkovanie mlynov, méasiarstiev a pod., z poplatkov za predaj zvierat, z r6znych pokut a pod.
Utelom fondu bolo skvalitnit 8kolstvo a vzdelanie v Krajine. Fond slzil na Stipendia a pomoc
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Obr. 3: Menci Clement Crncié: Dievcatko

(Djevoijcica), 1890, olej, platno, 66 x 53 cm,
Nirodné miizeum moderného umenia, Zdhreb. Foto
Goran Vrani¢ © National Museum of Modern Art,
Zagreb, 2022.

v Slavonsku, vydata za dobre situované-
ho obchodnika Josipa Schwartza. Crnc¢i¢
sa ako 24-rocny v roku 1889 konecne za-
pisal na mnichovskt akadémiu.? Studo-
val u gréckeho maliara Nikolaosa Gyzisa

Obr. 4: Achic (Akos) Aranyossy: Dievéatko,
1893, olej, plitno, 57 x 45 cm, Vijchodoslovenskd
galéria, KoSice.

(1842 — 1901), znameho svojimi akade-
mickymi alegorickymi a Zanrovymi ob-
razmi. Crnci¢ si osvojil skor mnichovsky
realizmus leiblovského razenia, zalozeny
na tonalnej modeldcii postav, redukcii fa-
rebnej skaly i na predstieranej nedokon-
Cenosti (obr. 2).1 Obraz Dievcatko (Djevoj-
¢ica) je jeden z mala zachovanych z toho
obdobia, kedze Crncicova rana tvorba
zhorela pri poziari jeho zahrebského ate-
liéru (obr. 3)."! Podobny obraz namaloval

Studentom, na stavbu $kol a kostolov a v malej miere aj na pomoc pohrani¢nikom, ktorych postihli
zivelné pohromy. - www.enciklopedija.hr/clanak/krajiske-imovne-zaklade, citované 10. 2. 2024.

? Do matriky akadémie je zapisany skomolene ako , Klement Crucic”. - https://matrikel.adbk.de/
matrikel/mb_1884-1920/jahr_1889/matrikel-00658, citované 12. 2. 2024.

10 Dajana Vlaisavljevi¢, (https:/nmmu.hr/en/2022/11/25/menci-clement-crncic-a-young-girl-1890/,
citované 15. 2. 2024). Ako ukazku leiblovského Stylu pozri napr. Wilhelm Leibl (1844 — 1900): Hlava
dievéata — takzvand Malresl, 1897, olej, drevo, 22,7 x 24,1 cm, v ponuke aukcnej spoloc¢nosti Lempetz,
Kolin nad Rynom 21. 5. 2016. Ako sa piSe v aukénom kataldgu, predlohou pre tento intimny
portrét bola Leiblova kucharka a modelka Therese Haltmeier (www.lempertz.com/en/catalogues/
lot/1067-2/1544-wilhelm-leibl.html, citované 15. 2. 2024).

1 Menci Clement Crnci¢, Dievéatko, 1890, olej, platno, 66 x 53 cm, Nacionalni muzej moderne
umjetnosti, Zahreb, inv. ¢. MG 447. Crncicov ateliér zhorel v roku 1927. Pozri Vugrinec,

Retrospektiva, 237.
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Obr. 5: Menci Clement Crncic: Dazdivy den na pobreZzi, nedatované, olej, platno, 50 x 73,5 cm,

v ponuke aukcnej spolocnosti Dorotheum, Viedeti. Zdroj https:/lartvee.com/artist/menci-clement-crncic/.

pocas svojho mnichovského studia aj
kosicky maliar Achac (Akos) Aranyossy
(1870 — 1898) (obr. 4).2

Crnci¢ sa po pobyte v Mnichove usa-
dil v Zahrebe. Svojimi dielami vzbudil
pozornost slavonskeho maliara a histori-
ka umenia, vtedajsieho ministra skolstva
a nabozenstva Izidora Krs$njaveho (1845
- 1927). Ten mu pontikol miesto profeso-
ra na skole pre remeselnikov.”® Crnci¢ to
prijal, ale zakratko ho zacali ubijat ad-
ministrativne povinnosti. Krsnjavi mu

preto vybavil Stipendium a poslal ho do
Viedne, odkial pochadzala Krsnjaveho
manzelka Wilhelmina, aby tam Studoval
na Univerzite uzitého umenia. Stal sa nie-
len ziakom, ale aj priatelom nemeckého
grafika Williama Ungera (1837 — 1932).
Crncicove lepty ponurych krajin s osa-
melymi postavami ho vtiahli do pradu
eurépskeho symbolizmu. Mali v sebe bo-
cklinovskt nejednoznacnost, neponukali
vysvetlenia, kto st ti ludia, a preco posta-

07 v e

vaju smutni a skltceni na brehu mora.**

12 Achac (Akos) Aranyossy, Dievcatko, 1893, olej, platno, 57 x 45 cm, Vychodoslovenska galéria,

Kosice, inv. ¢. O 94.

3 Na Kralovskej krajinskej remeselnickej skole (Kraljevska zemaljska obrtna skola) bol v rokoch

1892/1893. Pozri Vugrinec, Retrospektiva, 237.

4 Menci Clement Crnci¢, Osameld (Osamljena), 1895, lept, papier, 337 x 608 mm, Kabinet grafike,

Hrvatska akademija znanosti i umjetnosti, Zahreb; tieZ v ponuke aukénej spolocnosti Dorotheum,
Vieder 18. 9. 2019, por. ¢. 129. Porovnaj napr. s obrazom Arnolda Bécklina: Vila pri mori (IIL. verzia),
1871 — 1874, olej, platno, 108 x 154 cm, Stadel Museum, Frankfurt n/Mohanom, inv. ¢. 1260 (https://
sammlung.staedelmuseum.de/en/work/villa-by-the-sea, citované 18. 2. 2025); Dielo bolo zndme
prostrednictvom grafik. Hecht, Wilhelm (sculp.) a Bécklin, Arnold (pinx), Vila pri mori (II. verzia),
1897, lept, papier, Galéria umenia Ernesta Zmetaka, Nové Zamky, inv. ¢. G 1329.
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(Co sa tyka Crnéicovej grafickej tvorby,
vytvoril aj graficky portrét chorvatske-
ho bana Teodora Pejacevica podla Vlaha
Bukovaca; na Slovensku sa zachovala iba
jeho grafika anjelikov podla Raffaela).””

V roku 1894 iSiel Crnci¢ s Ungerom, ktory
mal choré pltca, na Istriu. Bol to kltucovy
moment, lebo Crncié sa tam dostal do spo-
lo¢nosti plenéristov, nadobro si zamiloval
more, ktoré potom maloval a fotografoval
do konca svojho zivota (obr. 5). Crnci¢ sa
pre Chorvatsko stal nielen prvym skole-
nym grafikom, ale aj maliarom, ktory sa
dokazal vyhupnut na vlnu moderny im-
presionistického, priam monetovského,
ladenia' (podobne ako nas, od Crncica
ovela starsi, Sari§sky maliar Pavol Szinyei
Merse, 1845—-1920).17 V roku 1900 mal Crn-
¢i¢ prvu samostatna vystavu v Zahrebe
a verejnost bola z jeho obrazov nadSena.
Hned na dalsi rok sa vybral na cesty po
Dalmacii a potom na Plitvické jazera a
neskor opaf na juh k moru. Pri mori po-
byval s réznymi umelcami a spolu s nimi
vystavoval vo viedenskom Saléne Euge-
na Artina, polovicného Arména, ktory
kratko studoval dejiny umenia, a ktorého
,lacné a zlé” umenie v ponuke hlavného
mesta monarchie rozc¢ulovalo.® V roku
1903 Crnéi¢ spolu s maliarom Belom Ci-
koSom Sesijom (1864 — 1931), ktory takisto

pochadzal zo Slavénska, a bol synom
pohrani¢nika, zalozil maliarsku Skolu,
zarodok buducej zahrebskej akadémie.”
Tuato skolu navstevovala aj pobozna Ka-
rolina (Lina) Virant (1879 — 1949), s ktorou
sa v roku 1910 ozenil; mal vtedy 45 rokov.
Zakratko sa im narodil syn Menci Cle-
ment jr. (1911 — 1985) a potom dcéra Bran-
ka, neskor vydata Koscec (1915 — 2003).
Crnci¢ striedal pobyty v Zahrebe a pri
mori v Novom Vinodolskom. V Zahrebe
pravidelne vystavoval v Saléne Ullrich,
ktory patril slavénskemu ramarovi An-
tunovi Ullrichovi (1872 — 1937). V Novom
Vinodolskom mal vilu.*® Zomrel nahle po
potulkach pri Save 9. novembra 1930 vo
veku 65 rokov.

Bratislavsky obraz so zahadnou Zenou
mohol vzniknut este pred svadbou, mo-
hol zvecnovat jeho modelku alebo lasku;
do uvahy prichddza aj objednavka pre
niekoho iného. Crn¢i¢ totiz portréty bez-
ne nemaloval, ak, tak len na objednéavku,
aj to vynimocne, alebo portrétoval Tudi
zo svojho blizkeho okruhu, skor na ich
zelanie, ako z vlastnej iniciativy. Pred
prvou svetovou vojnou portrétoval napr.
Krsnjaveho dcéru Rozu (1894), pani Sch.,
pani R, pani N,, pani V. (vSetky 1902),
grofa Pejacevica, pani A. P, Ninu (vSetky
1904), Dr. Theodora Grafa (1905).' Z nich
by mohol byt so Slovenskom spéty grof

15 Menci Clement Crnci¢ (sculp.) a Raffael (pinx.), Anjelici (detail obrazu Sixtinskej madony), po
1894, medirytina, papier, 412 x 470 mm, 285 x 700 mm, Galéria mesta Bratislavy, inv. ¢. G 11027

(s datovanim 1850 — 1875 sic!).

16 Pozri porovnanie Crn¢i¢ovho obrazu Izgled z Bellaviste (1901 — 1902) a Monetovho obrazu
Manneporte pri Etretate (1886). Podla Vugrinec, Retrospektiva, 22.

U7 Porovnaj napr. Pavol (Pal) Szinyei Merse, Cervené maky na poli, 1901 — 1902, olej, platno, 89,5 x 80 cm,
Madarska narodna galéria, Budapest, inv. ¢. 2285 (https://en.mng.hu/artworks/50517/, citované 20.
2. 2024). Menci Clement Crnci¢, Cervené maky, nedatované, 50 x 79 cm, zbierka Dr. Vinka Percica,

Galerija Klovi¢evi dvori, Zahreb.

'* Blizsie Vogl, Gunter, Eugen Artin: Ein Wiener Kunstsalon um 1900 (Gunter Vogl, 2019).
19 Pocas pdsobenia na skole podnikol cesty po Taliansku, Svaj¢iarsku, Franctzsku, Belgicku (1905,

1907) i Bosne (1908).

% Jeho Vila Lada bola postavena v rokoch 1910 az 1915.
2 Roky v zatvorkach uvadzaju, kedy bolo dielo vystavené. Pozri Vugrinec, Retrospektiva, 238—40.
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Obr. 6: Lucien Lévy-Dhurmer: Beethovenova
maska, okolo 1906, pastel, papier, 91 x 61,3 cm,
v ponuke aukénej spolocnosti Sotheby’s, Pariz.
Zdroj https://commons.m.wikimedia.org/wiki/
File:Beethoven_Mask_(c._1906)_-_Lucien_Lévy-
Dhurmer.jpg.

Pejacevi¢; prislusnici rodu boli totiz zna-
mi aj tym, Ze organizovali osidlovanie
Slavénska obyvatelmi zo Slovenska a
okolo roku 1900 mali letohradok vo Vy-
sokych Tatrach.?

Na rame bratislavského obrazu je ne-
mecky napis ,ERINNRUNG”, v sloven-
skom preklade SPOMIENKA, ak si od-
myslime, Ze v slove chyba pismeno ,E”
aby to bolo spravne ,ERINNERUNG”.

Obr. 7: Odilon Redon: Hommage a Goya (1),
cca 1885, olej, platno na lepenke, zbierka Scharfa-
Gerstenberga, Berlin. Zdroj https://commons.
wikimedia.org/wiki/File:Hommage_a_Goya,_
by_Odilon_Redon,_view_1,_c._1885,_oil_on_
cardboard,_mounted_on_canvas_-_Scharf-
Gerstenberg_Collection_-_DSC03859.JPG.

Chybaju aj ozdoby na zaciatku a na konci
slova, po ktorych ostali len dierky.
Textra mocaristého pozadia vo vi-
ditelnych tahoch stetca, podobna ako
na obraze Sluka z roku 1908,2 dodava
obrazu jemny rytmicky tok iného sveta,
z ktorého sa vynara hlava mladej Zeny
s porcelanovou pletou a rySavymi vlas-
mi vycesanymi do typického secesného
udéesu. Modro-sivé odi, lesklé a zalerve-
nané, akoby uplakané, s upreté priamo
na divaka, pricom drobné pootvorené

2 Rodina Pejacevi¢ a kultiirno-historické vztahy Chorvitov a Slovdkov, vystava, SNM-Mutizeum
kultiary Chorvatov na Slovensku v Bratislave (v spolupraci so Slovenskym kulttrnym centrom
a Vlastivednym muzeom v Nasiciach), 2019. Letohradok rodiny Pejacevi¢ (dnes Penzién Bélin)
v Tatranskej Lomnici obyvali najméa dcéry Marka Pejacevica (1818 Osijek — 1890 Budapest)
a Herminy, rod. Bethlen (1828 Kluz — 1911 Budapest) — Katarina (1848 — 1918 Budapest) a Jolana
(1859 — 1932), ktoré boli donatorkami stavby tamojsieho evanjelického (kalvinskeho) kostola. Pozri
Ivan Bohus, st. a Ivan Bohus, ml., Premeny tatranskyjch osid (1&B, 2008).

# Menci Clement Crnéi¢, Sluka, 1908, olej, platno, 55,5 x 38,5 cm, sukromny majetok. Pozri Vugrinec,

Retrospektiva, kat. ¢. 42.
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Obr. 8: Fernand Khnopff: Biela maska,
1907, akvarel a pastel, papier, Ca’ Pesaro,
Medzindrodnd galéria moderného umenia,
Bendtky. Zdroj https://commons.wikimedia.
orglwiki/File:%22Un_masque_au_manteau_
blanc%22_de_F._Khnopff %28Petit_Palais, _
Paris%29_%2840382834143%29.jpg.

Cervené usta evokuju tsmev. V tvari
tak mozno citat bolest i radost a v cer-
venych klinc¢ekoch zivot i smrt. U sym-
bolistov uz len koncept zobrazenia iba
hlavy, zbaveny telesnosti, byval chapa-
ny ako hommage. Utiekal sa k nemu aj

Crncicov francuzsky stuputnik Lucien
Lévy-Dhurmer (1865 — 1953), zhodou
okolnosti narodeny v ten isty rok ako
on, ako aj o nieco starsi bardi franctuiz-
skeho a belgického symbolizmu Odilon
Redon (1840 - 1916) a Fernand Khnopff
(1858 — 1921) (obr. 6, 7, 8).>* Crnci¢ mal
k symbolizmu blizko, poznal diela sym-
bolistov, jeho oblubenou knihou boli
Mptve Bruggy a v ateliéri mu viseli re-
produkcie Ropsa a Moreaua.

Klincek (karafiat) bol pomerne zna-
mym motivom od dob renesancie. Ob-
javoval sa na devocionalnych obrazoch
aj na svetskych portrétoch. Bol naraz-
kou na bozsky povod Jezisa, kedze jeho
grécky nazov dianthus, uvedeny v Theo-
phrastovom Rastlinopise, bol odvodeny
od ,dios” (boh) a ,,anthus” (kvet), teda
bozi kvet. Bol aj predzvestou Kristovho
umucenia — podla legendy sa objavil, ked
Maria plakala pri jeho ukrizovani.* Len
v niektorych jazykoch existuje podob-
nost nazvu kvetu a nastroja, klincek —
klinec, ¢o este viac zosilnuje altziu Kris-
tovho umucenia. Klincek obvykle lezi na
parapete v blizkosti Madony s dietatom
na obrazoch Juraja Culinovica (t 1504),
znameho aj ako Giorgio Schiavone ale-
bo Giorgio Dalmaticus (Juraj Slovan
alebo Juraj z Dalmacie), drzi ho v ruke
Madona s dietatom na obraze Leonarda
da Vinciho (1452 - 1519) i Raffaela (1483
—1520) (obr. 9, 10). Na svetskych portré-
toch sa klincek interpretuje ako symbol

# Lucien Lévy-Dhurmer, Beethovenova maska, okolo 1906, pastel, papier, 91 x 61,3 cm, v ponuke
aukcnej spolocnosti Sotheby’s, Pariz 26. 6. 2019; Odilon Redon: Hommage a Goya (I), cca 1885, olej,
platno na lepenke, zbierka Scharfa-Gerstenberga, Berlin; Fernand Khnopff, Biela maska, 1907,
akvarel a pastel, papier, Ca’ Pesaro, Medzinarodna galéria moderného umenia, Benatky.

% Pozri Vugrinec, Retrospektiva, 43.

% Elisabeth Wolffhardst, ,Beitrdge zur Pflanzensymbolik,” Zeitschrift fiir Kunstwissenschaft 8 (1954):

177-96.

¥ Juraj Culinovié, Madona s dietatom a anjelmi, 1459/1460, olej, drevo, 69 x 56,7 cm, Walters Art

Museum, Baltimore, Maryland, USA, inv. ¢. 37.1026; Leonardo da Vinci: Madona s klincekom, 1478 —
1480, olej, drevo, od 1889 Alte Pinakothek, Mnichov, inv. €. 7779; Raffael, Madona s klincekmi, 1506,
olej, drevo, 29 x 23 cm, The National Gallery, Londyn, inv. ¢. NG 6596. Na Raffaelovom obraze ma
klinceky v rukach aj Jezisko.
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a anjelmi, 1459/1460, olej, drevo, 69 x 56,7 cm,
Walters Art Museum, Baltimore. Zdroj https://
commons.wikimedia.org/wiki/File:Giorgio_di_
Tomaso_Schiavone_-_Madonna_and_Child_
with_Angels_-_Walters_371026.jpg.

zboznosti (obr. 11)® a(lebo) zasnubenia,
citového puta, lasky (obr. 12).* Zasnubné
portréty s klincekom boli tak narazkou,
Ze pri svadbe — ako bolo zvykom — bude
mat nevesta v Satach schovany klincek,
ktory musi Zenich najst.** Klincek dostal
¢asom svoju tlohu aj v kontexte memen-
to mori, pri tematizovani vanitas a vobec

Obr. 10: Leonardo da Vinci: Madona

s klinc¢ekom, 1478 — 1480, olej, drevo, Alte
Pinakothek, Mnichov. Zdroj https://commons.
wikimedia.org/wiki/File:Leonardo_da_Vinci_
Madonna_of_the_Carnation.jpg.

smrti.* Jeho vyznam na obrazoch vsak
nebyva vzdy jednoznacny.

Prijatie klinceka do ikonického vesmi-
ru fin-de-siécle ovplyvnili aj ¢isto estetic-
ké hladiska spojené s vizualnym poteSe-
nim. Stretneme sa s nim v mnichovskom
realizme leiblovského razenia, ktoré
Crn¢i¢ dobre poznal (obr. 13).** Rovnako

% Napr. Bartholoméaus Bruyn st., Portrét Sophie von Schwelhem, rod. Korth (1498 — 1573), okolo 1538,
olej, drevo, 37 x 30 cm, Wallraf-Richartz-Museum & Fondation Corbout, Kolin nad Rynom, inv.
¢. WRM 266. Bruyn st. namaloval pocetné portréty zien s klincekom v ruke.
¥ Napr. Andrea Solario, Muz s klincekom, okolo 1495, olej, drevo, 49,5 x 38,5 cm, od 1875 The National
Gallery, Londyn, inv. ¢&. NG 923; Adrien Ysenbrandt: Mlady muz s klincekom, 1520/1530, olej, drevo,
48 x 30,8 cm, Portland Art Museum, Portland, Oregon, USA, inv. ¢. 65.18.
% Colombi, Martina, L'uomo con il garofano rosa (https://errareumano.org/luomo-con-il-garofano-rosa/,
citované 12. 5. 2024).
Dirck Jakobsz, Pompeius Occo, okolo 1531, olej, drevo, 66,5 x 55,1 cm, Rijksmuseum, Amsterdam,
inv. ¢. SK-A-3924. Pompeius Occo (1483 — 1537) bol jeden z najmajetnejsich obyvatelov
Amsterdamu. Okolo roku 1511 tam zastupoval bankovy a obchodny dom augsburskych
Fuggerovcov. Jeho portrét vyjadruje vSeobecne prevladajtci nazor, Ze vSetka svetskd prosperita je
pominutelna: v jednej ruke ma klincek a druhou sa dotyka lebky.
% Wilhelm Leibl, Pravd ruka dievéata s klinéekom, okolo 1880, olej, platno, 13 x 17,5 cm, Staatliche
Kunsthalle, Karlsruhe.
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Obr. 11: Bartholomdus Bruyn st.: Anne of
Cleves, 70. roky 16. storocia, olej, drevo, 50,2 x
36,8 cm, St John’s College, University of Oxford.
Zdroj hitps://artuk.org/discover/artworks/
anne-of-cleves-223303.

mohla u neho zarezonovat poviedka Ka-
rafidt z bisnikovho hrobu (Karanfil sa pjes-
nikova groba),*® ktora pochadzala z pera
Augusta Senou (1838 — 1881), jedného
z najznamejsich chorvatskych spisovate-
lov, zijuceho v Zahrebe.

V spojitosti s pracou v tovarnach a
vyktpenim robotnika sa klincek obja-
vil na parizskom kongrese v roku 1889
a v roku 1905, ked Gabriele Galantara
(1867 — 1937) navrhol socialistom secesny
letdk s klincekom. Odvtedy sa uplatmio-
val ad hoc pri r6znych kampaniach.*

Klincek sa tak v dejinach stal vizu-
alnou identitou bozZskosti, zboZnosti,
citového puta, vykupenia a fenoménu

% Prvykrat vysla v roku 1878.

Obr. 12: Adrien Ysenbrandt: Mlady muz

s klincekom, 1520/1530, olej, drevo, 48 x
30,8 cm, Portland Art Museum. Zdroj http://
portlandartmuseum.us/mwebcgi/mweb.
exe?request=record;id=12188;type=1014.

krasy, avSak ako vacsina symbolov v ich
evolu¢nom procese spojenie so svojimi
vyznamami postupne stracalo (obr. 14).%

Zahadna Zena na Crnéi¢ovom obra-
ze je podla ndpisu spomienkou, sedem
klincekov méZze odkazovat na sedem ro-
kov, mesiacov, dni.. Na hlbsie odkrytie
vyznamu chybaju indicie. Ur¢itd podoba
zeny s chorvatskou hluchonemou maliar-
kou Slavou Raskaj, ziackou a milenkou
Ciko$a Sesiju a chranenkytiou ministra
Krsnjaveho, ktora zomrela v roku 1906 vo

* Napr. na plagate proti zruSeniu zakona o umelom preruseni tehotenstva. — Barrese, Manuel www.
engramma.it/eOS/index.php?id_articolo=1533, citované 15. 5. 2024.
% Adolfo Guiard, Sedliacke dievca s klincekom, 1903, olej, platno, 73 x 60 cm, Museo de Bellas Artes de

Bilbao, inv. ¢. 82/31.
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Obr. 13: Wilhelm Leibl: Prava ruka dievcata s klin¢ekom, Obr. 14: Adolfo Guiard: Sedliacke

okolo 1880, olej, pldatno, 13 x 17,5 cm, Staatliche Kunsthalle, diev¢a s klincekom, 1903, olej,
Karlsruhe. Zdroj www.kunsthalle-karlsruhe.de/kunstwerke/ pldtno, 73 x 60 cm, Museo de Bellas
Wilhelm-Leibl/Rechte-Hand-des-Midchens-mit-der-Nelke/ Artes de Bilbao. Zdroj https://
EE3FFAF741903899FF1C4FB2BCEC38B0/. commons.wikimedia.org/wiki/

. e , File:Adolfo_Guiard_-_The_Little_
veku 29 rokov, je prili§ malo na hypotézu. Village_Girl_with_Red_Carnation_-_
Obraz vsak zostava ojedinelou ukazkou Google_Art_Project.jpg.

Crnéicovho priklonu k symbolizmu.
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DanierL GRON*

K transregionalnym dejinam umenia.
Niekolko poznamok k umeleckym
vymenam medzi Ceskoslovenskom

a Juhoslaviou v 70. a 80. rokoch

Prema transregionalnim povijestima umjetnosti: Biljeske
o umjetnickim razmjenama izmedu Cehoslovacke i Jugoslavije 1970-ih
i 1980-ih godina / Towards Transregional Art Histories. Some Notes
on Artistic Exchanges Between Czechoslovakia and Yugoslavia in the
1970s and 80s

The study examines fragments of artistic networks whose international reach extended to
the former Yugoslavia and Czechoslovakia from the second half of the 1960s to the end of the
1980s. It focuses on selected examples that provide evidence of artistic exchange in the fields
of visual poetry, concrete poetry, conceptual photography and performance. The study focuses
on a few figures whose efforts were directed towards exhibitions and publications realized
beyond the borders of their respective countries. The initiators of such artistic exchanges were
among others Jiti Valoch from Brno and Bogdanka Poznanovi¢ from Novi Sad. The study
also discusses further representatives of the New Artistic Practice in Yugoslavia. Using the
example of several exhibitions, it suggests the possibilities of transregional research on the art
of Eastern Europe. The study is the result of research on comparative approaches to art in the
countries of the former Yugoslavia and Czechoslovakia.

Key words: Siet, komunikécia, konkrétna poézia, Ceskoslovensko, vychodna Eurépa,
Mail-Art, fotografia, performance, vizualna poézia, Juhoslavia

Vizudlna poézia a komunikacné odpoved na list s projektom postovej
siete mail-artu schranky od Jifiho Valocha z Brna. ,,Pro-

sim, posielaj ndm pravidelne materidly o tvo-
,Prajeme si mat' s tebou permanentny kon- jej prici pre nase dokumentacné, informativ-
takt,” napisali 17. oktdbra 1973 Bogdanka ne a operativne centrum — Atelje DT/Favit
a Dejan Poznanovi¢ z Nového Sadu ako 00010 Od roku 1972 zbierali Bogdanka

* Mgr. DanieL GrRON, PhD., Centrum vied o umeni SAV, v.v.i.,, samostatny vedecky pracovnik,
Bratislava (Slovensk4 republika). Studia je vystupom projektu Transregiondlne, nirodné
a horizontdlne dejiny umenia druhej polovice 20. storocia (Vedeckd grantové agenttira MSVVaM SR
a SAV - VEGA ¢. 2/0039/25.

1 Archiv a zbierka Jiftho Valocha, Moravska Galerie Brno.
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a Dejan tlace a dokumentacie pre publi-
kovanie v casopise Uj symposion, ktory
vychadzal v Novom Sade v srbochorvat-
¢ine, madarcine a anglictine. Bogdanka
Poznanovi¢ uskutocnila na zaciatku 70.
rokov viacero zasadnych akcii, ktorymi
sa zaradila k predstavitelkam takzva-
nej novej umeleckej praxe v Juhoslavii.
Niekol'ko z jej akcii, kde pouzila nazvy
riek, Cubes-Rivers (1971) alebo Rivers-Tran-
smissions (1972), realizovala na brehu
Dunaja; st venované myslienke komuni-
kacie — toku rieky, ktora spaja. Nasledne
uskutocnila participativnu akciu Feedback
Letterbox — Information — Decision — Action
(1973 — 1974), ktorou sa zaradila k popred-
nym predstavitelkam mail-artu. Na akcii
sa zucastnilo 38 umelcov z rdznych kra-
jin, ktori jej zaslali popis vlastnej postovej
schranky. Vysledkom bola fotokolaz vy-
tlacena ako plagat s vyberom dorucenych
prispevkov. Koncept a médium postovej
komunikacie sa stalo novym metamé-
diom prezentacie intersubjektivnych
vztahov na medzinarodnej trovni.? Kon-
takt realizovany medzi odosielatelom a
prijimatelom signalu sa povysil na formu
umeleckého diela. Jifi Valoch bol jednym
z umelcov, ktori na vyzvu zareagovali.
V tomto prispevku sa budem zaoberat
dvomi rovinami umeleckej komunika-
cie medzi umelcami z Ceskoslovenska a
Juhoslavie: vizudlnej poézii a konceptu-
alnej fotografii. Obidve roviny umelec-
kej komunikdcie vdaka ich nendroc¢nosti
a dematerializovanej povahe umoznili
priame alebo nepriame vymeny tvorby
performativne zameranych, efemérnych
a marginalizovanych foriem umenia.
Bogdanka Poznanovi¢ vyuzivala
¢asto humor a absurditu spolocne s re-

VIA LATTYEA

Obr. 1: Poznanovi¢, Bogdanka: Via Lattea. Contact Art.
Dokumenticia, 1972 — 1976, kombinovand technika,
tlaé na papieri, rozne rozmery. Zbierka Darko Simi¢ic,
Zihreb.

flexiou socialistickej konzumnej spoloc-
nosti. (obr. 1) Cielom jej mail-artovych
stratégii bolo nielen prekonat depresiv-
nu izolaciu umelcov, ale najma preverit
demokratickejsiu alternativu komuni-
kacie v planetarnych rozmeroch, aka sa
neriadi prisne vymedzenymi pravidla-
mi. Postova komunikacia zaujala poziciu
nenapadnej kritiky socialistického byro-
kratického systému, institucionalnej, a
najma galerijnej praxe s jej sklonom k sa-
kralizacii umeleckych predmetov, hierar-
chizacii, klasifikacii a valorizacii umelec-
kej produkcie® Poznanovi¢ v priebehu
70. a 80. rokov rozsirila svoju umeleckt
prax na nové komunika¢né média (pre-
dovsetkym zvukové, telekomunikacné
média a video). Vyhodou efemérnych
diel, ktoré sa zmestili do postovej obal-

2 Migko Suvakovi¢, Bogdanka i Dejan Poznanovié. Umetnost mediji i aktivizam na kraju moderne (Zagreb:

Institut za istrazivanje avangarde, 2012), 100-1.

* Sanja Koji¢ Mladenov, Bogdanka Poznanovic: Contact Art (Novi Sad: Muzej savremene umetnosti

Vojvodine, 2016), 56.
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ky, bolo, ze pomerne rychlo dosiahli
vzdialené miesta (napriklad v Latinskej
Amerike) a tym aj ucast na vystavach,
kam by nebolo mozné dostat sa osobne.
Podobne ako Jifi Valoch aj Bogdanka Po-
znanovi¢ zaujala rolu kriticky a aktivne
pisala o dolezitych medzindrodnych
vystavéach, festivaloch, performanciach.
Na strankach Uj symposion informovala
tiez o Festivale snehu vo Vysokych Tatrach
(1970), ktory uskutocnil Alex Mlynar-
¢ik spolocne s Milanom Adamciakom a
Rébertom Cyprichom.* Ako pionierka
videoumenia iniciovala spolo¢né dielo
so Stanom Filkom Bioelektronickd komu-
nikdcia (1980), ktorym predznamenala
neskorsie technolégie videohovoru.’
Mnohostranné domace aj medzinarodné
aktivity Bogdanky Poznanovi¢ v Novom
Sade maju kltcovy vyznam pre juhoslo-
vansku alternativnu vytvarnu a taktiez
experimentalnu literdrnu scénu. Ob-
dobne sietovacie, kuratorské, kritické a
umelecké aktivity Jifiho Valocha z Brna
predstavuju pre ¢eskoslovensku umelec-
kit scénu zasadny prinos. Obaja autori
ako schopni organizatori vytvarali alter-
nativne priestory pre prezentaciu nové-
ho avantgardného umenia; ich umelecky
network prepajal miesta a [udi, ¢im efek-
tivne zabezpecil vytvaranie socialneho
pola ponad hranice $tatov.®

Jifi Valoch uz o cosi skor iniciativne
spolupracoval s celym spektrom umelcov
aktivnych v oblasti konkrétneho umenia
a vizualnej poézie v Juhoslavii. Na zakla-
de pozvania teoretika Radoslava Putara
sa Valoch ztcastnil na medzinarodnom

4 Ibidem, 58.
5 Ibidem, 100-1.

kolokviu Pocitace a vizudlny vyskum v Za-
hrebe (3. - 4. augusta 1968). Kolokvium
bolo sticastou programu medzinarodné-
ho podujatia Tendencie 4 a jeho vystupy
spolocne s prispevkom Jifitho Valocha
boli publikované v ¢isle 3 ¢asopisu bit In-
ternational. V Cisle 5/6 vysla esej Konkretna
poezija — poetska kozmogonia tehnoloske ere
(, Konkrétna poézia — poetickd kozmogo-
nia technologickej éry”), ktorej autorom
je Branimir Donat. Donat sa okrem toho,
Ze v eseji podava uceleny prehlad sveto-
vého diania vo vizudlnej poézii, zmienil
aj o ceskoslovenskych autoroch a, samo-
zrejme, nevynechal ani Valocha, ktorého
vizualna basen bola v casopise reprodu-
kovana. Nasledne sa Valoch ako tvorca
vizualnej poézie zucastnil na viacerych
profilovych vystavach, ako napriklad Vi-
zuelna poezija s podtitulom Vizuelna i kon-
kretna poezija — fenomen suvremene epohe
komunikacija (,Vizualna a konkrétna po-
ézia — fenomény stcasnej komunikacnej
epochy”, 1969).

Helena Musilova v obsiahlej publika-
cii o Valochovi uvadza pocetné medzi-
narodné aktivity a prispevky do zahra-
ni¢nych publikacii. Valochovu c¢innost
vnima a charakterizuje predovsetkym
ako dinnost kuratora, teoretika a zbe-
ratela, nie experimentalneho basnika
a sietovatela, hoci tieto tlohy su v jeho
pripade neoddelitelne spojené. Valoch
uz od pociatkov svojho zaujmu o vizu-
alnu a konkrétnu poéziu (1964 — 1966)
vnimal vlastna tvorbu ako formu komu-
nikacie: vytvoril celti typologicku skalu
strojom pisanych nesémantickych basni,

¢ Klara Kemp-Welch, Networking the Bloc: Experimental Art in Eastern Europe 1965-1981 (Cambrigde

[MA]: The MIT Press, 2018), 10.

7 Ivana Jankovi¢, “Here/There and Somewhere Else: The Artistic Connections of Jifi Valoch with
Former Yugoslav Territory during the 1960s and 70s.,” Miejsce 5 (2019). Dostupné online: http://
miejsce.asp.waw.pl/english-here-there-and-somewhere-else-the-artistic-connections-of-jiri-valoch-
with-former-yugoslav-territory-during-the-1960s-and-70s/ (25. méja 2024).
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vizualnych basni so sémantickymi prv-
kami, grafémami a znakmi, pricom jeho
vlastna tvorba zarover odrazala profesio-
nalny zaujem o semiotiku a strukturaliz-
mus.® Zaujimala ho simultannost videnia
a Citania, chapanie diela ako otvorené-
ho pola vizudlnych vztahov a spojeni.
Mary Ellen Soltova vo svojej obsiahlej
publikdcii z roku 1968 Concrete Poetry.
A World View uvadza, ze Optickd bdseri
Jifiho Valocha, oslobodena od sémanti-
ky, je svojim vizualnym pdsobenim to-
tozna s optickou malbou, s tym rozdie-
lom, Ze je vytvorena na pisacom stroji.’
Solt zdoraznuje, ze Valochove , chvejivé
mikrostruktary” nas nielen ucia aktiv-
ne sa pozerat na pisany text, ale aj to, Ze
aktivny impulz tychto strojom pisanych
textov vedie k vytvoreniu novej komu-
nikacnej sféry. So stratou povodnych
komunikaénych spojeni vznika vizudl-
ny metajazyk, v ktorom vizudlne basne
performuju vlastné teoretické postulaty.
Teoretické texty Jifiho Valocha vznikali
takmer paralelne s umeleckymi dielami
a umeleckymi smermi, ktoré opisovali.’®
Medzinarodna postova komunikacna
siet pozostavala z pocetnych tvorcov,
konzumentov, vydavatelov a propagato-
rov. Valoch bol nielen jej aktivnym ticast-
nikom, ale tiez spolutvorcom, sam na
vyzvy reagoval, ako aj vyzvy vytvaral

Z toho vyplyva, ze medzinarodnu siet
vnimal ako moznost efektivne rozptylit
vlastné diela, aj preto sa stala rozsirenym
nastrojom jeho umeleckej praxe.

Jean-Marc Poinsot je autorom termi-
nu ,komunikacié na dlhé vzdialenosti”,
ktori zodpoveda vzdjomnej vymene in-
formdcii medzi umelcami prostrednic-
tvom mail-artu. Poinsot tvrdi, Ze moc je
v rukach tych, ktori vlastnia vymenné
a komunikacné systémy. Mimochodom,
dnes jeho tézu presvedcivo potvrdzuju
globalni hraci ovladajaci socidlne siete
a audiovizualne média. Ciasto¢ne z toh-
to dovodu niektori umelci odmietali
sprostredkovatelskt tlohu galérii alebo
muzei a sami sa snazili irit svoje diela a
prislusné informadcie."! Valoch svoju rolu
zamerne znejasnoval,'> pretoze hoci vy-
stupoval ako predstavitel Domu umenia
v Brne, budoval si v stkromi svoju pa-
ralelnt instittciu na baze medzindrod-
nych kontaktov. Globalny rozsah a uni-
verzalne formy komunikdcie umelcov
posobiacich v socialistickych krajinach
vychadzali z ich umeleckych programov
a usili prostrednictvom participacnych
byrokratickych aparatov zalozit vlastné
neformalne instittcie.”®

Pravdepodobne to bol Marko Po-
gacnik, kto Valochovi sprostredkoval via-
ceré dolezité kontakty. Z ich vzajomnej

8 Helena Musilova, Ji¥i Valoch. Kurditor, teoretik, sbératel: Léta 1965-1980 [[i¥i Valoch. Curator,
Theoretician, Collector. Years 1965-1980] (Brno: Galerie a nakladatelstvi Stara posta, 2020), 40.

° Mary Ellen Solt, “A World Look at Concrete Poetry”, in Concrete Poetry. A World View, eds. Mary
Ellen Solt a Willis Barnstone (Ontario: Fitzhenry & Whiteside Limited, 1968), 24-25.

10 Jana Pisafikova, “Jifi Valoch’s Archive”, in Grun, Daniel (ed.). Subjective Histories. Self-historicisation
as Artistic Practice in Central-East Europe (Bratislava: Veda, 2020), 208.

1 Jean-Marc Poinsot, “Utilisations of Postal Institution and Long-distance Communications,” in
Poinsot, Jean-Marc (ed.) Mail art, communication d distance concept (Paris: Editions CEDIC, 1971),
13-18. Citované podla https://artpool.hu/Mail Art/chrono/1971/Poinsot.html (25. maja 2024)

12 Tejto téme sa uzsie venujem v studii — Daniel Grun, “Amateurism Under Socialism. The Politics of
Art Education in the Work of Milan Adamciak, Julius Koller and Jifi Valoch,” in Third Text, Actually
Existing Artworlds of Socialism 32, no. 4 (2018): 434-49.

3 Tejto téme sa venujem v tivode kniZnej publikacie — Daniel Grun, “Seba-historizacia ako umelecka
prax = Self-historicisation as Artistic Practice,” in Daniel Gran, Subjektivne histérie. Seba-historizdcia
ako umeleckd prax v stredovychodnej Eurdpe (Bratislava: Veda, 2020), 5-12.
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korespondencie vyplyva, ze Valocha
v Brne navstivil spolocne s Davidom Ne-
zom (obaja, Pogacnik a Nez, boli ¢lenmi
skupiny OHO) a Dejanom Poznano-
vicom." V tom istom case si Valoch vymie-
nal koreSpondenciu so slovinskym basni-
kom Francim Zagori¢nikom. Zagori¢nik
takisto zil v slovinskom meste Kranj a
podielal sa na publikaciach hnutia OHO.
Spolupraca medzi Valochom a Zagori¢ni-
kom sporadicky pokracovala az do 80. ro-
kov. Valoch udrziaval kontakt aj s dalsim
vyznamnym predstavitelom vizualnej
poézie Balintom Szombathym, ktory je
zakladajacim ¢lenom skupiny Bosch+Bo-
sch (1969 — 1976), aktivnej v Subotici le-
ziacej v srbskej Vojvodine. Szombathyho
s Valochom spéjal okrem iného aj zaujem
o teoretické principy konkrétnej poézie
v 20. storo¢i, ktoré spracoval v troch ¢is-
lach ¢asopisu Uj Symposion s rozsirenim
o mapovanie tohto fenoménu vo viace-
rych lokalitach byvalej Juhoslavie."

Fotografia ako dokument umenia

Skupina OHO a jej akcie v prirode mali
nepochybne vplyv na organizovanie ko-
lektivnych aktivit spolku MPVU (Mladi
pratelé vytvarného umeéni) v Brne. Rea-
lizacie Bogdanky Poznanovic¢ a Jitiho Va-
locha maju viaceré paralely v rozvijani
komunikativnych poetickych intervencii
na periférii mesta alebo v krajine. Doku-
mentacie feu — biseri z [éta 1970 (foto: Pavel

Travnik) a Rivers-Transmissions (1972)
analogicky pracuju s tautoldgiou jazyko-
vej reprezentacie a materialnej realizdcie,
ked je pojem feu (oher) stotoZneny s pa-
lenim slova a nazov rieky so vznasanim
slova na hladine rieky. Jifi Valoch kladol
doraz na proces realizacie a samotny
priebeh (zaznamenany fotograficky) po-
vazoval za artefakt.'®

Viaceri ceskoslovenski umelci sa
zucastnili na putovnej vystave, ktoru
v mdji az septembri 1976 organizovali
spolocne Centar za fotografiju film i tv,
Galerija grada Zagreba, Muzej suvreme-
ne umetnosti Beograd a Razsavni salon
Rotovz v Maribore. Vystava Nf (Nova
fotografija) 2: Fotografija kao umjetnost/Fo-
tografija kot umetnost/Photography as Art
v koncepcii Biljany Tomi¢. V ttvodnom
texte Biljana Tomi¢ charakterizuje zdmer
vystavy sustredit sa na médium fotogra-
fie nielen pre skumanie jeho Specifickej
povahy, ale aj ako na ndstroj umeleckého
vyrazu. Vystavu koncipovala ako vyvoj
umeleckych hnuti od 60. rokov az k po-
st-konceptudlnej tvorbe. Zaoberala sa
vyznamom umeleckého diela vo vzta-
hu k prostrediu a k systémom umenia,
ako aj suvislostou s nastolenim sociolo-
gickych a lingvistickych modelov. To-
mi¢ zdoraznuje uchopenie umenia ako
decentralizovanej praxe s moznostou
porozumenia individudlnym a vSeobec-
nym modelom na priklade vztahu ume-
lec a umenie.”” Jesa Denegri zdoraznuje

" List Marka Pogacnika Jifimu Valochovi, Kranj, 10. decembra 1970. Archiv a zbierka Jifiho Valocha,

Moravska Galerie Brno.

15 Balint Szombathy, , A Konkrét Koltészet Utjai L-IIL” [The Ways of Concerete Poetry L-II1] U]

Symposion no.143 (1977): 9-10-11.

16 Jana Pisafikova, , Neviditelna socha, transcendentni vystava i programované umeéni. Kuratorské
aktivity Jifiho Valocha Sedesatych a sedmdesatych let,” [Invisible Sculpture, Transcendent
Exhibition and Programmed Art: The Curatorial Activities of Jifi Valoch during the Sixties and

Seventies] Sesit 25 (2019): 54-55.

V7 Biljana Tomi¢, ,Uvodny text v katalogu,” in: Nf (Nova fotografija) 2: Fotografija kao umjetnost /
Fotografija kot umetnost / Photography as Art (Katalog: nepag.) Centar za fotografiju film i tv., Galerija
grada Zagreba, Muzej suvremene umetnosti Beograd, Razsavni salon Rotovz Maribor, 1976)
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niekolko zakladnych teoretickych pred-
pokladov fotografie ako diela umelca:
1) nie je zaloZena na ovladani techniky
a dokonca umelci casto nie st autormi
fotogralfii; 2) ide skor o konceptualizaciu
témy a vyznamu vybranej fotografickej
scény a vytvorenie artikulovanej Struk-
tary v systéme jazyka, ktory umelec po-
uziva pri komunikdcii; 3) umelci hovoria
predovsetkym v prvej osobe.”® Denegri
v texte otvara Citanie fotografie-ako-ume-
nia z pozicie sebareflexivneho média
fotografie-ako-dokumentacie-umenia.

V roku 1978 sa venovalo ceskosloven-
skej fotografii v smerovani naznacenom
Denegrim 11. ¢islo casopisu pre fotogra-
fiu Spot, na obalke sa nachadzalo dielo
Katariny Zavarskej My Alphabet (1976).
Helena Kontova a Jaroslav Andél zosta-
vili vyber autorov tak, aby reprezento-
vali tri najvacsie mestd — Prahu, Brno a
Bratislavu — s ohladom na miestnu kul-
tarnu tradiciu.® Vicsina z vybranych
umelcov sa vtedy nezaoberala umenim
ako profesiou a fotografii sa venovali len
vo volnom case. Napriek tomu niektoré
dolezité mena v ich vybere chybali, co
znamend, ze komunikacné refazce nie
vzdy fungovali efektivne. V roku 1981
bola v Belehrade v Galérii Sre¢na nova
umetnost reinstalovana putovna vystava
s nazvom Miesta a chvile, ktort pripravil
Jaroslav Andél. Vystava sa najprv v roku
1979 uskutocnila v Polsku, v Galérii Foto
Medium Art vo Vroclave a v Galérii Re-
mont vo VarSave. Zaujimavostou tejto vy-
stavy bolo zameranie sa na teritorialitu
vo vztahu k ¢asu, zdoraznujuc pluralitu

thogk Imelliny 1930
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Obr. 2: Stembera, Petr: Projekt Skrya, 1970/1978, tla¢
a fix na papieri, 30 x 21,5 cm. Zbierka Darko Simici¢,
Zihreb.

individudlnych pristupov.?® Na vystave
boli pritomné tiez diela Michala Kerna a
Jaliusa Kollera. Obaja autori boli zastu-
penti priblizne v tom istom case (20. — 30.
septembra 1979) spoloc¢ne s juhoslovan-
skymi, madarskymi a polskymi umelca-
mina medzinarodnej umeleckej manifes-
tacii Works and Words, ktort usporiadala
Nadacia De Appel v Amsterdame. Na
vystave boli zdoéraznené prepojenia
medzi fotografickym, resp. filmovym
zdznamom a performanciou. Prave tu
mozno vidiet rozdiely v lokalnych kul-
tarnych politikach, kedze politicka

18 JeSa Denegri, “Photography as the work of the artists,” in Nf (Nova fotografija) 2: Fotografija kao
umjetnost / Fotografija kot umetnost / Photography as Art (Katalég: nepag.)

1 Helena Kontova a Jaroslav Andjel, ,,CSSR fotografija“, Spot. Review of Photography 11 (1978): 7-11.

? Jaroslav Andél, Places and Moments — Vladimir Ambroz, Jaroslav Andél, Jan Budaj, Dalibor Chatrny,
Rébert Cyprich, Sony Halas, Vladimir Havrilla, Lumir Hladik, Kim Houdek + Milan Lachman, Michal
Kern, Julius Koller, Jifi Kovanda, Marie Kratochvilovd, Milan Langer, Karel Miler, Jan Micoch, Ladislav
Nowik + Michal Resl, Ludmila Padrtovd, Stanislav Pekdr, Jaroslav Richtr, Rudolf Sikora, Petr Stembera.
(Katalog: nepag.) Gallery Foto-Medium-Art, Wroclaw, November 1979).
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Obr. 3: Kern, Michal: Skrysa meditdcii, 1981, fotografia,
57,4 x 47,5 cm, Archiv Michala Kerna, v sprdve
Liptovskej galérie P. M. Bohiifia, Liptovsky Mikulds,
7254/ LM 241.

situacia v Ceskoslovensku, ktora sa po
roku 1977 vyrazne pritvrdila, neumozni-
la umelcom vycestovat do Amsterdamu,
¢o neplatilo pre juhoslovanskych umel-
cov, ktori mali moznost osobne sa ztcast-
nit a vystupit v programe performancii.”!

K Michalovi Kernovi sa dostava-
me tiez prostrednictvom aktivnych
sprostredkovatelov, medzi akych patril
Jifi Valoch. Jeho zanieteny zaujem o tvor-
bu Michala Kerna vychédzal z kontaktov

so skupinou OHO i jeho vlastnych ume-
leckych experimentov a premietol sa do
realizacie dvoch samostatnych vystav.?
Médium fotografie doplnené textovou
informaciou alebo kresbou sa vyuziva-
lo ako nastroj konstrukcie percepénych
a haptickych rovin interakcie umelca
s prostredim. ,,Chcem ndjst’ miesto, kde je
¢lovek spojeny pupocnou Sniirou s prirodou,”
zapisal si do dennika Michal Kern.? Od
roku 1975 sa datuju podstatné Kerno-
ve prace, ktoré maja povahu interakcie
cloveka a prirody, ich vzajomného pre-
pojenia.* Jedinecnost Kernovych diel
spociva v prelinani kresby a fotografie.
Umelec premyslal a pracoval s miestnou
Specifickostou fotografie. Vysledkom je
efemérne zaznamenavanie interakcie
medzi technickym médiom a prirodny-
mi procesmi, ako je svetlo, tienl, dotyk,
vrstvenie, rast. Kernove interakcie s pri-
rodnym prostredim tematicky rezonuju
s pracami Petra Stemberu. Dobrym pri-
kladom je porovnanie série kresieb Petra
Stemberu Projekt skrysa (projekt 1970, re-
alizacia 1976) s projektom Michala Kerna
Skrysa meditdcii (1981). Obaja umelci na-
vrhli vstupy do prirodného prostredia a
konceptualizovali ich prostrednictvom
priestorovej projekcie geometrickych
telies. Zatial ¢o Stembera dokumento-
val vykopanie pribytku pod korenmi
stromu ako kruhovy vysek prenikaji-
ci korefiovym systémom stromu, Kern

2 Zsusza Laszl6, Works and Words. The Invention and Renunciation of the Concept of East European Art.
November 2018. Dostupné online: https://institutulprezentului.ro/en/2018/11/15/works-and-words-
the-invention-and-renunciation-of-the-concept-of-east-european-art/ (25. juna 2024).

2 Jiti Valoch, Michal Kern: Katalog (Brno: Klub skolstvi a védy Bedficha Vaclavka, 1982). Jifi Valoch
usporiadal Michalovi Kernovi vystavu aj posmrtne: Jifi Valoch, Michal Kern: Katalog (Klatovy:
Galerie U Bilého Jednorozce, 1995). K obidvom vystavam bol publikovany kataldg, ale hlavne
v druhom pripade napisal Valoch synteticky vykladovy text k tvorbe Michala Kerna.

2 Ji¥{ Valoch, Michal Kern: Kataldg 1995. Pre tiplny pohlad na Kernovo dielo pozri Daniela Carna,
Michal Kern (Bratislava: Galéria mesta Bratislava, 2011).

# Prace Michala Kerna by mali byt kontextualizované po boku dalsich stredoeurépskych umelcov,
ktorych postoje a pristupy k Zivotnému prostrediu vyrazne formovali ekologické myslenie. Pozri
Maja Fowkes, . The Green Bloc: Neo-Avant-Garde Art and Ecology Under Socialism (Budapest: Central

European University Press, 2015).
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lokalizoval svoj pribytok na brehu les-
ného potoka Demanovka v Nizkych Tat-
rach a vytvoril ho z loptachovych stoniek
v podoryse trojuholnika a tvorca. Stem-
bera odévodnil svoj projekt len tym, Ze
tato interakciu fyzicky podstupil. Kern
povazoval pribytok za skrysu meditacii,
za podnet k hladaniu tajomstva, situoval
do neho nielen postavu performera, ale
tiez vlastné reflexie.® Okrem toho sa pre
Michala Kerna analyticky pristup k fo-
tografickému obrazu ako médiu zobra-
zenia prelina s tvahami o civiliza¢nych
hrozbach a destrukcii vzacnej prirodnej
lokality. (obr. 2 a 3)

Vystavy umenia performancie.
Od narodnych pribehov

k transregiondlnym dejindm
umenia

Vystavy Out of Actions v MOCA, Los An-
geles, spoloc¢ne s vystavou Body and the
East v Moderna Galerija Lublana polozili
paradigmaticky zaklad pre akademicky
zaujem o umenie performancie vo vy-
chodnej Eurépe. V prvom pripade to bol
velmi skresleny obraz o vychodoeur6p-
skom umeni, ktory vystava komuniko-
vala prevazne v euro-americkom kon-
texte metaforicky ako balancing between
dusthole and eternity, charakterizujtic per-
formancie vychodoeurdépskych umel-
cov ako ,masochistické”? V druhom

pripade to bola otvorene kriticka odpo-
ved tymto zjednodusujiicim skresleniam
v prezentacii modelu vystavy, ktora po-
nukla rovnocenne hlas vsetkym loka-
litdim zastupenym v teritériu byvalého
Vychodu a vytvorila tak platformu pre
komparativny vyskum.” Akéné umenie
v Cechach bolo najsirsie zmapované pub-
likaciou Pavliny Morganovej Czech Action
Art: Happenings, Actions, Events, Land Art,
Body Art and Performance Art behind the
Iron Curtain® a na Slovensku vystavnym
katalégom Umenie akcie/Action Art 1965 —
1989, ktorého editorkou a spoluautorkou
je Zora Rusinova.” Uz reprodukcie na
obalke vovadzaju do hry stereotypy na-
rodnych reprezentacii: ¢eské akéné ume-
nie reprezentuje rusné namestie prazskej
metropoly v medzinarodne uznanom
diele Jittho Kovandu (19. listopadu 1976,
Praha, Vaclavské namésti) a slovenské
akéné umenie reprezentuje prostredie
smrekového lesa so stupajicim dymom
pod zavesenym telom performera (Art-
prospekt PO.P, Daring, 1981, Lubietova).
Vyber mediacie diela pre knizna obalku
vela napovie o tom, ako st nastavené
ambicie jednotlivych historickych pri-
stupov. Hoci pomer, v akom ceski a slo-
venski performeri pracovali s mestskym
a krajinnym prostredim, nezaznamena-
va vyrazné rozdiely, pozornost citatela/
ky sa eSte predtym, nez publikaciu za¢ne
listovat, uberd dvomi odliSnymi smermi.
Preco? PretoZe autorky publikacii nielen

» Jaroslava Vydrova, ,O socharstve, prirode a dotyku — z fenomenologickej perspektivy,” Ars 56,

no. 1 (2023): 57.

% Kristine Stiles, ,,Uncorrupted Joy: Inter-national Art Action,” in: Out of Actions: Between Performance
and the Object, 1949-1979, eds. Paul Schimmel a Russell Ferguson (London: Thames and Hudson

for MOCA - Los Angeles, 1998), 306.

¥ Zdenka Badovinac (ed.), Body and the East (Cambridge [MA] a London: MIT Press, 1998).

% Pavlina Morganova, Czech Action Art: Happenings, Actions, Events, Land Art, Body Art and Perfor-
mance Art behind the Iron Curtain (Prague: Karolinum Press, 2014).

¥ Zora Rusinova (ed.), Umenie akcie/Action Art 1965 — 1989 (Bratislava: Slovenska narodna galéria,
2001). Publikdcia je dielom kolektivu autorov: Gabor Hushegyi, Ivo Janousek, Radislav Matustik,

Zora Rusinovda, Tomas Straus.
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vykladaji miestne Specifika akcéného
umenia, ale zaroven aj potvrdzuju vyz-
nam ak¢ného umenia v kontexte narod-
ného pribehu umenia. Pavlina Morgano-
va v uvode svojej knihy poznamenava,
Ze hoci ceska a slovenska kulturna scé-
na boli prepojené, nerozvinuli sa pocas
existencie spolo¢ného statu do jedného
celku a s rekonstrukciou kulttrnej his-
torie po roku 1989 obidva narody zacali
pisat oddelené verzie ceskoslovenského
pribehu.®® Zora Rusinova sa zmienuje
o Ceskoslovenskom kontexte trochu inak:
v suvislosti so samizdatom, tajne Sireny-
mi strojopisnymi kdpiami zahrani¢nych
prekladov a teoretickych stati dotykaju-
cich sa akéného umenia.™

Zaklady transregionalneho skiuma-
nia historickych avantgard, neoavant-
gard a postavantgard v Juhoslavii polo-
Zila kniha Impossible Histories.* Dalej na
nu nadvézovali mnohé dalSie publikacie.
Takyto synteticky pristup sa na pode
Ceskej a slovenskej umenovedy =zatial
neuskutocnil. V pripade umenia perfor-
mancie je nutné skiimat rozlicné miestne
manifestacie a vyznamy, zdoraznovat
roznorodost umeleckych praxi vratane
odlisnych momentov a spdsobov, akymi

3

S

sa performancie objavovali vo vztahu
k sociopolitickej klime v danej krajine.*

Zaver

tomto fragmentarnom prispev-

ku som sa pokusil o porovnanie
vybranych prikladov komunikacie na
transregionalnej, a zaroven univerzalnej
urovni. Model transregionalnych dejin
neoavatgardného a postavantgardného
umenia by sa preto mohol inSpirovat
funkénymi prikladmi medzinarodnych
sieti umelcov. Skupina Bosch+Bosch slua-
zi ako vhodny model kultarnej hybridi-
ty** Bola vytvorena v charakteristicky
multietnickom regiéne Eurépy ako jed-
na z prvych skupin juhoslovanskej vizu-
alnej kulttry 70. rokov so zamerom po-
sobit transregionalne. Vojvodina a mesto
Subotica boli akymsi centrom rdznych
lavicovych skupin umelcov uz od prvej
polovice 20. storocia. Skupinova cin-
nost navyse ozivila zasady avantgardnej
poézie a zostavovatelskej prace Lajo-
sa Kassaka.*® Na skupinu Bosch+Bosch
nadvézovali zakladatelia Sttdia erté.’
Mimochodom, nie je nahodou, zZe to boli
prave Nové Zamky, Kassakovo rodisko,

,Both nations began to write increasingly separate versions of their cultural history, despite

mapping a shared Czechoslovakian period and despite endeavors to integrate both cultural

fields.” Morganova, Czech Action Art, 19.

3

=2

Umenie akcie/Action Art 1965 — 1989, 7.

3!

5

Rusinova, ,Interpretac¢né a kontextualne aspekty umenia akcie na Slovensku,” in Rusinova (ed.),

Migko Suvakovié, ,Impossible Histories,” in Dubrovka Djuri¢ a Misko Suvakovié¢ (eds.), Impossible

Histories: Historical Avant-gardes, Neo-avant-gardes, and Post-avant-gardes in Yugoslavia, 1918 — 1991
(Cambridge [MA] a London: MIT Press, 2003), 26-27.

3

&

Press, 2017), 2-3.

3

2

Amy Bryzgel, Performance Art in Eastern Europe Since 1960 (Manchester: Manchester University

Okrem Slavka Matkovic¢a a Balinta Szombathyho, dalsi zakladajtci ¢lenovia boli Laszlé Szalma, Zoltan

Magyar, Edit Basch, Istvan Krekovity a Slobodan Tomanovi¢. K skupine sa pridal Laszlé Kerekes

v roku 1971, Attila Csernik a Katalin Ladik v roku 1973, Ante Vukov v roku 1975. Skupina zanikla

v roku 1976. Blizsie — Emese Kiirti, ,Transregional Discourses: The Bosch+Bosch Group in the Yugoslav
and the Hungarian Avant-garde,“in Bosch+Bosch: Katalég (Budapest: acb researchlab, 2016), 4-5.

35 Ibidem, 15.

% ZakladateImi Studia erté boli Jozsef R. Juhdsz, Otté Mészéros, Ilona Németh a Attila Simon. Pozri
Gabor Hushegyi, ,,20 rokov Studia erté,” in: Transart Communication Performance & Multimedia Art
Studio erté 1987 — 2007 (Bratislava: Kalligram, 2008), 95.
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kde na sklonku 80. rokov iniciovali vznik platformy a infrastruktiry iniciované
medzinarodného festivalu performancie umelcami vytvorit aktivne miesta pre
Transart Communication. Tieto dva prikla- kultdrnu vymenu v stredovychodnej a
dy nam ukazuji, ako mo6zu organiza¢né juhovychodnej Eurépe.
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KATARINA BAjcUROVA*

Jozef Jankovic¢ v Chorvatsku

Jozef Jankovi¢ u Hrvatskoj / Jozef Jankovic in Croatia

Jozef Jankovi¢ (1937 — 2017) is one of the most important figures in the history of modern
Slovak sculpture. He was one of the victims of political normalization in Czechoslovakia after
1968 and the violent suppression of the democratization process. Despite the ban on exhibiting
and traveling, he managed to maintain unofficial and friendly contacts with foreign countries
— including through curators and artists of the former Yugoslavia, where he exhibited and
realized works (since the mid-70s, he was reqularly invited to the biennial of graphics in
Ljubljana). Three “emblematic” works were created and are located in Croatia: Gate (1985,
Park of Sculptures Dubrova, Labin), Hands (1994, Vrsar) and Raspello/Crucifix (1995,
Commemorative Centre, Labin). The paper deals with the analysis and interpretation of these
works from the aspect of cultural (visual) x personal (artistic) identities.

Key words: Jozef Jankovi, monumental sculpture, modern Slovak sculpture,
normalization, international sculpture symposium, Park Dubrova Labin, Josip
Dimini¢, relationship Slovakia — Croatia

Jozefovi Jankovicovi' sa Casto piSe,
7e bol bytostny figuralista. Clo-
vek bol skutocne kltucovou témou jeho
tvorby, vzdy mu vsak islo skor o odvra-
tent, skrytd, tazko zjavovatelnd stran-
ku jeho individualnych, druhovych ¢i

spolo¢enskych dejin. Zaujimala ho pre-
dovsetkym Tudska bytost v sieti soci-
alnych (a mocenskych) vztahov - situ-
ovanost v kontexte, v SirSom dejinnom
ramci. PriSiel s inou, odliSnou predsta-
vou a obrazom cloveka, aké vyzadovala

* PhDr. Katarina Bajcurova, CSc. generalna riaditelka Centra vied o umeni SAV, v. v. i, samostatna
vedecka pracovnicka, Bratislava (Slovenska republika).

Jozef Jankovic¢ (*8. november 1937, Bratislava — 16. jun 2017, Bratislava) patri k najvyznamnej$im

slovenskym socharom 20. storotia. Studoval na Strednej kole umeleckého priemyslu (1952 — 1956,
Anton Drexler, Ludwik Korko$) a na Vysokej skole vytvarnych umeni v Bratislave (1956 — 1962,
prof. Jozef Kostka), kde od roku 1990 pdsobil ako pedagdg, prvy porevoluény rektor (1990 — 1994)
a profesor na Katedre socharstva (1994 — 2007). Bol hostujiicim profesorom na Hochschule fiir
angewandte Kunst vo Viedni (1984). Vystavoval na bienale mladych v Parizi (1969), dvakrat

na bienale v Benatkach (1970, 1995) i na mnohych medzinarodne délezitych vystavach. Bol
nositelom viacerych prestiznych cien: Grand Prix z bienale Danuvius v Bratislave (1968), Biennale
de Paris (1969), Herderovej ceny (1983), Ceny Nadacie Tatrabanky (1997), statnych vyznamenani:
Pribinovho kriZa L stupiia (1997) a Radu Cudovita Stdra I stuptia (2004). 1998 mu bolo udelené
vyznamenanie Chorvatskej republiky Rad Danice Hrvatske s likom Marka Marulica. Vytvoril
cely rad monumentalnych diel (Obete varujii! Pamitnik SNP v Banskej Bystrici, 1964 — 1965,

pocas normalizdcie bolo odstranené, 1974 umiestnené na Kalisti, 2004 vratené spat; Pomnik SNP

v Kovacovej, 1967 — 1969). Realizoval pocetné prace v architekture i na socharskych sympdéziach

v Slovinsku (Viizenie IX, Portoroz, 1971); Chorvatsku (Brdna, Labin, 1985; Raspelo, 1995), Juznej
Kérei (Miesto hore, olympijsky park, Soul, 1987), socha V slapajich otcov sa stala sti¢astou socharskej
zbierky La Défence v Parizi (1987), sisosie Rovnoviha vytvoril pre Campus Masarykovej

univerzity v Brne (2009).
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Obr. 1: Jozef Jankovic, Viizenie I1X, 1971, Forma
viva, Portoroz.

— socialisticka — spoloc¢nost, v ktorej zil.
Uviedol don bytost a priori tragickd, ob-
raz vitaza, ¢loveka — budovatela nového
sveta nahradil obrazom obete, fragmen-
tarizovanym a rozbitym telom. Casto to
bol clovek ,bezmocny”, gniaveny okol-
nostami, manipulovany mocnymi tohto
sveta, ¢lovek, ktorého meno vobec ,ne-
znelo hrdo”. Tri vyznamné, priam ,zna-
kové”, ikonické monumentilne diela
realizoval Jozef Jankovi¢ v Chorvatsku —
takuto prilezitost nedostal ani doma, na

Slovensku —, predstavime ich v kontexte
jeho diela a myslenia, vyvinu symbolic-
ko-ikonografickej formy.?

Ked po tvodnom dobrodruzstve so
strukturalnou abstrakciou a s najdenym
predmetom prisiel s novou a brutalnou
podobou figuracie, jeho dalSia cesta —
cesta za odhalenim tajomstiev Zivota,
viedla cez Iudské telo. Prave socharske
telo, stelesnenie, ktoré sa zjavuje v jeho
sochach, odhaluje psychické cez fyzické
a na druhej strane ,prediZuje telo do sfér
interpersondlnych a socidlnych”® Prehovara
k nam vizualnou recou, jazykom, ktory
dokaze poodhalit mikrokozmos cloveka
a v ktorom sa zdroven zrkadli cely jeho
spolocensky makrokozmos. Jankovic, ob-
razoborecky enfant-terrible slovenského
socharstva odvazne — a na naSe pomery —
nezvycajne nahlas a skoro zacal dérazne
polemizovat s vytvarnymi a socio-kul-
tarnymi paradigmami svojich cias.*

Nové podoby figuracie, ktoré sa v po-
lovici Sestdesiatych rokov udomactiovali
v slovenskom vytvarnom umeni predo-
vSetkym v maliarstve, do znacnej miery
predstavovali vysledok stretnutia roz-
manitych podnetov starsieho i sidobého

2 Jankovic bol veduicou osobnostou slovenského moderného socharstva, jeho charakteristicky
brutalny figuralny styl ako vysledok originalnej syntézy podnetov pop-artu, novej figuracie
anového realizmu vyvrcholil v 2. polovici Sestdesiatych rokov 20. storocia v rozsiahlom

socharskom diele, ktoré ziskalo Siroky medzinarodny ohlas. Problém Tudskej telesnosti vo svojej
tvorbe prezentoval v odvodenej, neautentickej a deformovanej podobe, moralnym apelom dokazal
metaforicky zovSeobecnit existencidlne traumy moderného ¢loveka i aktudlne spolocensko-
politické kontexty. Pocas tzv. normalizacie (1972 — 1985) bol vyluceny z vytvarného diania a aktivne
fungoval na neoficialnej scéne, venoval sa ,malym” formam: kresbe, Sperku a ako jeden z prvych
na Slovensku systematicky tvoril v oblasti pocitacovej grafiky, od osemdesiatych rokov sa znovu
vratil k velkorozmernej i komornej soche a reliéfu. Jankovicovo celozivotné dielo, oscilujice medzi
tragédiou a groteskou, je sugestivnym podobenstvom o cloveku, o limitoch jeho individualneho
a spoloc¢enského tdelu, o slobode a neslobode, o odcudzeni sebe samému i totalitnej moci. Blizsie
stborné katalégy a monografie — Katarina Bajcurova, Aurel Hrabusicky a Zora Rusinova, eds., Jozef
Jankovic: Tvorba z rokov 1958 — 1997 (Bratislava: Slovenska narodna galéria, 1997); Juraj Mojzis, Jozef
Jankovi¢ 1957 — 2007 (Bratislava: Danubiana Meulensteen Art Museum, 2007); Juraj Mojzis, Jankovic.
Plynutie casu: Flow of Time (Bratislava: ArtBid a Galéria mesta Bratislavy, 2016) a Katarina Bajcurova,
Vsetko je v hlave: It’s All in the Head (Bratislava: Slovart, 2024), etc.

% Josef Kroutvor, Hlava medusy (Praha: Jazzova sekce, 1985), 105.

* Katarina Bajcurova, Slovenské sochdrstvo 1945 — 2015: Socha a objekt (Bratislava: Roman Fecik
Gallery, Slovart, 2017).
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europskeho umenia (pop-artu, surre-
alizmu, l'art brut, novej figuracie, ale aj
nového realizmu) i $irokého duchovného
podhubia filozofie a literattury (filozofia
zivota, fenomenoldgia, existencializmus
a vyznacovali sa uplne odliSnou obraz-
nostou v porovnani s tou, ktora preziva-
la v, socialisticky angazovanom” umeni.
Priam obrazoborecky don zasiahlo prave
dielo Jankovica, ktory po polovici Sestde-
siatych rokov zrusil tradi¢nu integritu fi-
guralnej sochy a hned na zaciatku rozbil
ludské telo na fragmenty: pohybujtice sa
udy, ruky a nohy, ¢o vystupovali ako pars
pro toto ludského tela. Charakteristicky,
neurcito-oduty tvar koncatiny ziskal
viac-menej nahodou, experimentalne,
ked do pancuchovej ¢i rukavicovej for-
my nalial poddajnt sadru; neskor tento
prvok sémanticky povysil na ustred-
ny motiv tvorby. Vznikol zvlastny efekt
»scudzenia”. Ludska telesnost sa prezen-
tovala: ... v odvodenej, neautentickej a teda
deformovanej podobe. To, ¢o telo pdvodne
chrdnilo, teraz ho akoby prezrdadzalo.” Tieto
prvky, ktoré na roky predurcili Jankovi-
covo tvaroslovie, sa vo svojej odcudze-
nej objektovej telesnosti stali sticastou
pocetnych asamblazovych, reliéfnych
skrumazi, kompozi¢nym a obraznym za-
kladom priestorovych zostav. Coraz viac
poukazoval na odosobnent ludsku pri-
tomnost i pocity existencidlnej traumy

Vel'ky pad, Bienale Danuvius, Bratislava, 1968.

moderného cloveka. Jankovi¢ svoje so-
chy takmer vzdy ,situacne” definoval
tym, ze ich priestorovo kontextoval,
umiestnioval, ramcoval (do klietky, siete,
pavuciny, neskor sa v jeho tvorbe objavili
architektonické prvky ako obluky, okna,
mury, dvere, schody), rozmanitym situo-
vanim telesnych fragmentov do figural-
no-architektirnych celkov tematizoval
stale pritomné spolocensko-politické
obsahy a zdoraznoval moralnu apelativ-
nost svojho posolstva.

Pocas Sestdesiatych rokov 20. storo-
¢ia zazil Jankovi¢ prvy vzostup svojej
tvorby a ziskal nemalé medzinarodné
renomé.® Patril vSak tiez k prvym tvor-
com ostrakizovanym komunistickym
rezimom v Ceskoslovensku.” Nasleduju-
ce sedemdesiate roky sa stali najtvrd$im

® Aurel Hrabusicky, ,Situaéné porozumenie svetu,” in Slovenské pohlady 104, no. 12 (1988): 108-13.

¢ Vystavoval na prestiznych medzinarodnych vystavach: 9" Middelheim Biennial, Openluchtmuseum
voor Beeldhouwkunst, Antverpy (1967); Sculpture Tchécoslovaque de Myslbek a nos jours, Musée
Rodin, Pariz (1968); Arte contemporanea in Cecoslovacchia, Galleria Nazionale d’Arte Moderna, Rim
(1969); VI biennale de Paris, Musée d’Art Moderne de la Ville de Paris, Pariz (1969); Discovery of
Harmony. Contemporary Trends, EXPO Museum of Fine Arts, Osaka (1970) etc. Ovela neskdr, po
roku 1989 bol znovu uznany na medzinarodnej scéne vystavami: Global Conceptualism: Points of
Origin 1950s — 1980s, Queens Museum of Art, New York (1999); Aspekten — Positionen. 50 Jahre Kunst
aus Mitteleuropa 1949 — 1999, Museum moderner Kunst, Wien (2000); Villes visionaires. Hommage
a Michel Ragon, Collection Frac Centre Val de Loire; Orléans (2014); World goes Pop, Tate Modern,
Londyn (2015) etc. Najvacsiu retrospektivnu vystavu mu usporiadala Slovenska narodna galéria
v Bratislave (1997, kuratori Katarina Bajcurovd, Aurel Hrabusicky, Zora Rusinova).

7 Jankovic bol expressis verbis kritizovany v publikacii: Kolektiv autorov, Za socialistické umenie:
Materidly zo zjazdov umeleckych zviizov (mdj — november 1972) (Bratislava: Slovensky spisovatel, 1974).
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Obr. 3: Jozef Jankovi¢, Zamurovand figiira,
stikromnd zbierka.

Pokus

normalizanym  desatroc¢im.
o socializmus Tudskou tvarou nevysiel
a idey demokracie a slobody v augus-
te 1968 skoncili pod kolesami tankov
,spriatelenych armad” VarSavskej zmlu-
vy. Viaceri umelci, ktori nevyznavali
idedly socialistického realizmu sa stali
nepriatemi rezimu — medzi nimi Jozef
Jankovi¢. Bolo mu zakazané vystavovat,
publikovat, cestovat, realizovat vacSie

diela. Bol vypocavany a prenasledovany
Statnou bezpecnostou. Stal sa ,vyhnan-
com” vo vlastnej krajine. Jankovic sa ale
nevzdal a v sedemdesiatych rokoch si
nasiel nahradny vizualny program. Stal
sa jednou z osobnosti tzv. neoficidlneho
umenia.? V sulade s nastupom novych
tendencii konceptudlneho umenia , de-
materializoval” prostriedky tvorby ume-
leckého diela — sochu nahradil kresbou,
grafikou, projektom, pripadne Sperkom.
Do vzniku diela zacal zapdjat, ako jeden
z prvych vo vtedajsom Ceskoslovensku,
aj pocitac. Tieto ,malé” prace na papie-
ri (hlavne kresby a grafiky) sa mu darilo
lahsie pasovat aj do zahrani¢ia — medzii-
nym aj do krajin byvalej Juhoslavie, kde
ziskal dobrych znamych a priatelov.’
Roku 1971 mu bola eSte povolena
ucast na sympdziu Forma viva v Portoro-
Zi (dnes Slovinsko), kde realizoval skul-
ptaru Viizenie IX® — na dlhSie obdobie
posledna monumentalna socha, motiv

8 Aurel Hrabusicky, ed. et al., Slovenské vizudlne umenie 1970 — 1985 (Bratislava: Slovenska narodna
galéria, 2002); Zuzana BartoSova, Napriek totalite: neoficidlna slovenskd vytvarnd scéna sedemdesiatych
a osemdesiatych rokov 20. storocia (Bratislava: Kalligram, 2011), etc.

©

BliZsie k vymene diel a informécii medzi krajinami byvalej Juhoslavia a CSSR — Daniel Gruti,

Haptickd ozvena. Priroda, telo, politika v ument byvalej Juhosldvie a Ceskoslovenska: Haptic Echo.
Nature, Body, Politics and Art in Former Yugoslavia and Czechoslovakia (Bratislava: Galéria mesta

Bratislavy, 2024). Jankovic vystavoval v krajinach byvalej Juhoslavii na viacerych vyznamnych

i cyklickych podujatiach na ktoré bol pozyvany, ale fyzicky sa ich zti¢astnit nemohol, pretoze mu
bol odobraty pas. Diela sa do zahranicia dostavali viacerymi cestami (vo vzacnych pripadoch
postou, cez diplomatov, znamych, zahranicnych hosti). Pri prevoze Jankovicovych diel do byvalej
Juhoslavie zohral vyznamnu tlohu byvaly emigrant a galerista Ivan Bani¢. Jankovicove diela
boli prezentované na vystavach: Medunarodna izlozba na ¢rtez od daritelije, Muzej na sovremenata
umetnost, Skopje (1973); Bienale grafike, Moderna galerija, Ljubljana (1975, 1977, 1979, 1981, 1983,
1985, 1987, 1989 bola Specialna kolekcia z bienale pripravena Zoranom Krzisnikom pre Civic Art
Museum v Sakaide, Japonsko, vo vyberovej jury tohto prestizneho podujatia boli osobnosti ako
Ryszard Stanislawski, Jorge Glusberg, Jean Clair etc.); na Medunarodova izloZba originalnog crteza,
Moderna galerija, Rijeka (1976, 1984, 1988), roku 1980 mal samostatnu vystavu Crtezi. Objekti

v Studiu galerije Forum / Centar za kulturu i informacije grada v Zahrebe (kurator Vladimir
Malekovic), 1987 vystavoval v Galeriji Spektar v Zahrebe (spolu s Rudolfom Filom, Danielom
Fischerom, Vikotorm Hulikom a Jurajom Melisom) etc.

10 Viizenie IX. (Prison IX), 1971. Istrijsky mramor, 240 x 160 x 60 cm. Forma viva. XI. Mednarodni simpozij
kiparjev, Portoroz (dnes Slovinsko). Na sympdzium mu ceskoslovenské tirady dovolili vycestovat,
ale namiesto 6smich tyzdiiov mu bol pobyt obmedzeny na styri tyzdne, za tento ¢as dokazal
zrealizovat sochu. TaktieZ tu nadviazal kontakty s viacerymi umelcami, medzi nimi aj s Josipom
Dimini¢om. Na sympoézium Forma viva sa vratil ete raz roku 2007 (spolu s Janesom Lenassim,
Karlom Heinzom Deutschom a Makoto Fujiwarom).
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nehybnosti, zamurovania, uvédznenia
medzi nehybné ramce, z ktorych niet
tUniku... Vidime okno, v ktorom st ,,uvaz-
nené” fragmenty Iudskych koncatin,
telesné zlomky — pozostatky niekdajsej
Iudskej celistvosti... Jeho vtedajsi zivotny
a umelecky pocit by sme mohli metafo-
ricky pomenovat: zaziva ,zamurovany
po Velkom pdde”' Ukazuje to nazorne
kresba Zamurovand figiira (1974),2 vidime
hruby tehlovy mur, z ktorého sa vynara-
ju telesné fragmenty: ruky a nohy, ktoré
sa este usiluju vykrocit po schodisku, ale
hlava s torzom je uz uvdznena na druhej
strane muru. ,Zamurovand figiira viac ako
ktorékolvek iné dielo zhmotiiuje situdciu no-
vej nehybnosti’, brutdlne preruseného rozma-
chu.”“® Dielo Velky pad (1968)"* Jankovic
pripravil na bienale mladych v Bratisla-
ve Danuvius® a ziskal zattho Grand Prix.
Mozno ho oznacif za inverziu tragického
Ikarovho mytu. Zakladnym prvkom die-
la je zmnozeny motiv osamostatnenych
a hypertrofovanych koncatin, ,obrich”
rak a noh vycnievajucich priamo zo
zeme ako pozostatok obludného padu
kamsi do pekiel. ,Kultovo” tu predvie-
dol rozpad starej integrity ducha a tela
na desivé kusky Iudskych substancii.
Politicky podtext diela (narazka na pad
obrodného procesu v Ceskoslovensku)
podciarkol vyuzitim farieb trikolory.

Jankovicovi sa este podarilo prezentovat
samostatnou kolekciou séch v ceskoslo-
venskom paviléne na Bienale v Benat-
kach (1970), avsak kratko nato ho cakal
trest v podobe dlhoro¢ného vyhnanstva
z vytvarného Zivota.

Po Vel'kom pide prislo spominané za-
murovanie. Ideu Vizenia z Portoroza a
kresby Zamurovanej figiiry vSak naplno
predviedol az o viac ako desatrocie ne-
skor v skulpture Brina (1985) v ramci
sympdzia v Labine, kam mu uz dovolili
vycestovat (po 14 rokoch).® V polovici
osemdesiatych rokov uz rezim stracal
silu a v Sovietskom zvaze sa k slovu hla-
sila perestrojka a glasnost, ktoré ¢iastocne
ovplyvnili — uvolnili kultdrnu situaciu
v sovietskych satelitoch, aj v Ceskoslo-
vensku a viedli roku 1989 k NeZnej re-
voltcii a oslobodeniu sa spod vplyvu
sovietskeho komunistického impéria, na
¢om sa Jankovi¢ aktivne obdiansky po-
dielal. Ale vratme sa spdt. V roku 1983
ziskal Jozef Jankovi¢ vo Viedni prestiz-
nu Herderovu cenu, ktora mu (aj ma-
teridlne) postupne umoznila vratit sa
k socharstvu.

Kapija / Brana (1985)
Kapija / Brina” bola po rokoch

prva Jankovicova monumentdlna

I Hrabusicky, “Zamurovanie po Velkom pade (sedemdesiate roky),” in Bajcurovd, Hrabusicky
a Rusinova, eds., Jozef Jankovic: Tvorba z rokov 1958 — 1997, 79.
12 Zamurovand figiira, 1974, tus, akryl na papieri, 44 x 62 cm, sukromny majetok.

3 Hrabusicky, ibidem, 82.

4 Vel'ky pad, 1968, kov, textil, polyester, 410 x 500 x 400 cm, https://www.webumenia.sk/dielo/
SVK:SNG.P_2634 (10. 6. 2025), SNG, inv. ¢. P 2634. ]. Jankovic dielo daroval roku 1999 Slovenskej

narodnej galérii.

5 Vladimira Biingerova, Umenie, ktoré zostalo. Kolekcia Medzindrodné biendle mladych vytvarnikov
Danuvius 1968: The Art that Remains. Collection International Biennial of Young Artists Danuvius 1968

(Bratislava: Slovenska narodna galéria, 2024).

16 Jankovicovi bol roku 1976 odobraty pas a bol mu vrateny roku 1983 pri prileZitosti udelenia
Herderovej ceny vo Viedni. Bolo to prvé zahranicné sympoézium, na ktorom sa mohol po rokoch

fyzicky zacastnit.

17 Kapija / Brdna, 1985, istrijsky mramor, 340 x 200 x 60 cm, XV. Mediteranski kiparski simpozij Labin ,85,

Park Dubrova, Labin, Chorvatsko.
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Obr. 4: Jozef Jankovi¢, Brdna, 1985, Park Dubrova,
Labin.

realizacia. Ukazuje figiru zakliesne-
nu v mure v okamihu pohybu, ktory je
znemozneny. Socha je zardmovana do
pravouhlého architektonického ramca,
ten u Jankovica vzdy brani slobodnému
pohybu (mohla to byt klietka, obluk,
schody..). Tu priamo tematizoval svo-
ju zZivotnu skusenost ,zamurovania” za
ziva: prvykrat vyuzije cela figaru, ktora
uviazla v mure, oduté a zmnozené kon-
¢atiny ustrnuli v nemom posunku, tvar
nevidi... ,noha, ktord chce niekam vykrocit,
ruka, ktord chce nieco pokynut...””® K inter-
pretécii labinskej Briny Ladislav Snopko

o dva roky neskér (1987) podotkol: ,jan-
kovicov ¢lovek v brine uz neprosi o prijatie.
Ostava stat' uprostred, uvedomujiic si, Ze
‘exponovand rovnoviha’ miesta na rozhrani
je tym poznanim, po ktorom tiiZil, ktoré je od-
povedou. Byt von, alebo byt vo vniitri uz nie
je ddlezité. Je to vidy len pohyb bud’ v jednej,
alebo v druhej, rovnako pevne definovanej
Strukture.... A Zuzana Bartosova dodala,
ze ,brdny si na to, aby ich Iudia otvdrali a
presli nimi smerom von, jeden k druhému,
do sveta.”? Obe sentencie z dobovej re-
flexie diela boli na jednej strane skeptic-
kou rezignaciou vtedajsieho stavu, ako
aj dokladom zelanych zmien. Jankovi¢
tu akoby anticipoval - cez metaforu
muru, okna — nieco, ¢o sa onedlho stane
v politickom zivote (rticanie berlinskeho
muru, rozdelujiceho Zapad a Vychod,
otvaranie okien do Eurdpy). Labinska
Brina sa vsak stala doleZitym osobnym —
autorskym medznikom sochdrovho vy-
voja: mierne oduté, deformované tvary
koncatin s meravymi ¢rtami tvare otvo-
rili pre Jankovica nové obdobie tzv. mo-
numentalneho klasicizmu.

Jankovi¢ si v Chorvatsku vytvoril
mnozstvo fudskych a tvorivych kon-
taktov, a zacal sa tam s oblubou vracat
(v jeho osobnej mytologii prezival po-
cit, Ze predkovia — podIa jeho typického
mena — mohli byt Chorvati). Organizator
labinského sympdzia — sochar Josip Di-
minic¢ (1937 — 2019)*° sa stal jeho blizkym

8 Aurel Hrabusicky, Jozef Jankovi¢: dokumenticia (Bratislava: SCCA / Soros Center for Contemporary
Art: Sorosovo centrum sucasného umenia, nedat. rukopis).

19 Zuzana BartoSova a Ladislav Snopko, Jozef Jankovic: Katalég k vystave v Rodnom dome Jana Kupeckého
v Pezinku. (Pezinok: Malokarpatské mtzeum, 1987).

2 Josip Dimini¢ (1937 — 2019) bol chorvatsky sochar, venoval sa tiez grafike a keramike, pracoval
v kameni, dreve, laminate. Absolvoval Akadémiu vytvarnych umeni v Zahrebe (1958 — 1963,
prof. Marina Tartaglia), roku 1965 sa vratil do Labinu, 1966 si v starom meste zalozil ateliér, okrem
tvorby sa venoval sa viacerym organiza¢nym aktivitdm venovanym rozvoju vytvarného diania
v Labini. Bol zakladatelom a spoluzakladatelom umeleckého zoskupenia Labin Ateliers, vystavy
Ars Histriae, viacerych vyznamnych socharskych podujati: Mediteranski kiparski simpozij (od 1969),
ktorého sucastou sa stal socharsky park Dubrova v Labini, letnej Studentskej socharskej $koly
Montraker vo Vrsare (od 1991). V rokoch 1975 az 1984 bol clenom skupiny autorov Galérie
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priatelom. Bol spoluzakladatelom me-
dzinarodného socharskeho sympozia
v Labini a sympodzia Montraker — me-
dzinarodnej letnej socharskej skoly vo
Vrsare. Spoznal sa a spriatelil aj s inymi
vyznamnymi osobnostami chorvatske-
ho umenia a kuratormi, napr. s Vladimi-
rom Malekovic¢om (1936 — 2003),* ktory
mu v Zahrebe roku 1980 otvaral vysta-
vu a publikoval text o jeho diele, s Ante
Glibotom (1945 — 2020),* prominentnym
chorvatskym intelektualom, historikom
umenia a architektiry a zberatelom.

Glibota Jankovica osobne navstivil v Bra-
tislave v stvislosti s pripravou a vyberom
autorov na predolympijské sympodzium
v Soule (bol ¢lenom vyberovej poroty).
Jankovi¢ sa na sympdziu zucastnil a re-
alizoval tam dve diela, monumentalnu
sochu Miesto hore a Sebastidna (1987).23
Vyrazom rozvoja a upeviiovania medzi-
kultarnych a medziumeleckych vztahov
medzi Slovenskom a Chorvatskom bolo
udelenie chorvétskeho Statneho vyzna-
menania Rad Danice Hrvatske s likom
Marka Maruli¢a roku 1998.%

Forum v Zahrebe. Venoval sa tiez pedagogickej ¢innosti na Katedre vytvarnych umeni
Filozofickej fakulty v Rijeke a od roku 2005 na Akadémii tizitkovych umeni v Rijeke, ktorej
bol spoluzakladatelom. Realizoval diela na viacerych miestach v Chorvatsku (Labin, Rijeka,
Karlovac etc.), zticastnil sa mnoZstva vystav doma i v zahranici. Blizsie - Vlado Buzanci¢,
Dimini¢ (Rijeka: Izdavacki centar Rijeka, 1982); Vlado Buzanci¢; Mladenka Solman et al., Josip

Dimini¢ (Zagreb: Hdlu, 2000).

I

Vladimir Malekovi¢ (1936 — 2003) bol chorvatsky historik umenia, absolvoval Filozoficku fakultu

v Zahrebe (1962). Od roku 1953 publikoval novinové kritiky a ¢lanky o kulttre; od 1964 do

1983 bol vytvarnym kritikom v periodiku Vjesnik, od 1983 riaditel Mtizea umeleckych remesiel
v Zahrebe. Venoval sa hlavne naivnému/insitnému umeniu (Hrvatska izvorna umjetnost, 1973;
Kosta Angeli Radovani, 1981; Matija Skurjeni, 1982; Josip Generalic, 1988; Duro Seder, 1989; Edo Murtic,
1990 ).Bol autorom velkého mnozstva vystav a publikacii o chorvatskom umeni (AngaZirana
umjetnost u Hrvatskoj 1919 — 1969, 1969; Grupa trojice — aspekti hrvatske likovne umjetnosti 1930
—1935, 1976; Ekspresionizam i hrvatsko slikarstvo, 1980; Kubizam i hrvatsko slikarstvo, 1981). Jeden

zo zakladatelov muizei a galérii v Brdovci, Zlatare a Novej Gradiske. Blizsie — ,,Malekovic,
Vladimir,” in Hrvatski biografski leksikon (1983 — 2024), mrezno izdanje (Zagreb: Leksikografski
zavod Miroslav Krleza, 2024), https://hbl.Izmk.hr/clanak/malekovic-vladimir (15. 6. 2025).

2 Ante Glibota (1945 —2020) bol jednym z najvyznamnejsich chorvatskych povojnovych
intelektualov. Vystudoval Ekonomicku fakultu v Zahrebe, roku 1970 spolu s Vladimirom
Veselicom zalozili Hrvatski gospodarski list, angazoval sa v ramci tzv. Chorvatskej jari. V januari
1972 bol za svoju ¢innost uvazneny. Po pobyte vo vdzeni, kedZe sa stal neZiaducim pre vtedajsi
rezim, emigroval do Franctizska. Tam sa realizoval ako galerista, historik umenia, teoretik
architektury a zberatel, kurator prestiznych umeleckych podujati (vo Franctizsku i vo svete).

V rokoch 1979 az 1994 bol riaditelom PariZskeho umeleckého centra. Za svoju pracu kuratora

v oblasti umenia a architektiry, multimedialne aktivity ziskal viaceré medzinarodné ocenenia.
Publikoval viacero knih a monografii (150 Years of Chicago Architecture 1833 — 1983, 1985; Helmut
Jahn, 1987; Olympiade Des Arts/Olympiad of Art, 1988; Otto Piene, 2011 etc.). Bol clenom Eurdpskej
akadémie vied, umenia a literatiiry a Amerického institutu architektiry. Angazoval sa

v exilovom hnuti za nezavislost Chorvatska. Pozri — ,,Ante Glibota,” in CROWN: Croatian Word
Network https://www.croatia.org/crown/articles/11250/1/Ante-Glibota-1945-2020-distinguished-
Croatian-patriot-and-historian-of-art-and-architecture.html (15. 6. 2025).

3 Miesto hore, 1987, granit, 960 x 360 x 140 cm, Olympijsky park, Soul, Juzna Korea; Sebastidn),
1987, zula, bronz, 120 x 180 x 60 cm, National Museum of Modern and Contemporary Art, Soul,

Juzna Korea.

Vyznamenanie bolo ustanovené roku 1995 a tykalo sa ocenenia zasluh na rozvoji kultiry a umenia.

Menovanie pozri — ,Odluka o odlikovanju Redom Danice hrvatske s likom Marka Marulic¢a broj:
01-051-98-13-1-2/1 od 26. svibnja 1998, in Narodne novine: SluZebni list Republike Hrvatske, 10. juna
1998, https://narodne-novine.nn.hr/clanci/sluzbeni/1998_06_81_1127.html (15. 6. 2025).
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Obr. 5: Jozef Jankovi¢, Ruky, 1993, Vrsar.

Ruke / Ruky (1993)

Ruke / Ruky® vznikli pocas sympozia
v istrijskom Vrsare a mozeme ho vi-
diet na malebnom namesti starého mes-
ta s vyhladom na more. Dve velké ruky
v akejsi ,prosebnej” pozicii si zovreté
medzi dva kamenné hranoly. Tak ako
kedysi dolné koncatiny nohy boli typic-
kym motivom, pridali sa k nim aj horné
koncatiny — ruky (v skutocnosti odliatky
z rukavicovej formy). ,V tradicnej ikono-
grafii je ruka symbolom opatrnosti, boZej sily
a lasky, povahy, autority, humoru, sily, tvore-
nia, majstrovstva, poZitku, pozdravu, Stedros-
ti, pohostinnosti, ale aj zrady. Ruka, rameno,
dlari boZia je vtelenim logosu, tvorivej moci: i

padla na miia ruka Pana’ (Ezechiel 8, 1-3).%
Ale gestom ruky sa Casto prosi o pomoc,
podporu, o zachranu. V Sestdesiatych
rokoch sa u Jankovica osamostatnil mo-
tiv ruky (vznikol vlastne ako odliatok
hmoty naliatej do rukavice); osamote i
zmnozené Casto vytvarali Strukttaru die-
la: Ruky na reliéfe z roku 1968% vidime
tentokrat v navysost politickom geste
SOS, priznacne vo farebnosti trikoldry.
V objekte Pohyblivé ruky (1970y® z ma-
sivneho sokla nechal vyrast raster unifi-
kovane formovanych (rovnakych?) ruk,
ktoré sa v istych casovych intervaloch
rovnako uniformovane a mechanicky
rozpohybuju (na zaklade zabudovaného
motorceku). Su celé Cervené — obetované
komunistickému rezimu? Alebo su tu
nato, aby bezmyslienkovo odsthlasili,
odhlasovali vSetko, ¢o sa im zo strany
staronovej moci prednesie?

Z hladiska naSej témy prave Janko-
viov spominany nahradny program
v sedemdesiatych rokoch, ked sochu
nahradila kresba, grafika alebo Sperk,
priniesol velmi zaujimavé vysledky
v podobe série fiktivnych — utopickych
architektonickych projektov. Tvorba uto-
pickych projektov alebo inak — prospek-
tivna architektira — ma v dejinach ume-
nia pomerne bohatti histériu, pocéntic
franctizskou revolu¢nou architektirou

% Ruke / Ruky, 1993, istrijsky mramor, cca 120 x 150 x 150 cm, Symposium Montraket, Vrsar, Chorvatsko
- sympozium zalozil ako letnti socharsku $kolu roku 1991 Josip Diminic¢ a bolo uréené pre
studentov vysokych 8kol, Jankovic sa na riom zucastnil ako pedagég VSVU so ziakmi Patrikom

Kovacovskym a Petrom Machatom.
2

=S

Rusinova, “Od asamblaze k tragickému mytu (Sestdesiate roky),” in Bajcurova, Hrabusicky

a Rusinova, eds., Jozef Jankovic: Tvorba z rokov 1958 — 1997, 48.

2!

N

Ruky, 1968, drevo, polyester, 120 x 150 cm, sikromna zbierka. Dielo vzniklo v rdmci sympdzia

Artchemo v Pardubiciach, ktoré bolo venované novym technolégiam v oblasti spracovania plastov.

2

@

Pohyblivé ruky, 1970, polyester, drevo, kov, elektromotor, 140 x 100 x 100 cm, Zbierka PSIS. BliZsie

— Zuzana BartoSova, Sticasné slovenské vytvarné umenie 1960 — 2000 zo zbierky Prvej slovenskej
investicnej skupiny (Bratislava: Orman, 2008); Zuzana Bartosova, “Freedom in Unfreedom: a Few
Notes on the Slovak Unofficial Art Scene in the 1970s,” in Crisis: The Avant-Garde and Modernism
in Critical Modes: European Avant-Garde and Modernism Studies 7, eds. Sasha Bru et al. (Berlin / New
York: De Gruyter, 2022), 210, https://doi.org/10.1515/9783110773637-010 (17. 6. 2025).
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po trebars utopické vizie ruskej avant-
gardy. V sedemdesiatych rokoch si na-
Sla svoje zasttipenie aj na Slovensku
v osobe Alexa Mlynarcika a zoskupenia
VAL (Viera Meckova — Alex Mlynar-
¢ik — Ludovit Kupkovic),” na rozdiel od
nich, v8ak Jankovi¢ovmu projektovému
mysleniu chybal akykolvek civiliza¢ny
optimizmus.

Architektara a tvorba pre architek-
taru ho zaujimali od mladosti, zticastnil
sa pocetnych sutazi; spolu s architektom
Dusanom Kuzmom bol spoluautorom
plastickej idey vari najvyznamnejsej
slovenskej modernej — signaturnej — ar-
chitektary 20. storocia, Pamiitnika Sloven-
ského ndarodného povstania (SNP) v Banskej
Bystrici (1965 — 1969), pre ktoré urobil
Ustredné stsosie Obete varujii!,*® drama-
ticky navfSent a expresivne formovanu
skrumaz mftvych a zivych tiel vlozil ho
do tzkej prieluky medzi dvomi beto-
novymi hemisférami pripominajicimi
rozcesnutu skalu. Povinny obraz hrdinu
tu — obrazoborecky — nahradil obrazom
obete, depatetizoval povstanie, zbavil ho
moralnej aureoly vitazov, pochopil ho
vseludsky, pacifisticky a antropologicky.
Aj Pomnik SNP v Kovacovej (1968, arch.
spol. Anton Cimmerman) koncipoval
ako fiktivne architektonické prostredie,
kde sa divakovi pri pohybe vynarali stale
nové sekvencie brutdlnych a prazdnych
odtlac¢kov koncatin padajicich do nicoty.

Obr. 6: Jozef Jankovic, Ndavrh pamitnika slovenského
sochdrstva, 1976, Slovenskd ndrodnd galéria.

Madarsky kurator Laszlo Beke Jan-
kovicove fiktivne projekty oznacil za
»gigantické antropomorfné monumenty”,*
cesky konceptualista a kurator Jifi Va-
loch k tomu pridal oznacenie ,humdnne
architektiiry, monumenty, evokujiice pred-
stavu ludskej postavy”3* Prave Valoch si
ako prvy vsimol novy sémanticky obrat
v Jankovicovej tvorbe, v ktorom ,,tragické
je nahradzované grotesknym, posolstvo ume-
leckych diel uz nie je protestom, ale predo-
vdetkym zistovanim. Je to nieco na poloviénej
ceste medzi tragickym a komickym..” Pro-
jekty priniesli novy ironicko-sarkasticky
obraz cloveka zamurovaného v nehyb-
nosti rokov konsolidacie, pripominali
skamenené bytosti zakliate v hmote.

Z hladiska vyvoja Jankovicovskej
ikonografie ruky dva priklady za vSetky:

¥ Pierre Restany, Alex Miyndrcik: INDE (Bratislava: Slovenska narodna galéria, 1995); Ludovit
Kupkovié, Viera Meckova, Alex Mlynéréik, VAL Cesty a aspekty zajtrajska (Zilina: Expresprint,
1995); Katarzyna Cytlak, ,L'architecture prospective en Tchécoslovaquie. Convergences et
divergences entre 'approche du groupe slovaque VAL (1968 — 1994) et la théorie architecturale
de Michel Ragon,” RIHA Journal, 1. janudara 2017, https://journals.ub.uni-heidelberg.de/index.php/

rihajournal/article/view/70264 (17. 6. 2025).

% Roku 1972 stisosie Obete varujii! odstranili, vystriedala ho kompozicia kosaka a kladiva. Roku
1974 ho osadili v aredli pamétnika vypalenej obce Kaliste, na pévodné miesto sa vratilo zasluhou
Ladislava Snopka roku 2004. Blizsie — Ladislav Snopko et al., Obete varujii. Paralelné pribehy: Victims
Warn. Parallel Stories (Banska Bystrica: Mtzeum SNF, 2004).

3! Laszl6 Beke, Jankovi¢ (Budapest: Fiatal Mtveszék Klubja, 1974), nepag.

* Ibidem, nepag.

¥ Jifi Valoch, Jankovi¢ (Brno: Dim pant z Kunstatu, 1973), nepag.
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v Ndvrhu pamiitnika slovenského sochdrstva
(1976)* pracoval s textom — s neslavne
znamym clankom Vzostup a pdd sloven-
ského sochdrstva, ktory uverejnil dennik
Komunistickej strany Slovenska Pravda.
Autorka, historicka umenia Zita Ko-
strovd, v nom kritizovala tzv. pravicové
tendencie v socharstve Sestdesiatych
rokov. Z textu ¢lanku rozcleneného na
jednotlivé pismena — verzalky radené do
pravidelného geometrického rastra — je
vytvoreny podstavec, z ktorého vyrastd
monumentalny architektonicky tvar,
ktory zobrazuje dve zvelicené Iudské
dlane. Socharove ruky, ktoré mali hnietit
hmotu v nej stuhli a zmenili sa na stre-
lecké terce. Jankovic tu osobitne reagoval
na pomnikovt tému - tvoritf pomniky,
byt socharom mu bolo pocas normali-
zacie odopreté. V inom anti-utopickom
Projekte parlamentu s pneumatickou stre-
chou (1977)® vytvoril strechu, zloZenu
z nafukovacich hlasujucich ruk, ktorej
vyznam sa dnes znovu oZivuje a sym-
bolika sthlasne hlasujucich poslancov
je az zlovestne aktualna. Jankovi¢ pseu-
do-utopickou absurdnou formou pa-
rodoval obsah. Kombinacia a nasledné
splynutie architektonickych a Iudskych
stavebnych clankov, spojenie odlisnych

znakovych sustav vytvorili ,,zlozita jed-
notu”, typickul pre postmoderné mysle-
nie. Svoje unifikované videnie a tvarova-
nie ruky sktisal hladat aj cez pocitac, ved
v sedemdesiatych rokoch patril k prvym
umelcom v Ceskoslovensku ktori zacali
experimentovat s pocitacovou grafikou
(Ruka I. - 1I1., 1979)%.

A napokon este jedno dielo, v ktorom
povysil motiv ruky na symbol: je z ko-
mornej série Krajiny I. — XII. (1980 — 1984),
véetky mali charakter miniatarnych
priestorovych instalacii. V Krajine IIL
(1980)* je tistrednym prvkom ruka vy-
rastajuca z vrstveného sokla (zeme?); vy-
zera to akoby zaziva pochoval sam seba a
aj ruka, ktora tr¢i zo zeme je navyse spu-
tand. Znovu: je mu zabranené v akom-
koI'vek pohybe a aktivite. Ale Jankovic sa
rafinovane pohral s mierkou, mame po-
cit, Ze to je ruka bajneho obra Gulivera,
ktorého sputal rezim — liliputanov...

Raspelo / Ukrizovanie

retim vyznamnym dielom, Joze-
fa Jankovica v Chorvatsku je mo-
numentalne Raspelo / UkriZovanie (1995).%
Realizoval ho v Labini, pri vstupe na cin-
torin nad mestom ako vyraznu krajinna

3 Architektiiry I11. Ndvrh pamidtnika slovenského sochdrstva, 1976, ofset na papieri, 45 x 58 cm, SNG, inv.
¢. G 13135, https://www.webumenia.sk/dielo/SVK:SNG.G_13135 (10. 6. 2025).

% Projekt parlamentu s pneumatickou strechou, 1977, pero, tus, akryl na papieri, 50,7 x 65,5 cm, SNG,
inv. ¢. K 17370 https://www.webumenia.sk/dielo/SVK:SNG.K_17370 (10. 6. 2025). Obdobné dielo
Projekt zahrady parlamentu, 1976, pero, tus na papieri, 50 x 63 cm, vystavoval na V. mezdunarodna
izlozba originalnog crteza ‘76 Rijeka, dielo ostalo v Chorvatsku, dnes nezvestné. Z hlasujtcich rak je

vytvorena zahrada.
3

-

Ruka I. - 111, 1979, pocitacova grafika, ofset na papieri, 40 x 62,3 cm; 40 x 58,3 cm; 40 x 50 cm, SNG,

inv. ¢. G 9486; G 9487, G 9488, https://www.webumenia.sk/dielo/SVK:SNG.G_9486; https://www.
webumenia.sk/dielo/SVK:SNG.G_9487; https://www.webumenia.sk/dielo/SVK:SNG.G_9488 (10. 6.

2025).

3]

J

3

&

Krajina 111., 1980, drevo, med, povraz, papier, 30 x 42 x 42 cm, sukromna zbierka.
Raspelo / UkriZovanie, 1995, istrijsky mramor, v. 540 cm, Dom smutku, Labin. Dielo vzniklo

v ramci Mediteranski kiparski simpozij v Labine, Chorvatsko. Jankovi¢ pripravoval projekt pre dalsi
25. ro¢nik sympodzia v Labini (1997) v ramci zameru Bijela cesta / Biela cesta v Parku Dubrova,

kde kazdy ucastnik mal socharsky stvarnit 25 metrov dlhy tsek cesty. Projekt kvoli chorobe
nerealizoval, navrh zachovany v pozostalosti sochéra.
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dominantu, ktora je zdaleka viditel-
na. Vyuzil v niom motiv, ktory precha-
dza celou jeho tvorbou: je to ukrizova-
na figara. Aj ked pojem figtira mozno
v tomto, aj v inych pripadoch pouzit iba
podmienecne.

Motiv ukriZovanej figary, kriza na-
chadzame v Jankovicovom diele takmer
od jeho zaciatkov. UZ v ranom Autopor-
tréte 1. (1964)* uptta torzo Jezisa Krista
z anonymnych Iudovych muk, ktory
sa objavuje v ramci assamblaze zloze-
nej kazdodennych redlii. Je to alter ego
umelca, vernejsie jeho tien, pripraveny
na seba vziat tdel Iudstva a obrazne —
niest jeho kriz? V informelovom Viizeni L.
(1963)* vidime prvykrat ,mftvu” formu
vytvarovanu do tzv. Tau kriZa a adjusto-
vanti do rému. Co je kriZ vo forme gréc-
keho pismena T (tau), posledného pisme-
na abecedy, ma predkrestansky povod,
pouzivali ho rani krestania; zvlast si ho
obltbil sv. Frantisek z Assisi, pre ktoré-
ho bol symbolom obrdtenia a pokania.
Do tohto tvaru Jankovi¢ sformoval frag-
menty figur v diele Svedectvo XI. (1967
— 1968)* z vacsieho cyklu a Miesto hore
(1969)*%: jeho podstatou je typicka janko-
vicovska figura s rozpazenymi rukami
avsak bez torza, poliata krvou stoji na
konci dlhého vertikalneho schodiska.
Autor tu prekracuje vyznam krestanské-
ho symbolu a vyrazne ho aktualizuje,
resp. sémantizuje v opa¢nom garde; kol-
ko obeti zanecha za sebou ten ,,ukrizova-
ny” tvor s krvavymi rukami, kym vyjde
az na vrchol... Uchopenie motivu svojou

Obr. 7: Jozef Jankovic: Krucifix, 1993, Galéria
Horsky park, Bratislava, Zbierka Linea.

univerzalnostou rozhodne prekracuje
povodny krestansky namet a ziskava -
ako to u Jankovica bolo zvykom — zovse-
obecnujtice humanistické znacenie.
Priamym predchodcom labinského
Raspela bol Krucifix (1993),% je to jedno
z vrcholnych Jankovicovych diel zave-
recného monumentalizacného obdobia.
Ako namet si vybral tému UkriZzovania,
ktorej vseludsky (nabozensky) raison
d’étre je vSeobecne znamy a ustalena je aj
ikonograficka forma zobrazenia. Janko-
vic v8ak voli inovaciu. Kriz, titvar Sibeni-
ce zlozeny zo zvislého kolu a prie¢neho
brvna, na ktorom je odsudenec priklin-
covany za zapastia a clenky na nohach,

¥ Autoportrét . — I1., 1964, drevo, kov, polyester, akronex, a 65 x 85 cm, sikromna zbierka.

0 Viizenie 1., 1963, drevo, textil, polyester, 140 x 70 cm, sikromna zbierka.

4 Svedectvo XI., 1967 — 1968, drevo, sadra, polyester, 170 x 150 cm, SNG, inv. €. P 2642, https://www.
webumenia.sk/dielo/SVK:SNG.P_2642 (10. 6. 2025).

2 Miesto hore, 1969, drevo, polyester, textil, kov, v. 400 cm, Art Fond Collection.

# Krucifix, 1993, drevo, kov, epoxid, 640 x 310 x 100 cm, Zbierka Linea. Dielo je sticastou exteriérovej
sochdrskej expozicie v Galérii Horsky park v Bratislave, https://www.lineacollection.sk/galeria-
horsky-park/ (10. 6. 2025). P6vodne vzniklo pre exteriérovua vystavu Priestor'93 na Kipelnom

ostrove v Piestanoch (1993, kurator Lubor Kéra).
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Obr. 8: Jozef Jankovi¢, Ukrizovanie, 1995, Labin.

autor meni na zlozitejsiu, ,hybridnt”
architektonicka konstrukciu. Je to nieco
medzi Sibenicou, branou a vezou s pada-
cim mostom, do ktorej je v tvare T (tau)
kriza vtesnané v doskach zadebnené,
bezhlavé - ,gilotinované” telo. Jankovic
premenil tradi¢ny krestansky symbol
spasenia a vykupenia na univerzalny a
nadkonfesionalny symbol. Vyznamovy
posun vystizne vyjadril v eseji o diele
hudobny skladatel Roman Berger:

~Aanesny svet (najmi ten vraj — krestan-
sky!), nie len Ze pokracuje v tradicii Gol-
goty, v zabijani Krista. Dnesny svet ide

dalej — zabija aj Krucufix, nivoci symbol
stvorenia, otvirajiici perspektivu Zivota
— vesmirneho princiipu... vytesiiuje

z vedomia horizont Transcendencie.”**

Kurator Aurel Hrabusicky k tomu do-
dal: ,, Opit je teda brina otvorend, no vstiipit
nemozno. Mozno len zostat' visiet vo vzdu-
choprizdne. UkriZovanie tu nie je prislubom —
ostdva len zakliatie — mftvy v mrtvej hmote.*

Labinské Raspelo /| Ukrizovanie (1995),
ktoré vzniklo o dva roky neskoér, je vo svo-
jom vyraze a vyzname harmonickejsie,
zbavené moznosti paradoxného ¢itania,
aj preto, ze ma komemorativnu, pietnu
funkciu. Velkorysy rozvrh symbolickej
formy uprednostiiuje striedme, klasicky
vyvazené chdpanie, ktoré je zvyraznené
vyuzitim istrijskeho mramoru. Formu T
(tau) kriZa tvoria koncatiny — rozpazené
ruky zhora zakoncené akymsi jednodu-
chym architrdavom a , visiace” nohy zovre-
té medzi dva podstavce v typicky nesko-
rej soufflé poetike. Telo je tvorené motivom
okna —na jednej strane odhmotnuje — od-
lahcuje celi kompoziciu, na druhej strane
— perforacia, priehlad k oblohe vnasa do
diela transcendentalny zmysel. Jankovi¢
tu znovu opakovane dokazal, Ze bol mo-
numentalistom par excellence, jeho diela sa
stali sugestivnou sucastou istrijskej kraji-
ny. To ndm jeho chorvatske realizacie na-
plno dokumentuju.

# Roman Berger, , Inferno podla Jankovica,” in Radislav Matustik, ed. et al., Jozef Jankovic¢ (Zilina:

Povazska galéria, 1994), 35.

* Hrabusicky, Jozef Jankovic: dokumenticia, nedat. rukopis.
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KoprrivovA, Lenka i LeisserovA, Eliska (eds.). Boje hrvatske Moravske.
Jevisovka: Udruga gradana hrvatske narodnosti u Ceskoj, Aramis,
2024., 270 s. ISBN 978-80-11-05903-3

bornik radova Boje hrvatske Moravske

(Barvy Chorvatské Moravy), objavljen
2024. u ¢eskom i hrvatskom izdanju, sa-
drzi dvadesetak priloga o povijesti, jezi-
ku i tradicijskoj kulturi moravskih Hrva-
ta. Moravski Hrvati potomci su Hrvata
koji su jos 1530-ih godina pred plimom
osmanske ekspanzije napustili staru
domovinu izmedu Drave i Jadrana i na-
stanili se u nekoliko naselja u Moravskoj
(danas dio Ceske Republike). Najvece
i najpoznatije hrvatsko selo u Morav-
skoj bio je Frielistof, gdje postoji spome-
nik i na njemu stihovi: ,Hrvatsko selo /
Hrvatski ljudi, / Hrvatski jazik / Hrvat
ljubi.” Hrvatske zajednice u moravskim
naseljima opstale su Cetiri stoljeca sve do
prikljucenja Sudeta Trecem Reichu 1938.
i dolaska komunista na vlast u Cehoslo-
vackoj izmedu 1945. i 1950. Tada su mo-
ravski Hrvati raseljeni po svijetu, postav-
§i svojevrsnom , dijasporom u dijaspori”,
a unjihova su sela doseljeni pretezno
Slovaci iz Bugarske.

U uvodnom dijelu zbornika nalazi
se pregled literature o moravskim Hr-
vatima prije i poslije 1991. Pregled li-
terature prije 1991. sastavio je Richard
Jefabek, a nakon 1991. Lenka Kopfivova.
U Hrvatskoj je najpoznatija monografija
Moravski Hrovati. Povijest — Zivot - kultura,
koju je 1994. objavio povjesnic¢ar Dragu-
tin Pavlicevi¢, ali ima i drugih istrazivac-
kih doprinosa koji su uredno popisani
i ukratko opisani.

O moravskim Hrvatima u vrtlogu
povijesti pise Lenka Kopfivova. Obra-
duje razdoblje od doseljenja predaka
moravskih Hrvata u 16. stoljecu preko
zivota unovom zavicaju tijekom stolje-
¢a i raseljavanja hrvatskih zajednica po-
slije Drugoga svjetskog rata do izgleda
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za ocuvanje njihovih rasutih potomaka
potkraj 20. i pocetkom 21. stoljeca. Ivan
Dorovsky piSe onastanku i postojanju
hrvatskih zajednica u Moravskoj u kon-
tekstu cesko-juznoslavenskih odnosa.
FrantiSek Zbofil donosi podatke o Hr-
vatima na podrucju Drnholeca u 17. i 18.
stolje¢u u svjetlu mati¢nih knjiga. Bilo je
to feudalno seosko drustvo u kojem su
vodecu ulogu imali nacelnici (rychtafri),
svecenici, ucitelji, gostionicari i drugi.
Lenka Kopfivova obraduje Hrvate na
podrucju Valtica i u Donjoj Austriji do
pocetka 20. stolje¢a, a Martin Markel
analizira moravske Hrvate u dugoj sjeni
tradicije u razdoblju stvaranja modernih
nacija. David Kovafik fokusira se na sela
Jevisovka, Nova Prerava i Dobro Polje
u pograni¢nom pojasu, dok Martin Sitek
analizira hrvatski identitet u suvremenoj
obitelji iz juzne Moravske. Hrvatska sela
u juznoj Moravskoj na pocetku 21. stolje-
¢a u svjetlu demografskih i ekonomskih
pokazatelja predstavlja Ondfej Sery.

O jeziku moravskih Hrvata piSe An-
drej Novik. Posebno vrednuje sli¢nosti
i razlike izmedu cakavskih govora mo-
ravskih i govora gradis¢anskih Hrvata.
»Lovili smo ribe u Jaj$pici” lajtmotiv je
priloga koji potpisuje Michaela Boha-
cova, a posvecen je razvoju naziva mje-
sta (toponima) uselima s nekadasnjim
hrvatskim  stanovnistvom  u okolici
Mikulova.

Lenka Novakova pise o razvoju nos-
nje moravskih Hrvata u drugoj polovici
19. i prvoj polovici 20. stolje¢a. Duhovnu
kulturu moravskih Hrvata analiziraju
Lenka Kopfivova i Klara Nadaska. Po-
sebnu pozornost poklanjaju zivotu co-
vjeka (rodenje djeteta i krstenje, vjenca-
nje, smrt i pogreb) i puckoj knjiZevnosti
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(pjesme, pripovijetke, poslovice, uzre-
Cice, legende, praznovijerja, djecje igre,
promjene obicaja i tradicije moravskih
Hrvata nakon iseljenja i sl). Jitka Ma-
tuszkova obraduje tradicijski ples mo-
ravskih Hrvata, a Eliska Leisserova pise
o vinogradarskoj tradiciji i narodnom
graditeljstvu moravskih Hrvata. Epigraf-
ske spomenike u hrvatskih selima na
podrudju Mikulova do 1900. portretira
Martina Kvardova. Tereza Luzarova pise
o dobropoljskom svec¢eniku Aloisu Male-
cu i slikaru Othmaru Ruzicki te njihovu
interesu za Hrvate u Moravskoj, a Hana
Dvorakova o etnografu Frantiseku Pos-
pisilu i njegovu dokumentiranju zivota
moravskih Hrvata.

»Bilo je to davno: u sesnaestom stoljecu
uvjeti za Zivot u Hrvatskoj nisu bili nimalo
povoljni. Tada su deseci tisuéa ljudi otisli oda-
tle potraziti sre¢u negdje drugdje. Nadali su
se da e bolje Zivjeti u sjevernijim dijelovima
Habsburske Monarhije (na podrulju danas-
nje Austrije, Madarske, Slovacke, ali i Ceske).
Hroati koji su se naselili u Moravskoj imali
su najduzi put. Nisu bili brojni, ali je njihova
snaga bila u odlucnosti kojom su cuvali svoj
hrvatski identitet. Njihova su naselja bila po-
sebna i od okolnih su se razlikovala na proi
pogled. Vladala je ovdje egzotika. Hrvati su
voljeli boje i obilno su ih koristili pri svom
odijevanju ili ukrasavanju svojih prebivalista.
Stovise, govorili su svojim Carobnim narjec-
jem koje Nijemac nije razumio, a Ceh se mo-
rao jako potruditi. Kada je moravske Hrvate
ponekad posjetio hrvatski putnik, mogao se
radovati da je u tako dalekim krajevima opet
¢uo prastari hrvatski jezik koji je u Hrvatskoj
vec nestao. Kroz mnoga stoljeéa moravski su
Hroati bili ti koji su spajali Hroatsku i Ces-
ku. No, kako je moguce da za njih danas zna
samo malo ljudi? Drugi svjetski rat donio je
veliku prekretnicu, ali presudna je bila 1948.
godina. Zbog politickih dogadaja Hrvati su
iseljeni iz svojih domova, hrvatska Moravska

Recenzije i Novosti

je nestala. Godine prolaze, vremena se mije-
njaju. Iz sje¢anja Hrvata odavno je nestala
svijest da su nekada negdje u Moravskoj po-
stojala Zivopisna hrvatska sela. Da ih se jos
jednom prisjetimo, u ovoj smo knjizi saZeli
Sto znamo o moravskim Hrvatima i njihovu
Zivotu u juznoj Moravskoj. Tekstove smo po-
dijelili u tri dijela: povijest, jezik i tradicijska
kultura. Za svaki od njih pokusali smo zahva-
titi najbitnije”,

nadahnuto je napisala u predgovoru
Lenka Kopfivova.

Zbornik radova Boje hrvatske Morav-
ske u znacajnoj mjeri sadrzi jo$ neobjav-
ljene rezultate izvornih istrazivanja koji
su izneseni tako da se moze provijeriti
njihova to¢nost kao i pouzdanost anali-
ze i izvora na kojima se temelje. Naime,
svaki prilog u zborniku sadrzi vlastiti
popis izvora i literature. Iako se o mo-
ravskim Hrvatima i dosad pisalo, ovaj
zbornik koncepcijski i sadrzajno pred-
stavlja izvorni doprinos znanosti, napose
u svjetlu Cinjenice da takve komparativ-
ne studije o povijesti, jeziku i tradicij-
skoj kulturi jedne manjinske zajednice
u nestajanju nisu ceste. Obradene teme
su znanstveno relevantne, struktura
zbornika je konzistentna, a tekstovi su
i bogato ilustrirani. Upotrijebljene su
znanstvene metode, a stru¢na terminolo-
gija je uobicajena i prikladna. Autori se
u interpretacijama nastoje drzati nepri-
strano. Problemi i teze prezentirani su
na razumljiv nacin, a kontinuiteti, pro-
mjene, uzroci i posljedice objasnjavaju se
temeljito i uvijerljivo.

Objasnjenja i argumenti su primjere-
ni, dobro organizirani i povezani te su
uskladu sa znanstvenom metodologi-
jom i pravilima struke. Autori su svjesni
da se u povijesti, jezikoslovlju i etnologiji
mogu sresti razlicite interpretacije poda-
taka i to zorno pokazuju u ovome zbor-
niku: znaju protumacditi zasto je neSto
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tako i vrednovati pojedine informacije,
utoliko prije kad se u prilozima uspjesno
koriste temeljito prouceni izvori i litera-
tura te se jasno prepoznaje sposobnost
njihove profesionalne evaluacije. Uredni-
ce zbornika su osmisljeno povezale povi-
jest, jezik i tradicijsku kulturu kao srodne
discipline u kontekstu uzajamnog utje-
caja. Djelo je namijenjeno znanstvenoj
i drugoj zainteresiranoj javnosti, a s obzi-
rom na ocekivani akademski i drustveni
interes njegovo je objavljivanje dobrodos-
lo. Uostalom, to je vrijedan i nijansiran
doprinos koji se srednjoeuropskom kul-
turoloskom obzorju moze samo pozdra-
viti i preporuciti.

Na kraju zbornika nalaze se sazeci na
hrvatskom, ceskom, engleskom i njemac-
kom jeziku. Nije potrebno isticati znacaj
zbornika u situaciji u kojoj je zivucih mo-
ravskih Hrvata, svjesnih svojega identi-
teta, sve manje. Uspomenu na njih cuvat
¢e u buduc¢nosti njihova bogata narodna
nosnja, Ciste i lijepe kuce, nadgrobni spo-
menici s hrvatskim imenima na groblji-
ma, slike Othmara Ruzicke, raznovrsna
literatura o proslosti, jeziku i obicajima
moravskih Hrvata i — zbornik koji su ure-
dile Lenka Kopfivova i Eliska Leisserova,
a koji je od 2024. dostupan u izdanju na
¢eskom i izdanju na hrvatskom jeziku.

Zeljko Holjevac*

Ivancevi¢, Olja Savicevi¢. Letd s Mdriou, preklad Milina Svitkova.
Bratislava: E.J. Publishing 2024, 240 s. ISBN 978-80-99954-30-5.

lja Savicevic¢ Ivancevic je vyznamna

sucasna chorvatska spisovatelka,
ktora doposial bola pritomna v sloven-
skom kultirnom prostredi iba casopisec-
ky, a to s preloZenymi prozaickymi tryv-
kami v Revue svetovej literatiiry (2/2008) a
poéziou v Casopise Fragment (3/2016). Za-
Castnila sa dosial literarnych festivalov
Ars Poetica v Bratislave a Tranz v Banskej
Bystrici. Roman Letd s Mdriou vo vybor-
nom preklade M. Svitkovej vysiel ako jej
prvy knizny preklad do slovenciny dva
roky po tom, ako sa ukdzal na kniZznom
trhu v Chorvatsku. Slovensky ¢itatel do-
stava tak peknu prilezitost zoznamit sa
lepsie s tvorbou tejto znamej a ocero-
vanej autorky. Ako prozaicka sa tymto
vydavatelskym c¢inom aktivne zaraduje
medzi tzv. chorvatske feministicky orien-
tované spisovatelky, ktorych preklady

romanov na Slovensku vysli o dekadu
skor a mali u nds slusna recepciu.

Olja Savicevi¢ Ivancevi¢ (1974) vy-
rastala blizko Splitu v mestecku Kastel
Luksié, kde navstevovala zakladnt skolu
Vjeka Butira. Uz vtedy vdaka podpore
skoly vysiel jej basnicky debut. Strednt
skolu vystudovala v Splite a vysoko-
Skolské vzdelanie dosiahla na Univer-
zite v Zadare — Studium zamerané na
literattru. Jej doterajsi literdrny opus je
pomerne rozsiahly. V uplynulom obdobi
publikovala mnozstvo basni, poviedok,
romanov i dramatické texty. Treba spo-
menuf aspon jej poviedkovu knizku Ro-
zosmiat psa (Nasmijati psa, 2006) a ispesny
roman Adio kauboju (2010), za ktory ziska-
la cenu novin Slobodna Dalmacia a Cenu
Jure Kastelana. Pracuje prevazne ako
slobodna spisovatelka. PiSe pre rozne

* Zeljko Howjevac, Institut drustvenih znanosti Ivo Pilar u Zagrebu (Republika Hrvatska).
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Casopisy a webové portaly. Je jednou
z najuspesnejsich sacasnych chorvat-
skych autoriek doma v Chorvatsku a ta-
kisto v zahranici.

Reklamné puto na zadnej obalke pre-
loZenej knihy Letd s Mdriou laka sloven-
ského citatela predovsetkym vystiznou
formulaciou:

,Letd s Mariou zachytdvajii pribehy
Zien piatich genericii jednej rodiny na pozadi
turbulentnych udalosti 20. storocia. Hrdin-
ky, ktoré sii vsetky hlavné, prezivajii nielen,
no najmd letd na chorvdtskom pobreZi, poc-
nitic tym v roku 1921. Pribehy z primorského
mestecka nedaleko Splitu a letné spomienky
zo storocného kamenného domu rozpriva-
ju Zeny, ktoré sa tradicne volaju Mdria, no
v roznych obmendch tohto mena: Mara, Ma-
rijola, Masa, Meri, Marijeta. Autorka bra-
viirne nardba s jazykom, ktory je raz tisporny
a jasny, inokedy kosaty a podmanivy. Hovori
o sile Zien v patriarchdlnom svete, skladd titr-
zky ich Zivotov do farebnej mozaiky a vytvdra
poetickii kroniku Zenskej emancipdcie. Pria-
telstvd, Zenské témy, dvorenie, prvé a vel'ké
lasky, vztahy s otcami a manZelmi, rodinné
stretnutia, vojny, radosti a tragédie, cesty
a vysidlenie, spomienky, ale aj sny o kraj-
Sej budiicnosti. Ako listovanie rodinnym
albumom.”

Rozpravacésky styl O. Savicevicovej
Ivancevicovej je nepochybne osobny, re-
flexivny, nezriedka aj autobiograficky
— hlavné protagonistky cerpaja inSpira-
ciu pre svoje narativy najma z vlastnych
prezitych a nezabudnutelnych okami-
hov a vyuzivaju pritom aj vlastnui Zen-
sku sktisenost. V celom texte romanu,
ktory utrzkovito spracovava chronotopy
symbolicky v ¢asovom tseku celého jed-
ného storocia, ¢ize v rokoch 1921 — 2021,
nachadzame silnti emocionalitu, pohoto-
vl a sebavedomu narativnost, efektivnu
a posobivl argumentaciu v opisoch a vo
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fabule, ako aj , dojimavo zvlddnuté remeslo
pointovania” (KresSimir Bagic).

Roman Letd s Mdriou ma sucasne aj
intimny charakter; zameriava sa na jed-
notlivé postavy, a vzapati podava uce-
leny obraz o kolektive, resp. o podoryse
celej prezentovanej doby v pribehoch.
Spolocenska situdcia ¢i autorkino ko-
mentovanie spolocenskych javov sluzi
tu skor ako platno, na ktorom sa odohra-
vaju dej a fabula celého romanu. Jazyk
je miestami ostry, hovorovy a priamy,
vyuziva sa dokonca aj miestny dialekt a
regionalizmy. Je iplne v stilade s posta-
vami, kedZe ich vyjadrovanie je rovnako
hrubé ako ich zivoty, osud ¢i podmienky;,
v ktorych ziju. Napriek ¢asto zavaznym a
pochmurnym témam, O. Savicevi¢ Ivan-
Cevi¢ dokdze udrzat v knihe humor a
iréniu a jej postavy sa na svet pozeraju
s nadhladom.

Kniha opisuje v prvom rade osudy
zien a ich existenciu v spolo¢nosti aj
v stvislosti s patriarchalnym systémom
ovplyvriujucim ich zivot, slobodu a pra-
va, ¢i uz na rozmedzi spolocnosti, rodi-
ny, intimnych vztahov alebo vnimania
svojej vlastnej identity, napriklad:

,,Skutocné Zeny v rodindch, susedy a ich
prihody boli jedinym dokazom toho, Ze Zi-
vot Zien nie je dvojrozmerny ani bez vzdoru,
dobrodruZstiev Ci erotiky, aj ked’ sa ich dob-
rodruZstvd odohrdvali v domdcom interiéri
¢i vizeni. V kuchdrskych knihdch poliatych
rumom s cokolddovym odtlackom prsta, na
zadnej strane fotografii, v listoch a pohladni-
ciach, pamitnikoch a lexikénoch, v zamknu-
tych skrinkdch, zdsuvkdch a v kredencoch
nachddzala zrnkd a omrvinky vel'kiyjch a neza-
pisanych suikromnych dejin sveta (s. 23 — 24).

Hrdinky stt mnohokrat aj rozpravac-
kami pribehov. Citatelom je tak pontik-
nuty pribeh aj z pohladu feministickej
naracie. Autorka si akoby priamo Zelala,
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aby konkrétna rozpravacka bola samot-
nym svedkom udalosti, aby ich zbytocne
a prilis nevysvetlovala, aby prostrednic-
tvom ich pribehov len poukazalana cas a
svet, do ktorého patri, zaroven vsak, aby
v texte bola pritomna ¢o najmenej. V kni-
he Letd s Mdriou sa otvaraju tiez otazky
suvisiace so Zenskou sexualitou a laskou
k svojmu telu. Pritomna je i vulgarnost
jazyka, bezstarostny pohlad na svet, vy-
smech naboZenskej moralky a vSeobecna
rebélia voci tradicnym nazorom na to, ¢o
je zena a aké jej spravanie je spolocensky
akceptovatelné. Postavy (vsetky Marie)

sa zaroven aj obrazne prenasaju cez za-
uzivane zvyky, predsudky a stereoty-
py. Mohlo by sa pokracovat v hovoreni
aj o rafinovanom prekroceni hranic na
arovni spoloc¢nosti, rodiny, ale aj vztahu
muz verzus zena, kedze: , Neskor vliezli do
mora a zosuladene vypldvali, lanami dotiah-
li lod" k pldzZi s nendpadnym kotviskom” (s.
138). Ide koniec-koncov o pdsobivy belet-
risticky titul a my sa mozeme skutocne
tesit, Ze ho mame v slovencine. Dielu sa
oplati venovat zasliZent pozornost. Za-
zitok z citania urcite nesklame nikoho.

Zvonko Taneski*

Jercovi¢, Miljenko. Sarajevské Marlboro, preklad Milan Materdk.
Bratislava: Vydavatelstvo Petrus 2025, 168 s. ISBN 978-80-8294-010-0.

V roku 2025 sa na slovenskej lite-
rarnej scéne objavil preklad knihy
chorvatskeho spisovatela Miljenka Jer-
govica Sarajevské Marlboro. Slovencina sa
tak zaraduje medzi mnohé iné jazyky,
do ktorych bola tato poviedkova kniha
preloZzena. Prekladatel Milan Materak
tak vo svojom vydarenom preklade die-
la prinasa slovenskému citatefovi opat
hrozy vojenského konfliktu v rozpada-
jucej sa Juhoslavii. Hoci original vznikol
pred 31 rokmi, v obliehanom Sarajeve,
kniha nie je o vojne, ale hovori o Zivote.
Takto charakterizoval Jergovicovu zbier-
ku zndmy bosniansky autor Aleksandar
Hemon.! Na moju otazku v diplomovej
praci o tomto autorovi z roku 2024, ¢i je
zbierka Sarajevské Marlboro o vojne alebo
o zivote v autorizovanom rozhovore Mil-
jenko Jergovi¢ odpovedal podobne:

,O vojne by som ani nenapisal knihu.
Nezaujimajii ma zbrane, pusky a kanény, a
neviem nic o tedridch vojny ani vojenskych
stratégidch. Nie som ohromeny vojenskiymi
velitelmi. Bez toho vsetkého sa kniha o vojne
nedd napisat.”

Vojna je niekde na pozadi kazdého
pribehu, ale hlavnou myslienkou je osud
jednotlivych postav v nich. Z literarno-
vedného hladiska hovorime o téme a lat-
ke.? Pre Sarajevské Marlboro plati, ze lat-
kou je vojna, ktorou sa autor inSpiroval,
a témou je osud jednotlivych postav. Jer-
govic¢ v 29 na seba nenadvazujucich pri-
behoch opisal osudy fiktivnych postav
v skutocnej vojne. Kazd4 poviedka sa
zacina osudom postavy pred prichodom
vojny a kondl sa v priebehu nej. Miljen-
ko Jergovic¢ v kazdej z nich prejavil velky

* Zvonko Taneski, Univerzita Konstantina Filozofa v Nitre, Filozoficka fakulta, Katedra slovanskych

filolégii (Slovenska republika).

! Aleksandar Hemon, in fraktura.hr/Sarajevski Marlboro, https://fraktura.hr/sarajevski-marlboro.html.
? Stanislav Rakus, Poetika prozaického textu: Ldtka, téma, problém, tvar (Bratislava: Slovensky spisovatel

1995), 3.
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rozpravacsky talent. Striedanim jednot-
livych naratologickych postupov pres-
ne urcuje hranice medzi jednotlivcom a
kolektivom, a citatela priamo vtahuje do
jednotlivych pribehov fiktivnych postav.
Najviditelnejsie striedanie narativneho
postupu sledujeme v poviedke Komu-
nista, kde autor opisuje osud postavy Iva
T. Tam niekolkokrat v priebehu celého
narativu pride k zmene rozpravaca. He-
terodieteticky rozpravac sa totiz plynulo
strieda s homodietetickym. Vymienanie
foriem rozpravania ma v tejto poviedke
symbolicky zmysel. Zatial ¢o sukromny
zivotIva T. je pribehom jednotlivca, ktory
autor predostiera citatelovi, vojna je ko-
lektivnou zalezitostou a homodieteticky
rozpravac¢ mal kolektivny pocit v Citate-
lovi utvrdit. Jergovi¢ova vystavba textu
ma presne definovany plan. A to nielen
v striedani foriem rozpravania, ale aj vo
vystavbe postdv. Postavy predstavuju
u neho funkénym aspektom narativneho
sveta.” Funguju samostatne popri roz-
pravacovi, niekedy moézu byt aj rozpra-
vatom samotnym. Z teoretického hla-
diska je postava zaroven , terminologicky
prostriedok na vyjadrenie vniitrotextovijch
komunikacnych procesov (...), na vyjadrenie
persondlnych a literdrnych komunikacnyjch
cinitelov.* V Sarajevskom Marlbore sa stre-
tavame aj s nezivou postavou kaktusom,
v rovnomennej poviedke. Na zaciatku
pribehu je kaktus darom a dokazom
lasky medzi mladym parom, a s pricho-
dom vojny upada a vadne, rovnako ako
vztah oboch Tudi a samotna spoloc¢nost.
Na inom mieste meno postavy slizi ako
symbol. Hlavna postava, prostoduchy

Slobodan, sa narodil pocas oslobodenia
mesta Sarajeva. Z tedrie literatury uz
dobre vieme, Ze postavy v narativhom
svete rozdelujeme podla predvidatelnos-
ti ich konania. Predvidatelnost alebo ne-
predvidatelnost postavy sa oznacuje aj
terminmi ploché (ak je zaloZena na jednej
charakteristickej crte, a jej spravanie je
predvidatelné) alebo gulaté ak ide o kom-
plexnejSie postavy a ich konanie nevie
percipient predikovat. Typickou plochou
je nemenovand hlavna postava poviedky
Zihradnik. Tato postava napriek tomu, Ze
svet sa okolo nej neustale meni (najma po
zaciatku vojny) nereflektuje na tieto zme-
ny a venuje sa iba svojej zalube — zahrad-
niceniu. Prostrednictvom tejto postavy
Jergovi¢ opisal viaceré charaktery ludi,
ktori boli voci svojmu okoliu nevsimavi,
aj ked navokol nich zurila vojna.

Okrem teoreticko-literarnych pod-
netov na rozbor, mdzeme v Sarajevskom
Marlbore sledovat aj skrytu liniu. Miljen-
ko Jergovi¢, ako etnicky Chorvat narode-
ny na tzemi Bosny a Hercegoviny, priro-
dzene Cerpa namety na svoje pribehy zo
svojho okolia a tak je Bosna a Hercego-
vina tizemim, do ktorého autor prenasa
pribehy postav v réznych romanoch a
prozaickych zbierkach. Kresimir Boba$
nazyva Bosnu a Hercegovinu v dielach
M. Jegovica franctizskym terminom lieu
de mémoire (miesto pamati).”> Podla Bo-
baSa je v Jergovicovom pripade Bosna
a Hercegovina Zivy a heterotopicky zafar-
beny topos® podmieneny histériou, ale
hlavne aktualny. Aktualnost vtedajsich
udalosti je pre Sarajevské Marlboro najdo-
leZitejSia, pretoZe dielo vznikalo priamo

3 Podla Tomas Kubicek a kol., Naratologie: Strukturdlni analyza vypravéni (Praha: Dauphin 2013), 57.

* Rakaus, Poetika prozaického textu, 52.

® Kresimir Bobas, Bosna kao lieu de mémoire u djelima Miljenka Jergoviéa (Zagreb: Filozofski fakultet

u Zagrebu 2013), 477.
¢ Ibidem.
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pocas obliehania Sarajeva, takze perci-
pient ma vojnovu situdciu neskreslenti
odstupom casu. V tejto zbierke sa vsak
autor vyhybal priamym opisom prostre-
dia. Jergovi¢ upriamil svoju pozornost na
rozdiely medzi jednotlivymi etnickymi
skupinami, ktoré s prichodom vojny boli
jednou z pricin vojenského konfliktu na
uzemi Bosny a Hercegoviny. V Sarajev-
skom Marlbore sa s etnickymi rozdielmi
a predsudkami stretdvame vo viacerych
poviedkach. Jedna z poviedok v ktorej st
tieto rozdiely najviditelnejsie je povied-
ka Bosniansky hrniec. Na tomto mieste sa
autor pohral uz so samotnym ndzvom,
ked v stvislosti s vojnovymi udalostami
dostava ndzov tradi¢ného jedla tiplne int
konotaciu. Hlavnymi postavami tejto po-
viedky st Sarajevcan Zlaja a Chorvatka
Elena, ktora eSte pred zaciatkom vojny
prichadza do Sarajeva. Sice do mesta, kto-
ré nachadza v rovnakej krajine z ktorej
pochadza, ale prichadza do tplne iného
kulttrneho prostredia. Elena si v Saraje-
ve nevie zvyknut na zivotny styl doma-
cich a Sarajevo vnima ako nieco oriental-
ne. Na druhej strane Zlaja je ako doma
hlavne v sarajevskych kaviarniach a nevie
si ani predstavif iny zivot ako ten v Sara-
jeve. Elena a Zlaja sa do seba zamiluju, a
po vypuknuti vojny sa spolocne presta-
hujit do Zahrebu. V tomto momente sa si-
tudcia obrati a ten ktory si nevie zvyknut
na nové prostredie je Bosniak Zlaja. Cize
v tejto poviedke moZe percipient sledovat
obojsmerné predsudky jedného naroda
proti druhému. Znamy bosniansky kom-
paratista Nebojsa Lujanovic¢ vidi problém
v ramci etnickych skupin krajin byvalej
Juhoslavie a jeho spracovanie v literatu-
re ako rozdelenie na pravicovy a lavicovy

narativ.” Lavicovy narativ sa spaja s anti-
fasistickymi myslienkami a nerozdeluje
jednotlivé narody ako odlisné, ale naopak
spaja ich do vyssieho ,juhoslovanského”
celku. Naproti tomu pravicovy narativ sa
distancuje od antifasizmu a trva na roz-
dieloch medzi jednotlivymi ndrodmi.?
Podla tohto kritéria mdZeme pravicovy
narativ sledovat v priebehu vymeny na-
zorov dvoch postav v poviedke Kridez.
Zena nazve suseda, ktorého dcéry krad-
li v jej zahrade ako gangstra z Kalinovika.
Kalinovik je mesto v juhovychodnej Casti
Bosny a Hercegoviny a je sucastou Re-
publiky Srbskej. Z kontextu narativu, ale
rovnako aj z vyrieknutych slov vieme, Ze
otec dcér, ktoré kradli v susedovej zahra-
de, je srbského povodu. Podobnych ale-
bo rovnako ladenych predsudkov, alebo
aj nenavisti mozeme najst v kazdej z 29
poviedok. Jergovi¢ majstrovskym sposo-
bom pomenoval a opisal pravu pric¢inu
obcianskej vojny v byvalej Juhoslavii.
Pontika nam tak realisticky obraz o kaz-
dodennych starostiach obycajnych Tudi,
ako aj politicko-spolocenské pozadie vte-
dajsich udalosti. V podobnom duchu je aj
predhovor tureckého vydania Sarajevskeé-
ho Marlbora. Jeho autorom je Ekrem Cau-
Sevic a o zbierke pise:

. Sarajevské Marlboro je kniha poviedok,
v ktorej sa pozornost’ stistreduje na spisova-
telov mikrovesmir, v ktorom sa ocitol v Case
vypuknutia vojny. Tragické obliehanie Saraje-
va mu zbystrilo zmysly pre ,obycajné, malé’
veci a ludi zo spolocenského okraja, ako aj pre
nezvycajné pribehy a udalosti, v ktorych sa
prelinajui fakcia a fikcia. O tom vsetkom Jer-
govic rozprdva s pokojom a lahkostou, niekedy
s humorom, iréniou, komickym sarkazmom az

7 Nebojsa Lujanovic, Ideoloske i identitske napukline u opusu Miljenka Jergovica, in Raznolikost ¢itanja -
Zbornik radova sa znanstvenog skupa o djelu Miljenka Jergoviéa u Tesnju 5. 12. 2020 godine, ed. Kazas
Enver (Tesanj: Centar za kulturu i obrazovanje 2022), 11.

8 Ibidem.
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groteskou, inokedy s precitenostou prechddza-
jicou do tuzby, lyriky, melancholie a tragiky.”®

Mozno prave aj z tychto doévodov je pro-
zaicka zbierka Sarajevské Marlboro popu-
larna medzi ¢itateImi aj po 31 rokoch od
jej vydania. Svojho ¢asu bola zbierka za-
radend aj do povinného ¢itania v talian-
skych 8kolach. Rovnako znamenala zlom
aj pre Miljenka Jergovica. Okrem tuspes-
nej recepcie aj mimo hranic Chorvatska
a Bosny a Hercegoviny, sa s Jergovicom
spaja takisto pojem stvarnostna proza,
ktory sa plnohodnotne usidlil v chorvat-
skom literarnom prostredi, ktory by sme
volne mohli prelozit ako redlna préza (aj
ked v slovenskych literarnovednych
suradniciach ide v podstate o tzv. neo-
realizmus), respektive ,ako termin, ktory
vychddza zo skutocnosti, Ze generdcia pro-
zaikov, ktord sa usadila v druhej polovici 90.
rokov 20. storoCia, zacala prejavovat zdujem
o realitu a svojou literatiirou ju nejako od-
razala.” Jergovi¢ tento termin uviedol
medzi prvymi vo svojich novinovych

clankoch. Dokazom toho, ze Sarajev-
ské Marlboro bolo prelomovym dielom
v tvorbe Miljenka Jergovica, a rovnako aj
pre jeho citatelov, je navrat autora k tejto
zbierke po 28 rokoch. V roku 2022 vydal
zbierku Trojica za kartal, ktord ma v pod-
titule nazov Sarajevské Marlboro remas-
terd. Ako uz samotny podtitul napoveda,
kniha vychadza z myslienok Sarajevského
Marlbora. Tato zbierka ziskala viacero
oceneni, zahrani¢nych ohlasov a prekla-
dov do inych jazykov. Autor tak asporl
zatial uzatvara kruh, ktorym je jeho Zzi-
vot v Sarajeve.

Z vyssieho naznaceného teda mozno
konstatovat, Ze na slovensky knizny trh,
sice s oneskorenim, prisla kniha, ktort
pravom mozeme nazyvat kultovou. Ide
o dielo, ktoré je dokazom rozpravacské-
ho majstrovstva jej autora. Slovensky ¢i-
tatel prave jej pomocou nadobida moz-
nost vystizne sa oboznamit so surovou
realitou vojny v Sarajeve, a hlavne o jej
vplyve na osudy jeho obyvatelov.

Stefan Rigka*

Kaleidoskop slovenskych udalosti v Chorvatsku v roku 2024

Vv. Hana Kovacova a chorvatska
¢ast SChKHV

ramci zaciatku dalSej spoluprace
Velvyslanectva Slovenskej repub-
liky v Zahrebe v roku 2024 uskutocni-
la vv. Hana Kovacova 1. februara 2024
pracovné rokovanie so spolupredsedom
Slovensko-chorvatskej komisie humanit-
nych vied (dalej SChKHYV) a riaditefom

Institutu socidlnych vied PILAR prof.
Zeljkom Holjevacom. Pri tejto prileZitosti
mu boli odovzdané vytlacky Studia Car-
patico-Adriatica (dalej SCA), vol. 3, 2022,
ktoré vydala Univerzita Komenského
vdaka podpore Ministerstva Skolstva,
vedy, vyskumu a Sportu Slovenskej re-
publiky. Velvyslanectvo SR v Zahrebe
zabezpecilo ich dopravu do Chorvatskej
republiky.

¢ Ekrem Causevié, Sarajevski Marlboro Miljenka Jergovica, hitps://www.jergovic.com/ajfelov-most/

sarajevski-marlboro-miljenka-jergovica/.

10" Tema rata u suvremenoj hrvatskoj prozi (Usponi, padovi i kona¢no dobri radovi),” Hrvatska revija
3 (2019), https://www.matica.hr/hr/355/usponi-padovi-i-konacno-dobri-radovi-21076.

* Stefan Rigka, interny doktorand na Univerzite Konstantina Filozofa v Nitre, Filozoficka fakulta,
Katedra slovanskych filologii (Slovenska republika).
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Slovenska velvyslankyna v Chorvat-
sku pri tejto prilezitosti vysoko ocenila
slovensko-chorvatsku spolupracu v ob-
lasti humanistiky v spolo¢nom stredo-
eurdépskom prostredi a ponukla prof.
Holjevacovi sucinnost v komunikacii
so slovenskou stranou aj v ramci plano-
vanej pripravy VI. zasadnutia komisie
v termine 13. — 15. jina 2024 v KoSiciach.

Nasledujtceho dnia sa vv. Hana Kova-
¢ova zucastnila 1. pracovného rokovania
clenov chorvatskej casti SChKHV pod
vedenim riaditela prof. Zeljka Holjevaca
na Institate Pilar v Zahrebe, kde sa dis-
kutovalo o priprave rocenky SCA za rok
2023 a jej vydanie v ¢asovom horizonte
najneskor do juna 2024.

Spolupraca so slovenskou mensinou
v Chorvatskej republike

V priestoroch Velvyslanectva SR v Za-
hrebe 7. februdra 2024 sa uskutocnilo
pracovné stretnutie vv. Hany Kovacovej
s predsedom Zvazu Slovakov v Chorvat-
sku Mirko Vavrom, poslancom pre slo-
vensktl a Ceski narodnostni mensinu
v Sabore Chorvatska Vladimirom Bile-
kom, a to za spoluticasti clenky Rady vla-
dy Chorvatskej republiky pre narodnost-
né mensiny, tajomnicky Zvazu Slovakov
v Chorvatsku a Brankou Baksa, predsed-
nickou Matice slovenskej v Markovaci
Nasickom. Stretnutie bolo zamerané na
spolupracu pred ocakavanymi spolocen-
sko-kulttrnymi aktivitami v roku 2024.
Vyznamnym prvkom sloven-
sko-chorvatskej relacie je krajanska agen-
da. Podla povodného osidlovania a sta-
hovania sa Slovakov na tizemie dnesného
Chorvatska v 19. storoc¢i prva skupinu
tvoria Slovaci, ktori sa usadili v Slavon-
sku medzi riekami Sava a Drava. Druhu
skupinu tvoria Slovaci Zijuci vo vychod-
nej casti Chorvatska a tretia sa sklada
zo Slovakov, ktori sa pristahovali na
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Obr.1: Stretnutie Hany Kovdcovej, slovenskej
velvyslankyne v Zdhrebe s predsedom chorvdtskej
Casti SChKHV prof. Zeljkom Holjevacom.

dlhodoby alebo trvaly pobyt do Chorvat-
ska v nedavnej minulosti. Slovaci na
tzemi sticasného Chorvatska pocetnejsie
Zija prevazne v piatich zupach: Vukovar-
sko-sriemskej, Osijecko-baranskej, Pri-
morsko-goranskej, Pozecko-slavonskej a
Sisacko-moslavske;j.

Na stretnuti vv. Hany Kovacovej 14.
marca 2024 s poslancom pre slovensku a
¢eskt1 narodnostni mensinu v Parlamen-
te Chorvatskej republiky Vladimirom
Bilekom bola prerokovana sucinnost pri
kultarno-spolocenskych aktivitach slo-
venskej krajanskej komunity, zabezpeco-
vané v ramci partnerstva velvyslanectva
so Zvazom Slovakov a maticami sloven-
skymi v Chorvatsku.

Popularizacia stadia slovenského
jazyka v Chorvatsku

Dnia 18. marca 2024 rokovala vv. Hana Ko-
vacova o popularizacii vysokoskolského
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studia slovenského jazyka a literatury
v Chorvatskej republike s Martinom Ma-
chatom a Petrom F. ,Rius Jilekom, ktori
posobia ako lektori na Katedre zapado-
slovanskych jazykov a literatiir Univerzi-
ty v Zahrebe. Studium slovenéiny mé na
Zahrebskej univerzite uz takmer 30 roc-
nu tradiciu. Absolventov slovakistiky nie
je nikdy dost, Chorvatsko ich potrebuje
v mnohych oblastiach, predovsetkym
v oblasti mensinového skolstva, cestov-
ného ruchu, kultiiry, medzinarodnej po-
litiky, v obchode a priemysle. Studium
preslo v minulom roku komplexnou re-
formou a od nového akademického roka
bude pontkat nové predmety prispo-
sobené podmienkam trhu. V roku 2024
bola popularizdcia S$tudia slovenciny
v Chorvatsku zamerana na stredné Skoly
v Pozege, Nasiciach a Osijeku. Zaroven
Studenti slovenského jazyka a literatary
uskutocnili v letnom semestri tyzdiiova
Studentsku exkurziu na Slovensku.

Stretnutie s predsedom
Uradu pre narodnostné mensiny
Tiborom Vargom

V ramci vzajomne prospesného stretnu-
tia vv. Hany Kovacovej s predsedom Ura-
du pre narodnostné mensiny Tiborom
Vargom 9. aprila 2024 boli prerokované
dalsie formy partnerstva a spoluprace. Aj
touto cestou podakovala velvyslankyiia
za priatelské prijatie a sti¢innost, ktoru
urad slovenskej narodnostnej mensine
a Velvyslanectvu Slovenskej republiky
v Chorvatsku poskytuje.

Stretnutie s predsedom Matice
chorvatskej Mirom Gavranom

Dnia 9. aprila 2024 prijal vv. Hanu Kova-
covu predseda Matice chorvatskej Miro
Gavran, velka osobnost kultury a spolo-
¢enského zivota. Znamy je ako dramatik,
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romanopisec, novelista a poet. V sticas-
nosti je azda najznamejsim a najprekla-
danej$im chorvatskym autorom. Do Sir-
Sieho citatelského povedomia sa zapisal
najmé vdaka svojim dramatickym die-
lam. Napisal viac ako tridsat divadelnych
hier, ktoré sa tispesne hraju vo viacerych
slovenskych divadlach. Miro Gavran je
autorom siedmich roménov pre dospe-
lych, 6smich poviedkovych kniziek a
desiatok hier pre deti. Jeho hry uvadzaju
vo vsetkych metropolach Eurépy a USA.
Partneri prerokovali otazky vzajomného
slovensko-chorvatskeho  prehlbovania
kultarnych vézieb, napriklad moznosti
spoluprace v ramci roka 2026, v ktorom
bude eurépskym hlavnym mestom kul-
tary mesto Trencin, ako aj vzacnych slo-
vensko-chorvatskych synergii, ktoré st
reflexiou spolo¢nej histérie a vynikaju-
cich dlhoro¢nych vztahov medzi nasimi
krajinami.

Posilfiovanie regiondlnej spoluprace

S cielom dalSieho posilnenia regionalnej
spoluprace vv. Hana Kovacova a ekono-
micky diplomat Jan Stark 11. aprila 2024
navstivili Osijecko-baransku zupu. Pod-
la ostatného scitania zije v Chorvatskej
republike 3688 obcanov, ktori sa hlasia
k slovenskej narodnosti, z toho 1723 kra-
janov zije v Osijecko-baranskej Zupe.
Pocas stretnutia so zastupcom Zu-
pana Josipom Mileticom boli preroko-
vané aktudlne moznosti spoluprace —
energetika, zelené technoldgie, cestny
koridor 5c, rozvoj sucinnosti v oblasti
kultary a skolstva. Na stretnuti bola pri-
tomna aj predsednicka Rady slovenskej
narodnostnej mensiny Osijecko-baran-
skej zupy Ana Kandera Legcevicova.
Rokovanie so zastupkynou primato-
ra mesta Osijek Jasenkou Crnkovi¢ovou
pozitivne zhodnotilo partnerstvo miest
Nitra a Osijek, ktoré sa datuje od roku
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1997. Obe strany vyjadrili nadej, |
Ze toto partnerstvo prinesie dalSie
prehibenie slovensko-chorvatskej
spoluprace v ramci automobilo-
vého priemyslu, priemyselnych |
parkov, logistiky ale aj cestovného
ruchu, kulttry a skolstva. Dobrym
spojovacim mostikom v oblasti
hospodarskej spoluprace je aj dl-
hodobé dvadsatpatrocné partner-
stvo obchodnych komor v Nitre a
Osijeku.

Spoloc¢né oslavy
V4 a Chorvatska

Dna 12. aprila 2024 usporiadalo
Velvyslanectvo Slovenskej repub-
liky v Zahrebe v spolupraci s kra-
jinami VySehradskej Stvorky V4
slavnostny koncert k 20. vyrociu ¢lenstva
tychto krajin v Severoatlantickej aliancii
— NATO a 13. aprila bol zorganizovany
koncert pre slovensku a ceskt krajansku
komunitu v Ceskej besede v Zahrebe.

Stretnutie s pribuznou
Martina Benku

Pocas navstevy Osijecko-baranskej zupy
sa 15. aprila 2024 vv. Hana Kovacova
stretla s Ing. Brankou Vuksanovou, pria-
mou pribuznou slovenského narodné-
ho umelca Martina Benku. Stretnutie
sa uskutocnilo za pritomnosti kuratora
Mtzea Slavonska v Osijeku prof. Grgura
Marka Ivankovica, ktory sa venuje vy-
skumu na tému ,Objavenie rodinnych
prislusnikov narodného umelca Martina
Benku v Osijeku”. Za objavenie vzacnej
osoby Ing. Branky Vuksanovej vdacime
slovenskému Studentovi prava Samuelo-
vi Markovi, ktory sa popri Erazmus sta-
diu v Osijeku angazuje v ramci spolocen-
skych aktivit prepojenych na slovensku
narodnostnt mensinu v Chorvatsku.
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Obr. 2: Tlacovd konferencia po rokovaniach v Osijecko-
baranskej Zupe.

Podpora projektu popularizacie
Studia slovenského jazyka

Velvyslanectvo Slovenskej republiky
v Zahrebe podporilo projekt populari-
zacie vysokoskolského studia sloven-
ského jazyka a literatiiry na Filozofickej
fakulte Univerzity v Zahrebe. Dna 18.
aprila 2024 navstivila vv. Hana Kovacova
spolu s vyssim lektorom Martinom Ma-
chatom a mimoriadnou profesorkou Iva-
nou Cagalj gymnazia v mestach Pozega
a Nasice.

Odhalenie pamaétnej tabule
na moste, ktory slovensky zenijny
prapor postavil cez rieku Pakra

Pakrac, Daruvar a Lipik — miesta, ktoré
s pietou v srdciach navstivili clenovia
Unie vojnovych veterdnov SR v dioch
26.-28. aprila 2024 pod vedenim predse-
du Pavla Marka spolu s vv. Hanou Kova-
covou. Dostalo sa ndm krasneho prijatia
zo strany predstavitelov Ministerstva
chorvatskych obrancov, Ministerstva
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Obr.3: Odhalenie pamiitnej tabule slovenskym vojakom na moste, ktory slovensky Zenijny prdapor postavil

cez rieku Pakra.

obrany, starostky mesta Pakrac, pred-
stavitefov PoZecko-slavonskej zupy a
poslanca za ceska a slovensku narod-
nostnd mensinu v Parlamente Chorvat-
skej republiky. Na podujatiach sa zu-
Castnili Spiro BlaZevi¢, $tatny tajomnik
rezortu chorvatskych obrancov, osobitny
predstavitel ministra vnutra, general
Miroslav Vacek, poslanec chorvatskeho
parlamentu Vladimir Bilek, Ivan Sevdik,
¢len Vyboru pre obranu a bezpec¢nost
Parlamentu Slovenskej republiky, Patrik
Voltmann, podpredseda Trnavského sa-
mospravneho kraja.

Na pocest spoluprace s chorvatskym
Iudom v Obc¢ianskej vojne 1991 — 1995 a
pomoci clenov slovenského zenijného
praporu sliziacich pod modrou vlajkou
Organizacie Spojenych narodov odhalili
starostka mesta Pakrac Anamarija Blaze-
vi¢ a predseda Unie vojnovych veteranov
Slovenskej republiky pamatnt tabulu na
moste, ktory slovensky Zenijny prapor
postavil cez rieku Pakra. Clenovia slo-
venského Zenijného prdporu postavili
most, ktory dodnes sluzi obyvatelom
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mesta Pakrac, ako aj celej zupy. Stava-
nie mostov je jednym z dalSich sym-
bolov priatelstva medzi Slovenskom a
Chorvatskom.

Slavnostnému odhaleniu predcha-
dzal 26. aprila pietny spomienkovy akt
— poloZenie vencov a kytic k pamétniku
v centre mesta Pakrac na ve¢nt pamiat-
ku hrdinom Ob¢ianskej vojny 1991-1995.

Oslavy 20. vyrocia ¢lenstva SR

v Europskej tinii

V ramci oslav 20. vyrocia clenstva SR
v Eurdpskej tnii zabezpedilo Velvysla-
nectvo SR v Zahrebe so Zastipenim Eu-
ropskej komisie v Chorvatskej republike
9. mdja 2024 na Namesti Eurdpy vystu-
penie Slovenského kulttirno-umelec-
kého zoskupenia ,Ivan Brnik Slovak”
z Jelisavca. Energicky tanec mladych
,Brnikovcov”, ktori si takymto spdso-
bom uchovavaja [udovy tanec ako jednu
z foriem ludovych tradicii, umocnili aj
ich dobové Iudové kroje. Osobitné poda-
kovanie patri stcasne Matici slovenskej
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v Lipovljanoch za sprostredkovanie gita-
rového dua Kristijana Sudru a Tiny Bu-
kovski na prezentacii slovenského ume-
nia a tradicii.

V podvecernych hodinach mala Siro-
ka verejnost moznost vzhliadnut sloven-
sky umelecky film zo Studentskej tvorby
FTF VSMU Chlieb nds kazdodenny od rezi-
sérky Alice Bedndrikovej, studentky Fil-
movej a televiznej fakulty Vysokej skoly
muzickych umeni v Bratislave.

Diskusny panel k 20. vyrociu
¢lenstva v EU

Dna 10. maja 2024 usporiadali Velvy-
slanectva Slovenskej republiky, Polska,
Ceskej republiky, Slovinska, a Litvy
v Chorvatskej republike v spolupraci so
Stalym zastupenim Eurdpskej komisie
v Chorvatskej republike diskusny panel
k 20. vyrociu clenstva v eurdpskej tnii.

Slavnostné zasadnutie Rady pre
narodnostné mensiny

Na pozvanie Rady pre narodnostné
mensiny Osijecko-baranskej zupy sa vv.
Hana Kovacova 25. maja 2024 ztcastni-
la spolu s poslancami Chorvatskeho Sa-
boru Robertom Jankovicsom, Draganou
Jeckov, Goranom Ivanovi¢om, velvyslan-
com Severného Maceddnska Milaimom
Fetaiom a generdlnym konzulom Ma-
darska Janosom Magddom slavnostného
zasadnutia Rady pre ndrodnostné men-
Siny. Spolo¢ne s predsedom Rady pre na-
rodnostné mensiny, zastupcom Zupana
Josipom Mileticom a Anou Kandera-Le-
gcevicovou, predsednickou Koordinac-
nej rady predstavitelov narodnostnych
mensin Osijecko-baranskej Zupy sloven-
ska strana podporila toto vzajomne-pro-
spesné podujatie. Dalej tieZ podciarkla
jeho vyznam pre dalsi pozitivny rozvoj
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narodnostnych mensin v Osijecko-ba-
ranskej zupe. Rada pre narodnostné
mensiny je doélezitou platformu na vy-
menu nazorov, skiisenosti na rieSenie a
procesovanie problémov narodnostnych
mensin. Riesi kazdodenné vyzvy a otdz-
ky spojené s ich plnohodnotnym Zivo-
tom v Chorvatskej republike.

Podpora najmensich slovensky
hovoriacich obyvatelov Chorvatska

Velvyslanectvo Slovenskej republiky
v Zahrebe s radostou prispelo 27. maja
2024 na dalsie vzdelavanie nasich malych
kamaratov z Materskej skoly Zvoncic Je-
lisavac-Nasice v slovenskom jazyku. Da-
kujeme pani riadite[ke Snjezane Kande-
rovej a vSetkym jej milym kolegyniam za
energiu a zanietenost v rdmci inovativ-
nych foriem vyuky slovenského jazyka.
Vel'mi si cenime milé prijatie a stretnu-
tia so starostom KreSimirom Kasubom,
Sandrou Kraljovou Vuksi¢, riaditelkou
Slovenského kulttirneho centra NasSice,
Anou Kanderovou-Legcevi¢, predsed-
nickou Koordinac¢nej rady predstavitelov
narodnostnych mensin v Osijecko-ba-
ranskej zupe, riaditelkou Zakladnej sko-
ly Ivana Brnjika Slovaka v Jelisavaci Ljer-
kou Corkoviéovou a predsedom miestnej
Matice slovenskej Danjelom Kubalom.

Chorvatsky preklad romanu
Demokrati

Dna 13. septembra 2024 vv. Hana Kova-
¢ova prijala s vdakou pozvanie do Matice
chorvatskej a prevzala vytlacok prekladu
skvostu slovenskej literatary — diela De-
mokrati Janka Jesenského. Vyjadrila tym
velké podakovanie Matici chorvatskej a
jej predsedovi Mirovi Gavranovi za spo-
lupracu a vzacnu podporu slovenskej
kultary a umenia.
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Oslava Diia Ustavy Slovenskej
republiky

Oslava Dnia Ustavy Slovenskej republiky
sa 19. septembra 2024 niesla v Chorvat-
skej republike v znameni dalsich fazis-
kovych medznikov nasej historie: 20.
vyro¢ia clenstva Slovenskej republiky
v Eurépskej tinii; 20. vyrocia vstupu do
Severoatlantickej aliancie a 80. vyrocia
Slovenského narodného povstania 1944.

V ramci acasti vyznamnych predsta-
vitelov parlamentu, kancelarie preziden-
ta, exekutivy, diplomatického zboru, na-
Sich drahych krajanov, spolupracujticich
instittucii a predstavitelov velkého spek-
tra podnikatelskych subjektov sa pritom-
nym prihovoril predseda Vyboru pre
zahrani¢nu politiku Saboru pan Andro
Krstulovi¢ Opara. Vo svojom vysttpe-
ni ocenil dlhoroénti a vzacne priatelsku
previazanost naSich ndrodov a pomoc
Slovenska chorvatskemu narodu v ca-
soch najtazsich s doérazom na vyznam
slobody v dnesnych dnoch v globalnom
svete plnych vyziev. Stucastou recepcie
Velvyslanectva Slovenskej republiky
v Zahrebe bola aj panelova vystava vy-
stavného projektu k 20. vyrociu SR v EU
s nazvom Slovensko na mape EU.

Festival jazykov v Zahrebe a
slovencina

Pri prileZitosti Eurdpskeho dna jazy-
kov sme 27. septembra 2024 na Festiva-
le jazykov v Zahrebe v gescii Staleho
zastupenia Europskej komisie v spolu-
praci s Katedrou slovenského jazyka a
literatury Filozofickej fakulty Univerzity
v Zahrebe propagovali slovensky jazyk
vystavou, prednaskou a workshopom.
Potesil nas velky zaujem mladych Tudi.
Oslavujtc kulttirnu a jazykovti rozmani-
tost Eurdpy, podporili sme aj dolezitost
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ucenia sa jazykov a rozvoja viacjazy¢nos-
ti, interkultdrneho porozumenia a celo-
zivotného vzdelavania.

Rozhovor vv. Hany Kovacovej
v Meridijani

Pre jubilejny 30. ro¢nik casopisu Meri-
dijani (www.meridijani.com) poskytla
vv. Hana Kovacova rozhovor o hlavnom
meste Slovenskej republiky — Mesto plné
prekvapenti a histérie. V ramci odpovedina
desat otazok redakcie informovala o kra-
sach Bratislavy z pohladu jej rodného
mesta a sucasne upozornila na atraktivi-
ty a zaujimavosti pre navstevnikov.

Svetovy veltrh vzdeldvania
v Zahrebe

Dnia 12. oktébra 2024 prijalo Velvysla-
nectvo Slovenskej republiky v Zahrebe
pozvanie na Svetovy veltrh vzdelavania
v Zahrebe a podporilo tak predstavitelov
univerzit zo Slovenska, pricom samotné
podujatie bolo priestorom pre stretnutie
so zastupcami viac ako 25 vzdelavacich
institucii zo sveta. Po prvykrat sa zucast-
nili slovenské univerzity: Univerzita Ko-
menského v Bratislave, Ekonomicka uni-
verzita v Bratislave a Univerzita Pavla
Safarika v Kogiciach. I$lo o ddleZité kaz-
dorocné podujatie, ktoré pomaha spajat
Studentov s medzinarodnymi vzdeldva-
cimi prilezitostami, spaja univerzity, vy-
sokeé skoly, Skoly a Studentov pod jednou
strechou. Veltrh pontikol rady a informa-
cie, vdaka ktorym je stadium v zahranici
realnou moznostou. Studenti sa mohli
dozvediet o rdéznych studijnych progra-
moch, poziadavkach na prijatie, stipendi-
ach a inych aspektoch stiidia v zahranici.
Veltrh je priestorom pre moznost nadva-
zovania kontaktov s inymi Studentmi a
odbornikmi v oblasti vzdeldvania.
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Rozhovor vv. Hany Kovacovej pre
Diplomacy & Commerce o slovensko-
chorvatskych vztahoch a ocenenie
SChKHV

Dna 29. oktdbra 2024 poskytla vv. Hana
Kovacova rozhovor pre Diplomacy &
Commerce o  slovensko-chorvatskych
vztahoch pod ndzvom Slovdci a Chorviti
zdielali spolocnii histériu naprie storociami
(https://issuu.com/dcinfocus/docs/dc_
cro_53_web?fr=xKAE9_zUINQ). V roz-
hovore je pozitivna zmienka a ocenenie
prace Slovensko-chorvatskej komisie hu-
manitnych vied.

Podujatia k 35. vyroc¢iu NeZnej
revoltcie 1989

Velvyslanectvo SR v Zahrebe zabezpe-
¢ilo pre diplomaticky zbor, slovensku
krajansktt komunitu a spolupracujtice
subjekty — istredné organy Statnej spra-
vy Chorvétskej republiky 12. novembra
2024 v Kaptol Boutique Centre v Zahre-
be, sériu podujati k 35. vyrociu NezZnej
revoltcie 1989.

Premietnutim koprodukéného Zzivo-
topisného filmu o Alexandrovi Dubceko-
vi s nazvom Kritka jar — dlhd zima sme
spolocne predstavili kltcovii postavu
udalosti Augusta 1968 ale aj vyznamnu
osobnost Neznej revolticie 1989 a nésled-
nych demokratickych zmien vo vtedaj-
$om Ceskoslovensku.

Promécia Studia Carpathico-Adriatica,
vol. 4, 2023 na Interliber v Zahrebe

V obdobi 12. — 17. novembra 2024 sa konal
46. medzinarodny knizny veltrh Interli-
ber v Zahrebe. Medzi 300 vystavovatel-
mi tu bol 14. novembra 2024 predstaveny
IV. zbornik Studia Carpathico-Adriatica

venovany slovenskej a chorvatskej neola-
tinistike — vysledok vzajomne — prospes-
nej prace SChKHV.

K vydaniu IV. zbornika zablahozela-
la a ocenila pracu celej komisie vv. Hana
Kovacova. Praca tejto komisie je vysled-
kom spoloc¢nej slovensko-chorvatskej
vitality v pristupe k témam, ktoré maju
medzinarodny obsah a vyznam, a ktoré
vedeckou formou otvaraju cestu dalsie-
mu prehlbovaniu slovensko-chorvat-
skych vazieb.

Spolo¢ny koncert dzezovej formacie
ALTAR TRIO

35. vyrocie Neznej revoltcie si Velvysla-
nectvo Slovenskej republiky spolocne
s Velvyslanectvom Ceskej republiky 15.
novembra 2024 v Zahrebe pripomenuli
dzezovym koncertom formacie ALTAR
TRIO.

Predvecer Dnia boja za slobodu a de-
mokraciu a Dna Studentstva bol spo-
loénou oslavou symbolov 17. novembra
1989, ktoré nam dodnes pripominaja
vzajomnost, jednotu, nadej a boj za slo-
bodu a demokraciu. Virtuozita saxofo-
nistu Nikolaja Nikitina, klaviristu Lu-
bosa Srdmeka a multitalentu Samuela
Hoseka bola oslavou medzinarodného
hudobného dialégu, budovania mostov a
inkluzivneho spédjania kulttar a r6znoro-
dosti. Na koncerte sa zacastnili aj zahra-
niéni hostia, ¢lenovia Diplomatického
zboru v Chorvéatskej republike, partne-
ri z Ministerstva zahrani¢nych veci a
eurdpskych zalezitosti Chorvatskej re-
publiky. Slovaci zijaci v Chorvatsku si
so zaujmom prezreli obrazovu vystavu
dobovych fotografii udalosti Novembra
1989.

Hana Kovacova*

* Hana KovAcova4, velvyslankyna Slovenskej republiky v Zahrebe.
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Rok 2024 v Slovenskom narodnom muzeu — Muazeu kultary

Chorvatov na Slovensku

ok 2024 sa zacal v znameni vystavy

Tisiny od autorky Marty Foldesovej,
ktora priniesla novy pohlad na oblast
Devinskeho jazera prostrednictvom his-
torického fotoaparatu.

Velk obltbenost a navstevnost
u navstevnikov z prostredia Sirokej ve-
rejnosti, ale aj u mnohych zakladnych
§kol zaznamenala vystava Vedeckd hracka
— Kyvadlo, ktora prostrednictvom hry a
experimentov s bezne dostupnymi hrac-
kami dokazala navstevnikom pomoct
lahsie pochopit zakony fyziky.

V aprili sa uskutocnila prezentacia
knihy SiniSa GlaviSevic¢a Pribehy z Vu-
kovaru za ucasti Studentov Filozofickej
fakulty Univerzity v Zadare a doc. Vice
Sunji¢a. Autor poviedok bol ticastnikom
bojov o0 mesto Vukovar v roku 1991 a po-
¢as tychto bojov aj zahynul. V Chorvat-
sku je toto dielo velmi uznavané a slo-
venskej verejnosti bolo spristupnené
prostrednictvom slovenského prekladu
od byvalych studentiek chorvatistiky na
Filozofickej fakulte Univerzity Komen-
ského — Lydie Camponiovej a Marianny
Kamenickej.

Okrem tematickych vystav prinasa-
me verejnosti aj vystavy z réznych zauj-
movych oblasti. Preto sme uz po druhy-
krat dali priestor Slovenskému zvizu
telesne postihnutych na uskutocnenie
fotografickej vystavy Tak to vidime my,
ktora navstevnikom predstavila foto-
grafie, zachytené ocami ludi s telesnym
postihnutim.

V maji nas navstivila chorvatska
televizia (HRT 1), ktora sa zaujimala
o chorvatsku mensinu na Slovensku a
blizSim predstavenim Sirokej cinnos-
ti ndsho muizea sa takto mala moznost
oboznamit s histériou prichodu Chorva-
tov na naSe tizemie a sucasnou situaciou
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chorvatskej mensiny na Slovensku. Na-
taCanie reportdze chorvatskej televizie
v muzeu prebiehalo cely defi a rozhovo-
ry uskutocnili so zastupcami mensiny a
zamestnancami muzea.

Koncom juna sme otvarali kazdo-
ro¢nu vystavu prac deti z miestnej za-
kladnej umeleckej skoly. Tato vystava
trva pravidelne tri tyZdne a konci bez-
prostredne pred Festivalom chorvatskej
kultary v Devinskej Novej Vsi. Pripra-
vovana bola aj tematicka vystava, ktora
mala prezentovat vSetkych desat hudob-
nych a tanecnych stiborov slovenskych
Chorvatov. Z dévodu meskania financ-
nych prostriedkov bol tento zadmer po-
zastaveny a vystava presunutd na dalsi
rok. V spolupraci s kultirnym zariade-
nim Istra Centrum - centrom pre volny
¢as a kultaru v Bratislave — Devinskej
Novej Vsi sa uskutocnili kazdorocné Let-
né komorné koncerty. Pre deti sme pocas
prazdnin pripravili letné tvorivé dielne.

Hned zaciatkom Skolského roku, dria
5. septembra sa v naSich priestoroch
uskutocnila oficidlna navsteva ministra
zahrani¢nych veci Chorvatskej repub-
liky pana Gordana Grliéa Radmana.
V histoérii existencie muzea sa uskutoc-
nilo uz niekolko vyznamnych navstev
chorvatskych statnikov.

V nasom muzeu davame priestor aj
miestnym amatérskym umelcom, ktori
by chceli svoje umenie predstavit verej-
nosti. V oktdbri prostrednictvom takejto
vystavy Malujem svet, ktory ma oslovuje
predstavil svoje malby verejnosti pan
Lubomir Kochan.

Tradi¢ne v novembri sme zorgani-
zovali fotograficka vystavu Fotoférum,
ktortt pripravujeme v spolupraci s kul-
tirnym zariadenim Istra Centrum — cen-
trom pre volny cas a kultaru v Bratislave

145



— Devinskej Novej Vsi kazdoro¢ne v no-
vembri od roku 2009.

Rok 2024 bol mimoriadny aj vzhladom
na 35. vyrocie Neznej revolucie. Toto vy-
rocie sme si pripomenuli vystavou, kto-
1t sme otvorili v spolupréaci s Ustavom
pamiti naroda s nazvom Ochrana stdtnej
hranice v rokoch 1951 — 1989. Takisto sme
zorganizovali tematické prednasky pre
zakladné Skoly, ktoré viedol riaditel Ar-
chivu Ustavu pamiti naroda pan Mgr.
Peter Mikle. Vdaka tomu, ze sme v tom-
to roku zvacsili vystavné priestory, tato
vystava mohla byt realizovana stibezne
s vystavou Fotoférum 2024.

Za tucasti velvyslanca Chorvatskej
republiky na Slovensku J. E. Alexandra
Heinu sme verejnosti spristupnili kratku
a mensiu, avSak o to vzacnejsiu vystavu
s nazvom Zlatne ruke Zene braniteljice, kto-
rej autormi s Zeny zo zdruZenia Udruga
braniteljice, ktoré zdruzuje zZeny aktivne
sa podielajtce na obrane Chorvatska po-
cas vojny v Juhoslavii.

V predvianoénom obdobi sme nav-
Stevnikom muzea predstavili vystavu fo-
tografii Terézie Németh Sramkovej, ktoré
vznikli pri realizdcii televizneho doku-
mentu Stari BoZi¢ Denisa a Maéria Né-
methovcov, ktory mal premiéru v roku
2023 a zachytavaju atmosféru a sposob

slavenia vianoc¢nych sviatkov tak, ako to
kedysi v minulosti bolo zvykom u nasich
chorvatskych predkov v Jarovciach.

Aj zaverom roka nas navstivila
chorvatska statna televizia (HRT 1), kto-
ra robila reportaz o viano¢nych zvykoch
a tradiciach chorvatskej menSiny na
Slovensku.

Popri vystavach a podujatiach, ktoré
sme organizovali v naSich priestoroch
v roku 2024, venovali sme sa aj odbor-
nym ¢innostiam. Prebiehala vedecko-vy-
skumna tloha NiboZenské puite slovenskych
Chorvitouv, ako jeden z prejavov chorvitskej
kultiiry; realizacia revizie zbierkového
fondu; katalogizacia knih v kniznici, kde
nam darom pribudlo mnozstvo dalSich
knih. Problém nastal na konci roka, ked
nam bolo ozndmené, Ze z dovodu konso-
lid4cie verejnych financii budeme musiet
Setrit nielen na prevadzkovej cinnosti,
ale aj v personalnej oblasti. Koncom roka
sme boli nuteni ukoncit pracovny pomer
dohodou s dlhoro¢nou kolegytiou, kto-
ra na skrateny pracovny uvizok kata-
logizovala knihy v software pre malé a
stredné kniZznice. Od roku 2025 taktiez
z finanénych dévodov nemdzeme spri-
stupniovat nase expozicie pre verejnost
pocas vikendov.

Andrej Solar*

Dosahy Slovenského kultarneho centra Nasice v roku 2024

Vystava Molovanie — tradicia ndstennej
mal'by Slovikov v Chorvitsku
prezentovana na Slovensku

a v Chorvatsku

Vystava Molovanie — tradicia ndstennej mal-
by Slovikov v Chorvitsku — V Slavonsku

bolo v minulosti bezné ozdobovat ste-
ny interiéru, ale aj exteriéru rodinnych
domov nastennou malbou s pouzitim
papierovych predloh a/alebo valcekov.
V poslednych desatrociach sa vsak ten-
to spOsob dekorovania stien dostal do
tzadia a vystriedali ho iné techniky.

* Andrej SoLAR, Slovenské narodné mizeum — Muzeum kultury Chorvatov na Slovensku Bratislava

— Devinska Nova Ves (Slovenska republika).
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V stiasnosti sa zachoval uz len v rural-
nom prostredi a ovlada ho coraz mensi
pocet Zien starSieho veku. Etnologicka
Mtzea Slavénska Tiinde Siposova Zivi¢
sa preto rozhodla zaznamenat hodno-
tu tohto druhu postupne zanikajiceho
tradicného vytvarného prejavu pomo-
cou terénneho vyskumu na tizemi celej
Slavonska, vratane obci obyvanych Slo-
vakmi. Preto v roku 2021 oslovila s po-
ziadavkou o spolupracu Slovenské kul-
tirne centrum Nasice (dalej SKC Nasice).

Vyskum, ktory organizovalo SKC Na-
Sice, sa uskutoc¢nil v rokoch 2021 — 2023
v Siestich lokalitach: dvoch obciach na-
Sickej oblasti — Markovci Nasickom a
Jelisavci, dvoch obciach djakovskej ob-
lasti — Josipovci Punitovskom a Jurjevci
Punitovskom a dvoch obciach ilockej
oblasti — Iloku a Radosi. Na vyskume sa
ako informatorky zucastnili Ana Fabryo-
va z Iloku, Jozefina HaniZjarova z Mar-
kovca Nasického, Marija Kroslakova
z Radosa, Katica Kuricova z Josipovca
Punitovského, Vera MajdiSova z Jurjevca
Punitovského, Marija Marenjakova z Je-
lisavca a Katica Topolovecova z Jelisavca.
V realizdcii terénneho vyskumu, ktory
viedli Tiinde Siposova Zivi¢, Marko Kur-
tek, Tatjana Senicaninova a Sandra Kral-
jova Vuksi¢, bola pouzita metdda dotaz-
nika a priameho rozhovoru.

Vystava predstavuje vysledky te-
rénneho vyskumu molovania — postupu
ozdobovania stien interiéru a exteriéru
rodinnych domov ¢i verejnych budov
kontinudlnou ornamentikou pomocou
valcekov alebo pouZzivanim papierovych
predloh. Ide o druhta autorska vystavu
riadite[ky SKC Nasice Sandry Kraljovej
Vuksi¢ a kustodky Tatjany Senicanino-
vej, ktoré stvarnili obsah vystavy na de-
siatich informac¢nych paneloch a dvoch
roll up banneroch. Vystava je vybavena
slovensko-chorvatskym  dvojjazyénym
katalogom, letdkmi, zalozkami a rucné
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molovanymi textilnymi taskami. Do-
plnena je o zozbierané predmety, ako
aj ukazky motivov valcekov ¢i Sablon.
Vystavu finanéné podporili Rada pre
narodnostné mensiny CHR, Urad pre
Slovakov Zzijucich v zahranici, Urad pre
ludské prava a prava narodnostnych
mensin CHR a mesto NaSice.

Na Krajanskom dvore v ramci
Folklérnych slavnosti pod Polanou
v Detve

Zahranic¢ni Slovaci aj v roku 2024 mali
prilezitost prezentovat svoju kulturu a
tradicie v ramci Folklérnych slavnosti
pod Polanou (FSP). Od roku 1974 to ro-
bia na doskach amfiteatra v ramci Kra-
janskej nedele a od roku 2014 aj v ramci
Krajanského dvora.

V programe Krajanského dvora pre-
zentovali druhy jalovy vikend gastro-
nomické pochutky, ako aj ruéné prace
v 12 stankoch: Slovaci zo SKUS Pivnica
z Pivnice, MOMS Selenca, Spolok Zien
z Padiny a Ludmila Berediova-Stupav-
ska z Kysaca (Srbsko), Krempasské gaz-
dinky z Krempach (Polsko), Demokra-
ticky zviz Slovakov a Cechov z Nadlaku
(Rumunsko), Unia slovenskych organi-
zacii z Madarska, ktora odprezentovala
Slovékov z Békesskej Caby, Slovenského
Komloésa, Velkého Banhédesa a Pitvarosa
a FS Nasa fajta zo Storoznice (Ukrajina).
Slovenské kulttrne centrum NaSice tu
v priestore humna prezentovalo autor-
ska vystavu Molovanie — Tradicia ndsten-
nej mal'by Slovdkov v Chorvdtsku. Okrem
desiatich informacnych panelov a dvoch
roll up bannerov vystavu dopitial po-
hyblivy stojan so Sablénami roznych val-
cekovych vzoriek a vzoriek vytvorenych
v den otvorenia vystavy, ktoré vyrobila
nositelka tohto umeleckého remesla,
¢lenka MS v Jurjevci Vera Majdisova.

Na vernisazi sa zacastnili okrem nav-
Stevnikov Krajanského dvora, pocetnych
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zastupcov a ucastnikov i vzacni hos-
tia: predsedni¢ka Uradu pre Slovakov
Zijicich v zahrani¢i (USZZ) Dagmar
Repcekova, ktora vystavu otvorila; pod-
predseda Matice slovenskej v Martine
Marek Hanuska; pracovnicka Uradu pre
Slovakov Zzijucich v zahrani¢i a veduca
Krajanského dvora Milina Sklabinska.
Spevacky uvod do vernisdze Slovenky
z USA Anny Hradskej potvrdila opod-
statnenost nazvu tohtorocnej Krajanskej
nedele Blizki zduleka.

V sobotu 13. jula primator Detvy
Branislav Baran privital predstavitelov
organizacii, ktoré ucinkovali na Folklor-
nych slavnostiach pod Polanou na Mest-
skom trade, kde sa hostia zapisali do
knihy navstev. Deviaty Krajansky dvor
bol slavnostne ukoncéeny v nedelu v po-
poludnajsich hodinach udelovanim da-
kovnych listov zahraniénym Slovdkom,
ktori sa zucastnili Folklornych slavnos-
ti pod Polanou. Dakovné listy v mene
USZZ udelovala predsednitka USZZ
Dagmar Repcekova a Pamitné listy za
mesto Detva primator Branislav Baran
a predseda Programovej rady 57. FSP
v Detve Roman Malatinec.

Trojdnové stretnutie ukoncila pred-
sedni¢ka USZZ podakovanim krajanom
za Ucast, pestovanie slovenského jazyka,
kultary a tradicii a za propagaciu dob-
rého mena o Slovensku vo svete. Pod-
poru ucastnikom z Chorvatska prejavili
svojou pritomnostou aj clenovia Matic
slovenskych z Chorvatska, resp. Zvdzu
Slovakov, ktory organizoval navstevu
tohtoro¢nych slavnosti.

Vernisaz vystav Molovanie v NaSiciach

Slovenské kultirne centrum Nasice
usporiadalo vernisaz vystavy 5. decem-
bra 2024 vo svojom sidle za pritomnos-
ti velvyslankyne Slovenskej republiky
v Zahrebe Hany Kovacovej; predsedu
Zvazu Slovakov v  CHR Mirka Vavru
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a podpredsedu Aleksandra Knapceka;
zastupcu Zupana Osijecko-baranskej
zupy (OBZ) Josipa Mileti¢a; primatora
Nasic Kresimira Kasubu; predsedm’éky
Rady slovenskej narodnostnej mensiny
(RSNM) OBZ Any Kanderovej Leglevié;
predsedu RSNM Vukovarsko-sriemskej
Zupy Milana Pucovského; etnologicky
Mizea Slavénska Tiinde Sipogovej Zivi;
riaditelky Materskej Skoly Zvonci¢ v Na-
Siciach Snjezany Kanderovej; predsedu
RSNM mesta Ilok Vladimira Knapceka;
predstavitefov Maceddnskej mensiny
OBZ Dragoljuba Siljanoského; riaditelky
Radia Nasice Tomislavy Justi¢ovej; ako
aj predstavitelov a predsedov Matic slo-
venskych z Iloku, Radosa, Zokovho Gaja,
Jelisavca, Josipovca Punitovského, Jur-
jevca Punitovského a Osijeku.

Do programu vernisaze pritomnych
uviedla molerka, ¢lenka Matice sloven-
skej v Iloku Ana Fabryova, prednesom
spomienky na molovanie. O dejinach
molovania hovorila odborna spolupra-
covnicka na tejto vystave, etnologicka
Muzea Slavonie Tiinde Siposova Zivic.
S obsahom vystavy a jej dvomi celka-
mi, etnografickym a umeleckym, pri-
tomnych zoznamila kustddka Tatjana
Senicaninova.

Riaditelka Sandra Kraljova Vuksi¢
v kratkosti obozndmila pritomnych
s existujucim zamerom ochrany molova-
nia ako nehmotného kultirneho bohat-
stva panonskeho regiénu Ministerstvom
kulttry amédii Chorvatskej republiky, ¢o
by vyznamne prispelo k zachovaniu toh-
to prejavu tradicnej kultary v Chorvat-
sku. Pritomnost vSetkych informatoriek
zlcastnenych na vyskume aj na verni-
sazi vystavy vyzdvihla ako vzacny bod
spoluprace s nositelkami tohto umenia.

Zvlastnostou etnografickej casti ex-
pozicie bola scénografia ganku, vypozi-
¢aného v ramci spoluprace s odbornou
instittciou — Mtzeom Slavonska, avSak
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Obr. 1: Vystava Molovanie — Tradicia ndstennej mal'by
Slovdkov v Chorvdtsku v humne Krajanského dvora na Detve.

prinos dala aj clenka MS v Jurjevci Puni-
tovskom, molerka Vera Majdisova vyma-
Iovanim novozariadeného priestoru piv-
nice sidla Slovenského kultirneho centra
Nasice.

Druhu cast vystavy tvorili umelec-
ké diela vytvarnicky, absolventky vy-
tvarného umenia v Bratislave Kristiny
Hrubikovej z Iloku, indpirované molova-
nim, ktoré predstavila samotna autorka.

Obr. 2: Prihovor predsedu Zvizu Slovikov Mirka Vavru na
vernisdzi vijstavy Molovanie — tradicia ndstennej mal'by Slovikov
v Chorvitsku v SKC NaSice. Zlava doprava: zdstupca Zupana
Osijecko-baranskej Zupy Josip Miletic; riaditelka Materskej

skoly Zvonci¢ v Nasiciach Snjezana Kanderovd; velvyslankyria
Slovenskej republiky v Zahrebe Hana Kovicovd; primdtor mesta
Nasice Kresimir Kasuba; etnologicka Miizea Slavonska Tiinde
Siposovd Zivic; predseda Zvizu Slovikov Mirko Vavra; spevicka

skupina Matice slovenskej v Jurjevci Punitovskom.
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PrileZitostnymi adventnymi a
viano¢nymi piesfiami vernisaz
vystavy obohatili clenky spe-
vackej skupiny Matice sloven-
skej v Jurjevci Punitovskom.

Slovenské kultirne centrum
Nasice na Stalej konferencii
— Slovenska republika a
Slovéci zijaci v zahraniéi v
Bratislave

V Bratislave sa v diioch 24. - 25.
oktobra 2024 konala Stala konfe-
rencia — Slovenska republika a
Slovaci zijtci v zahranici, ktort
pravidelne kazdé dva roky organizuje
Urad pre Slovakov Zijucich v zahranic¢i
(USZZ). Stala konferencia je kltucovym
féorom pre rieSenie otdzok Zivota Slova-
kov zijucich v zahranici a zacastnuju sa
jej zastupcovia slovenskych komunit z
celého sveta, vyznamné osobnosti slo-
venského zahrani¢ia a predstavitelia
statnych organov Slovenska.

V roku 2024 sa tucastnici
konferencie stretli na pode Mi-
nisterstva zahrani¢nych veci
a eurdpskych zalezitosti Slo-
venskej republiky. Konferenciu
slavnostne otvoril minister za-
hrani¢nych veci SR Juraj Blanar,
podpredseda vlady SR Peter
Kmec a predsedni¢ka USZZ Da-
gmar Repcekova.

Pocas prvého dna sa kon-
ferencia venovala klucovym
témam, ako su vzdelavanie,
kultdra a v neposlednom rade
aj problematika osvedceni pre
Slovakov zijucich v zahranici.
Pocas druhého dna Stalej kon-
ferencie sa diskutovalo o krajan-
skych médiach, ich stucasnom
posobeni a ich budtcnosti. Boli
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predstavené vysledky a plany na obno-
venie c¢innosti Tvorivej skoly Zurnalisti-
ky ako i navrh, aby niesla nazov podla
jeho dlhoro¢ného organizatora, nebohé-
ho Ludovita Pomichala, ktory skolu zur-
nalistiky viedol ako zamestnanec USZZ.

Nasledujtice tematické celky boli ve-
nované planom slovenskych vzdeldva-
cich centier, ktoré pdsobia po celom svete
avsak aj vyskumu Slovakov Zijucich v za-
hranici. Po prvykrat na konferencii bola
otvorend téma novodobej migracie a vy-
uzivania profesionalov z radov krajanov,
ako aj navrat mozgov na Slovensko.

Motivom tohtorocnej konferencie Spd-
janie pre budiicnost’ prilezitostne zastresi-
lo vSetky roznorodé témy, ktoré odzneli
pocas oboch dni konferencie. Sticastou
prvého dna konferencie bolo aj slavnost-
né udelenie medaili USZZ, ktoré boli
udelené Siestim ocenenym osobnostiam
a organizacidm, ktoré vyznamnou mie-
rou posobia alebo po6sobili v prospech
Slovakov zijacich v zahranic¢i. Medai-
lu dostal Pavol Balaz zo Srbska (in me-
moriam); diplomat Miroslav Mojzita;
reverend Dusan Téth z Kanady; stubor
Vychodna Slovak Dancers z Kanady a v
neposlednom rade Narodné ceské a slo-
venské mtzeum a kniznica v Cedar Ra-
pids, USA. Medzi ocenenymi bol aj pro-
fesor Jaroslav Cukan, osobnost zo sveta
slovenskych etnologov, ktory najdoklad-
nejSie poznd slovenské pomery Dolnej
zeme. Okrem iného sa zaslazil o vznik
publikacie Kultirny potencidl Slovikov v
Chorvitsku a mozno mu pripisat aj mno-
ho dalsich pocinov. V ramci pedagogic-
kej ¢innosti odchoval mnozstvo ziakov
posobiacich dnes v ramci dolnozemskej
komunity. Pri prilezitosti jeho Zivotné-
ho jubilea dozitia sa 70. rokov Slovenské
kultarne centrum NaSice pripravilo pub-
likaciu, do ktorého prispeli jeho blizki
spolupracovnici, ktora mu bola na tejto
konferencii aj odovzdana.
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Prispevok Slovenského kultirneho
centra NaSice bol do programu konfe-
rencie zaradeny do oblasti kultury — Za-
chovanie vyrazovych prostriedkov slovenskej
kultiry vo vyzvach digitdlneho sveta — od
tradicnej kultury k sicasnému umeniu. Ria-
ditelka Sandra Kraljova Vuksi¢ prednies-
la prispevok pod nadzvom Multimedidlne
spracovanie prvkov kultirneho dedicstva v
kontexte budovania etnickej uvedomelosti
mladej generdcie. Prispevok prezentoval
¢innost Slovenského kulturneho centra
Nasice v oblasti dokumentéacie, ochra-
ny, prezentacie Ci revitalizacie jedného
prvku kultarneho dedicstva na priklade
fasiangovej masky slameného medveda
z Josipovca Punitovského. FaSiangova
maska slameného medveda bola v roku
2022 zaradend na Zoznam chranenych
kultarnych prvkov Ministerstva kulttary
a médii Chorvatskej republiky, SKC Na-
Sice centrum tak eviduje tspesnu aktivi-
tu v oblasti ochrany slovenského kultar-
neho dedicstva v zahranici. Tento jav sa v
ramci partnerstva na projekte Minoritnd
kultiira ako prostriedok pre sebaidentifikdciu
a posilnenie inkliizie v multietnickom prostre-
di — MySme podarilo aktualizovat v roku
2024 pripravou kratkeho vzdelavacieho
filmu pre Ziakov, ktori sa slovencinu ucia
na zékladnych Skolach. Slovenské kul-
tarne centrum Nasice v tejto suvislosti
vyprodukovalo aj kratky dokumentarny
film, ktory nasledne prihlasili na medzi-
narodny filmovy festival ETNOFILM
Cadca 2024. Tu bol odbornou porotou za-
radeny medzi 30 najaspesnejsich. Zaver
prispevku poukazuje na dolezitost budo-
vania kulttirnej infrastrukttry a v tejto
suvislosti informuje o Kulttrno-edukac-
nom centre Zvizu Slovakov v Orebici na
poloostrove Peljesac, zamerom ktorého
je rozsirit moznosti na spolupracu kraja-
nov a pripravu novych obsahov s ciefom
zachovavania slovenského kulttrneho
dedicstva.
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Slamené medvedev
na ETNOFILME Cadca

Zamestnankyne Slovenského kulttirne-
ho centra NasSice pobudli od 14. do 16.
novembra 2024 na Slovensku, presnejsie
v meste Cadca, kde sa 15. novembra ko-
nal 23. ro¢nik filmového festivalu Etno-
film Cadca.

ETNOFILM CADCA je najstar$im
filmovym festivalom na Slovensku. Svo-
ju histériu zacal pisat v roku 1980, ked
sa v Cadci po prvy raz stretli tvorcovia
filmov o ludovej kulttre. Festival ma v
sucasnosti trvalé miesto jednak medzi
odbornou, ako i laickou verejnostou. Je
to unikatne filmové podujatie venova-
né problematike etnoldgie, socialnej a
kultarnej antropoldgie, sposobu zivota
Iudskej spolo¢nosti a ludovej kultary
prostrednictvom filmovych diel, doku-
mentarnych filmov zo Slovenska i zo
zahranicia. Ciefom festivalu je predsta-
vif najnovsie dokumentarne filmy o kul-
tirnej a socialnej r6znorodosti ludského
spolocenstva a podporit vznik novych
filmovych diel na uvedené témy udelo-
vanim roéznych cien.

Do roc¢nika 2024 sa prihlasilo 109 fil-
mov z 35 krajin, z ktorych odborna po-
rota festivalu zaradila do hlavnej stutaze
29 filmov z 22 krajin. Z Chorvatska sa
na festivale zucastnili dva filmy. Jeden z
nich je aj film pod nazvom Slamené med-
vede — Symbol lokdlnej identity josipovskych
Slovdkov, ktory vznikol v produkcii Ele-
ment media j.s.r.o. z Osijeku a v spolu-
praci so Slovenskym kulttirnym centrom
Nasice a Maticou slovenskou v Josipov-
ci. Film prinasa poznatky o fasiangovej
maske medveda ¢i tradi¢nom fasiango-
vom sprievode, ktory sa v obci Josipovec
Punitovsky zachoval dodnes. Pozornost
sa upriamuje na pripravu masky medve-
da, ako aj na popis samotného obsahu a
priebehu fasiangového sprievodu.

Filmy vybrané Odbornou komisiou
boli premietané nielen v Cadci, ale aj na
vysokych 8kolach v Ziline, Banskej Bys-
trici, Nitre a Bratislave, a v obdobi 12. do
19. novembra boli spristupnené aj onli-
ne. Na vyhlaseni vitazov ucastnikov z
Chorvatska prisiel podporit aj velvysla-
nec Chorvatskej republiky na Slovensku,
Jeho Excelencia Aleksandar Heina.

Sandra Kraljova Vuksicova*

Medaila Uradu pre Slovékov Zijucich v zahranié¢i Jaroslavovi
Cukanovi a publikdcia pri prileZitosti Zivotného jubilea

Pri prilezitosti zivotného jubilea 70
rokov bola prof. PhDr. Jaroslavovi
éukanovi, CSc. udelend medaila Uradu
pre Slovakov zijucich v zahranic¢i za za-
sluhy o zachovéavanie kultirneho dedic-
stva krajanov. Medailu mu slavnostne
odovzdali minister zahrani¢nych veci
a eurdpskych zalezitosti SR Juraj Bla-
nar; podpredseda vlady SR Peter Kmec

a predsednicka Uradu pre Slovékov Zi-
jucich v zahranic¢i Dagmar Repcekova v
Bratislave 24. oktdbra 2024 na Stalej kon-
ferencii Uradu pre Slovékov Zijtcich v za-
hranic¢i. Okrem ceny mu bola odovzdana
aj prilezitostna publikacia, v ktorej na
odbornt spolupracu, ale aj kamaratstva
s profesorom spominajii uznavani od-
bornici, jeho kolegovia, spolupracovnici

* Sanpra KrarjovA Vuksicova, riaditelka Slovenského kulturneho centra v Nasiciach (Chorvatska

Republika).
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a byvali studenti zo Slovenska,
Pol'ska a Dolnej zeme.

Udelenie Ceny Uradu pre
Slovakov Zzijucich v zahranici
Jaroslavovi Cukanovi a pripra-
va publikacie pri prileZitosti
jeho Zzivotného jubilea pred-
stavuji podakovanie, dctu a
uznanie za jeho zivotny vklad
do kultirno-spolocenského zi-
vota dolnozemskych Slovakov.
Za zachovanie slovenskej et-
nickej identity v tomto priesto-
re, a to nielen prostrednictvom
vyskumov a bohatej odbornej
publikacnej Cinnosti, ale aj za
pedagogické vedenie Studen-
tov z Dolnej zeme, ktorych svojimi ma-
nazérskymi schopnostami formoval na
zanietenych odbornikov, pracujicich
pre potreby slovenskych dolnozemskych
komunit jednotlivych krajin. Je to poda-
kovanie za jeho vklad do ¢loveka Dolnej
zeme, v mene dolnozemcov.

Jaroslav Cukan, ktory 13. oktébra
oslavil 70 rokov, patri k vyraznym osob-
nostiam etnologickej spolocnosti Sloven-
ska a k najplodnejsim autorom publika-
cii o Dolnej zemi. Po absolvovani stadia
narodopisu na Univerzite Komenského
v Bratislave (UK) v rokoch 1974 — 1978
bol tspesnym vedeckym pracovnikom
Etnografického ustavu Slovenského na-
rodného mutzea v Martine, kde sa stal ve-
dtcim Oddelenia vedeckého vyskumu a
jeho narodopisné metodologické syntézy
z tohto obdobia st dodnes vysoko uzna-
vané. Popri mutzejnej ¢innosti sa podielal
aj na organizacii folklornych festivalov
vo Vychodnej, Myjave a Detve, kde bol aj
autorom programov.

Od roku 1991 tspesne budoval akade-
mickt univerzitna kariéru v rodnej Nit-
re. Od roku 1991 tak zacalo jeho vedec-
ko-pedagogické poOsobenie na dneSnej
Univerzite Konstantina Filozofa v Nitre
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Obr. 1: Udelenie ceny prof. J. Cukanovi — zlava doprava:
predsednicka Uradu pre Slovikov Zijiicich v zahrani¢i Dagmar
Repéekovd; prof. Jaroslav Cukan; minister zahraniényjch veci
Juraj Blandr a podpredseda vlddy SR Peter Kmec.

(UKF). Osem rokov (1991 — 1998) stal
na Cele Katedry folkloristiky a regiona-
listiky, ktortt budoval po materidlnej aj
personalnej stranke. Svoje organizacné
a riadiace schopnosti preukazal zaloZze-
nim Katedry manazmentu kultary a tu-
rizmu, ktort1 viedol v rokoch 1999 — 2016.
Inicioval zaloZenie casopisu Kontexty
kultiry a turizmu, ktorého je uz 20 rokov
Séfredaktorom. Vykonaval aj funkciu
prodekana Filozofickej fakulty sticasnej
UKEF v Nitre, a to v obdobi 1995 — 2001.
V roku 1995 sa na UK v Bratislave habili-
toval na docenta v odbore etnografia. Za
profesora bol vymenovany v roku 2001.
Profesor Jaroslav Cukan v malopo-
Cetnej skupine slovenskych odbornikov
zameranych na slovensky svet aj mimo
Slovenska, a najmd na Dolnti zem, zauji-
ma popredné miesto. Aj ked je to Slovak
z Nitry, velku cast svojho nielen odbor-
ného pdsobenia, ale aj osobného Zzivota,
nezistne venoval dolnozemcom. Je to
osobnost zo sveta slovenskych etnologov
a kulturologov, ktora najdokladnejsie po-
zna kontext a stucasne slovenské podoby
Dolnej zeme. Profesor vlastny vyskumny
talent v tomto priestore naplno uplatrio-
val viac ako tri desatrocia a aj vyskumne
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NESPUTANY

Obr. 2: Titulnd strana prileZitostnej publikdcie
k Zivotnému jubileu 70 rokov Jaroslava Cukana,
ktorii vydalo Slovenské kultiirne centrum Nasice.

sa ukotvil v priestore Dolnej zeme. Jeho
vyskum, ako vlastne aj jeho Zivot, je zalo-
zeny na Iudskosti a odbornosti.

Od polovice 90. rokov sa zapajal spo-
lu so svojimi kolegami a Studentmi do
kolektivnych vyskumov Slovakov v Ma-
darsku. Tim jeho katedry, dolnozemcami
prezyvani aj ,Cukanovci”, sa postupom
casu vdaka huizevnatosti a pracovnému
nasadeniu vypracoval na uznavanych
tvorcov interdisciplinarnych monografii
obci osidlenych Slovakmi v Rumunsku,
Srbsku, Madarsku a Chorvatsku. Z krat-
kodobych vyskumov dolnozemskych
Slovakov vzisla aj jeho debutova vedec-
ka publikacia Dolnozemské reflexie na ne-
rolnicke zamestnania (2001). Publikovanie
spomenutej monografie mu umoznilo
vstupit do inaugurac¢ného konania.

Dokladny terény vyskum ,cuka-
novcov”, jeho nasledné spracovanie a

publikovanie v kniZznej podobe priniesli
bohaté vysledky: 15 monografickych
syntéz a viac ako 60 studii o Dolnej zemi.
Rozsiahlejsie monografické publikacie
vzisli z vyskumov v Erdeviku, Pivnici,
Bolovciach, Silbasi, Solanoch, Vojlovici,
Borumlaku, Varzali, Butine & v Békes-
skej Cabe. Vysledkom projektovej ¢in-
nosti  Kultiirny potencidl dolnozemskych
Slovdkov vznikli publikacie Kultirny po-
tencidl Slovdkov v Chorvdtsku, Kultiirny po-
tencidl Slovikov v Srieme, Kultiirny poten-
cidl Slovdkov v Bandte ¢i Kultiirny potencidl
Slovikov v Rumunsku.

Vlastni oddanost etnolégii prof.
Cukan prenasal na svoje okolie — spo-
lupracovnikov a studentov. Jeho osobny
vklad do kultarneho potencidlu Dolnej
zeme, okrem vyskumov a publikovania,
je aj v budovani Iudskych zdrojov, nedo-
statok ktorych si uvedomoval pri vysku-
moch. Prostrednictvom svojho pedago-
gicko-manazérskeho pdsobenia budoval
Iudské zdroje nevyhnutné na udrzanie
slovenskosti” dolnozemcov. Za pedago-
gickt pracu si na UKF vyslazil viacero
oceneni a jeho studenti st dnes odborni-
ci, veduci krajanskych organizacii vrata-
ne Dolnej zeme.

Profesorovi Cukanovi prajem v3etko
najlepsie, nech sa mu mnohonasobne
vrati vSetko, ¢o pre svojich Studentov a
zvlast dolnozemcov urobil. A nech sa v
zdravi stretavame pri novych projektoch
a tesime z kazdého stretnutia!

Sandra Kraljova Vuksicova*

* Sanpra KrarjovA Vuksicova, riaditelka Slovenského kulturneho centra v Nasiciach (Chorvatska

Republika).
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Rozhovor s etnologom
Janom Botikom®*

Univerzitny profesor Jdn Botik sa narodil v roku 1938 v Gornej Mitropoliji v slovenskej
komunite v Bulharsku. Je vedeckym pracovnikom, emeritnym profesorom a patri medzi
poprednych slovenskijch etnolégov. Vo svojom profesiondlnom Zivote sa zaoberal a este stdle
zaoberd oblastami ako tradicnd rodina, Tudovd architektira a byvanie, migracné Stidie,
tedria etnicity, kolektivne identity, etnické minority na Slovensku a v zahraniéni a najmdi
slovenskym vystahovalectvom na Balkdne. V rokoch 1996 az 2005 pracoval ako vediici
Dokumentacného centra chorvdtskej kultiiry na Slovensku a prispel k budovaniu zbierkového
fondu neskdr vzniknutého SNM — Miizea kultiiry Chorvdtov na Slovensku. PoloZil zdklady
vedeckého bidania v oblasti etnoldgie tejto minority na Slovensku a zostavil doteraz jedinii
ucelenti monografiu o Chorvdtoch na Slovensku. Pocas svojho bohatého vedeckého Zivota
vydal desiatky publikdcii a je autorom stoviek odbornych Stidii a recenzii. V rozhovore sme sa
zamerali na jeho pohmiitky k studiu etnoldgie a jeho dalsiemu vedeckému smerovaniu, zdaujmu
o etnicitu a minority na Slovenku. Venovali sme sa aj jeho odbornej orientdicii smerom na

slovenskii mensinu v zahranici a chorvdtsku mensinu na Slovensku.

Preco ste sa rozhodli pre studium
narodopisu/etnoldgie?

Moja cesta k narodopisu viedla dost
velkou oklukou. Ako absolvent
strojnickej priemyslovky som nemal za-
ujem pokracovat v stadiu v technickom,
ale vo filozofickom zamerani. Pritaho-
vala ma najma literarna tvorba, domaca
aj svetova, pretoZe sprostredkovavala
zivot Tudi v najrozli¢nejSom socidlnom,
kultdrnom aj narodnostnom prostredi.
Pre takéto zameranie som si vytypoval
Studijné predmety slovencina — Spaniel-
¢ina. KedZe Spaniel¢ina sa v tom ¢ase na
bratislavskej Filozofickej fakulte UK eSte
neprednasala, v roku 1958 som sa stal
posluchacom slovenciny a rustiny.

Uz v prvom ro¢niku sme ku vseobec-
nému literarnemu zakladu mali aj pred-
nasky o folklore a folkloristike. Az vtedy

* Zhovaral sa Andrej SOLAR.
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som sa dozvedel, Ze folkldr je stcastou
tradicnej fudovej kultary a folkloristika
sucastou narodopisu, ¢ize vedy o tradici-
ach Tudovej a narodnej kultiiry. Na moje
velké prekvapenie, z tychto prednasok
som sa postupne zorientoval, Ze aj folklo-
ristika a narodopis st vedné discipliny,
ktorych predmetom zaujmu je tiez spo-
sob zivota Iudi v réznych historickych,
civilizaénych a mnarodnostnych pod-
mienkach, lenze v porovnani s tvorbou
prozaikov a basnikov narodopisci a fol-
kloristi ho zobrazuju na odlisnych redli-
ach, aj rozdielnym tvorivym postupom.
No a toto moje nové poznanie ma do
takej miery fascinovalo, ze po ukonceni
prvého ro¢nika som poziadal o zmenu
studijného predmetu. Vdaka tomu som
sa od druhého roc¢nika stal posluchacom
narodopisu a po ukonceni univerzitného
studia graduovanym etnolégom.

RozHovor



Univerzitny profesor Jan Botik.

Ktora osobnost vas najviac
ovplyvnila vo vasom vedeckom
smerovani?

V doterajsom uz polstoronom naro-
dopisnom ucinkovani oblastami mé&jho
odborného zaujmu bola problematika
Iudovej architektury, tradicnej rodiny, re-
gionalistiky, muzeoldgie, narodnostnych
mensin a inych tematickych okruhov. Aj
pri takomto zamerani dlhsi ¢as som sa
vo svojej vyskumnej ¢innosti pridrziaval
metodiky pozitivistickej etnografie 19.
storocia, spocivajicej na faktografickych
popisoch skumanych realii, bez ich soci-
alnych a kultarnych stvislosti. K pocho-
peniu vyznamu tychto stivislosti som sa
dostaval postupne, ako som sa zoznamo-
val s badatelskymi vysledkami renomo-
vanych etnolégov. Prvou takouto koncep-
tualnou inspiraciou, ktora predstavovala
teoreticky zlom v mojej vyskumnej ¢in-
nosti, bol koncept ruského etnografa Ser-
geja Alexandrovica Tokareva, ktorého

Razgavor

podstata spocivala v tom, Ze ma-
terialna vec nemodze etnografa
zaujimat mimo jej socialnej exis-
tencie, mimo jej vztahu k clove-
ku, ktory ju vytvoril, a ktory si
nou slazi. A navyse, pre nas nie
je dolezité poznat iba vztah veci
k ¢loveku alebo vztah ¢loveka k
veci, ale aj vztahy medzi fudmi
podmienené danou vecou.

Vdaka osvojeniu takéhoto te-
oretického konceptu mohol som
svoje vyskumy zamerané na tra-
dicné stavitel'stvo a byvanie roz-
pracovavat nielen so zretelom
na technologicko-konstrukéné,
vytvarné a dispozi¢no-funke-
né danosti, ale aj so zretefom
na socialny ekvivalent obydlia,
ktorym bola tradi¢na rodina.
Finalnym vysledkom takto za-
meraného vyskumu bola di-
zertacna praca s nazvom Koreldcie medzi
formami rodiny a obydlia, ktort som obha-
joval v roku 1975.

K hlavnym oblastiam vasho zaujmu
patri etnicita, Slovaci v zahranici a
etnické mensiny Zijace na Slovensku.
Co podmienilo v4$ zaujem o tieto
oblasti vyskumu?

Badatelskd pritazlivost problematiky
etnicity a etnickych minorit mala v mo-
jom pripade jednak osobnt, no hlavne
odborni motivaciu. Ta osobna vyply-
nula z toho, Ze ako rodak v spolocenstve
slovenskych kolonistov v Bulharsku, po
ich reemigréacii do Ceskoslovenska po
druhej svetovej vojne, ako aj po zavrseni
vysokoskolského stuidia, mojou ambiciou
bolo zdokumentovat ich vystahovalecké
a reemigrantské osudy. V roku 1994 sa mi
to podarilo finalizovat publikaciou a rov-
nomennou vystavou Slovdci v Bulharsku.
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No a ta odborna motivéacia dlhodobé-
ho zaujmu o etnicitu a etnické minority
suvisela s tym, Ze na sklonku 20. storocia
sa fenomén etnicity v spojitosti s proces-
mi globalizacie a multikulturalizmu stal
hybnou silou moderného sveta. Pojmy
etnicita a etnickd identita sa v socialnych
vedach zacali vyuzivat ako socialny kon-
Strukt pri vytvarani individualneho ale-
bo skupinového sebaobrazu: som osobou
len v takej miere, v akej sam seba ako
osobu poznam, a prave tak je skupina
Iudi kmenom ¢i narodom len v takej mie-
re, nakol'ko sa v medziach tychto pojmov
chape a spodobniuje. Ludia od najstarsich
Cias sa dokazali bez tazkosti zaclenovat
do skupin - rodina, komunita, kmen, na-
bozenské spolocenstvo, atd. Ludia neradi
Ziji osamote a v bezradnosti. Preto sa ne-
ustale snaZia niekam prindlezat, zdruzit
sa a stotoznit so skupinou, ktort povazu-
ju za svoju. Etnicita a etnicka identita sa
univerzalne vlastnosti ¢loveka ako spo-
locenskej a kulturnej bytosti. Majui iden-
tifika¢nti funkciu, st nastrojom identi-
fikacie jednotlivcov so svojou skupinou:
my sme my, ¢ize nemozeme byt sticasne
sami pre seba aj ti druhi — oni. Taliansky
badatel multikulturalizmu a skupino-
vych identit Giovanni Sartori zddéraznil,
ze vzdy musi byt splnena podmienka
rozhranicenia identifikujacich sa skupin:
Nasa identita je totozna s my, oni pred-
stavuju odliSné identity, ktoré vymedzu-
ju ti nasu. NenahraditeInym doplnkom/
protipdlom identity je inakost. Kto a aki
sme, zavisi od toho, kto a aki nie sme.
Kazda skupinu charakterizuje uzavre-
tost, vnatorna zomknutost, ktora je vSak
zaroven aj vylicenim, nevpustenim dov-
nutra. Pokial nie sme obklopeni nejaky-
mi ,oni” ziadne ,,my” nevznikne.

Mozno teda zhrnut, Ze tou najrozho-
dujticejSou motivaciou mdjho zaujmu o
problematiku etnicity a etnickych mino-
rit bol zintenzivneny proces teoretického
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rozpracovavania zakladnych pojmov a
konceptov pri vyskume etnickych spolo-
censtiev. Zavazilo aj to, Ze sme v narodo-
pisnej vede mali na tomto badatelskom
useku znacné podlZznosti, aj prekonané
teoretické pristupy.

Velky zlom vo vasom vedeckom
zivote nastal v roku 1996, ked' ste sa
zacali venovat vyskumu Chorvatov
na Slovensku. Co vés priviedlo k
tejto téme a problematike?

Pri tejto otazke musim spresnit, ze za-
mer venovat sa vyskumu Chorvatov na
Slovensku neskrsol z mojej osobnej ini-
ciativy, ale z institucionalnych podnetov.
Ked v Chorvatskom kultdrnom zvize
na Slovensku uvazovali o revitalizacii
znacne oslabeného narodnostného po-
vedomia svojich prislusnikov, za ucinny
prostriedok ako docielit uvedené za-
mery, povazovali zriadenie odborného
pracoviska muzealneho typu. Takze po-
ziadali Ministerstvo kultiry Slovenskej
republiky o poskytnutie grantu k vy-
tvoreniu narodnostného muzea. Kedze
Chorvatsky kultarny zvdz nedisponoval
personalnymi ani priestorovymi kapa-
citami pre vytvorenie takejto odbornej
ustanovizne, Ministerstvo poZadované
prostriedky pridelilo Slovenskému na-
rodnému muzeu s tym, aby odborne
odstartovalo zriadovanie a ¢innost Spe-
cializovaného muzea pre Chorvatov na
Slovensku. Tak sa pri Historickom mu-
zeu SNM zrodila organizacnd jednotka
s nazvom Dokumentacné centrum kultiry
Chorvatov na Slovensku. KedZe v tom case
som sa na tomto pracovisku iba ja veno-
val problematike narodnostnych mensin,
riaditel ma poveril, aby som sa stal vedu-
cim novozriadeného dokumenta¢ného
centra. Tato funkciu som vykonaval az
do roku 2006, ked' v Devinskej Novej Vsi
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zacalo pdsobit Miizeum chorvitskej kultii-
ry na Slovensku.

S akymi zamermi ste Specifikovali a
ramcovali ¢innost a taziskové ulohy
Dokumentaéného centra chorvatskej
kultary?

Hlavny doéraz sme sustredili na zbier-
kotvorn ¢innost, pri zhromazdovani
dokladov o pét storo¢i trvajicej pritom-
nosti chorvatskych kolonistov na tizemi
Slovenska. Konceptualnym zretelom
bola skutoénost, Ze v etnokultiirnom
vyvine tohto enklavneho spolocenstva
posobili dva zakladné trendy. Jednym z
nich bola tendencia pretrvavania zdede-
nej jazykovej a kultirnej vybavy, a tym
druhym trendom boli jazykové a kulttr-
ne vypozicky z prostredia obklopujtcej
starousadlej spolocnosti. KedZe tieto
skutoc¢nosti sa nedali zdokumentovat iba
hmotnymi zbierkovymi predmetmi, do
programu Dokumentacného centra sme
zaradili aj vedeckovyskumnu a publi-
kacnu ¢innost. Prostrednictvom nej sme
sa mohli dopracovat ku komplexnému
obrazu o vyvine Chorvatov na Slovensku
v podmienkach ich dlhodobého odltice-
nia od materského naroda. Vdaka tomu
mohli byt spracované a vydané viaceré
publika¢né vystupy, vratane sthrnnej
a syntetizujicej monografie Slovenski
Choruvdti z pohladu spolocenskovednych po-
znatkov (Botik 2001).

Zaznamenali ste rozdiely v badani
Slovakov v zahranici a Chorvatov na
Slovensku?

Urcité odlisnosti sa pri takejto kompara-
cii daju Specifikovat. Najma ak by sme
porovnavali Chorvatov na Slovensku so
zahrani¢nymi Slovakmi vo vyspelych eu-
ropskych krajinach a v zamori. Rozdielne

Razgavor

boli nielen okolnosti vystahovalectva, ale
aj jeho dosledky. Chorvati na Slovensku,
usidleni v podmienkach tradicnej ag-
rarnej spolocnosti mali vicsie predpo-
klady ku kontinuitnému pretrvavaniu
ich etnickej svojbytnosti, ako napr. ame-
ricki Slovéaci ukotveni v podmienkach
industridlnej spolo¢nosti a ucinkovania
tzv. taviaceho kotla prijimajacej krajiny.
Naproti tomu pri porovnavani Chorva-
tov na Slovensku a slovenskych minorit
v stredoeurdpskych krajinach nemoz-
no prehliadnut vyrazné zhody pri¢in a
dosledkov migracnych a kolonizacnych
procesov. Urcité odlisnosti, hlavne po
rozpade Raktuisko-Uhorska a vzniku na-
stupnickych statov (1918) sa dali zaregis-
trovat, hlavne pri zohladiiovani pravnej
ochrany narodnostnych mensin.

Aka bola vasa spolupraca s
chorvatskymi zdruzeniami na
Slovensku?

Ci uz so stresnym Chorvatskym zvé-
zom na Slovensku, ako aj s jeho miest-
nymi spolkami v Devinskej Novej Vsi,
Chorvatskom Grobe, Jarovciach a Cu-
nove sme boli v osobnom kontakte. Vy-
zadovalo si to rieSenie praktickych ako
aj koncepcnych problémov ¢innosti Do-
kumenta¢ného centra na useku zbier-
kotvornych aj vedeckovyskumnych ak-
tivit. S tym suvisela aj naSa iniciativa
priebeZzne sprostredkovavat v chorvat-
skych komunitach vysledky Dokumen-
ta¢ného centra.

Prinosom bola taktiez spolupraca s
kultdrnymi centrami Chorvatov v ra-
kiiskom Burgenlande. Spocivala hlavne
vo vzajomnej vymene literatiry a naj-
novsich badatel'skych vysledkov, ¢o nam
prispievalo k prehlbovaniu poznatkov o
sunalezitosti Chorvatov na Slovensku s
rozsiahlym chorvatskym ostrovom na
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strednom Dunaji, CiZe s tzv. gradiScan-
skymi Chorvatmi. Osobitne zasluznym
pocinom bola spolupraca pri spracova-
vani a publikacnom spristupneni kro-
nikarskej pozostalosti Jure Treuera z
Jaroviec, ktora vysla pod nazvom Nase
selo Hrovatski Jandrof (editori ]. Botik a
N. Bencic¢: 2005).

Ktoru zo svojich publikacii z
oblasti skiimania etnicity a
etnickych mens$in povazujete za
najvyznamnejsiu?

Je to publikacia, ktora mi vysla v roku
2007 pod nazvom Etnickd histéria Slo-
venska: K problematike etnicity, etnickej
identity, multietnického Slovenska a zahra-
ni¢nych Slovdkov. Vznikla pocas mojho
pedagogického pdsobenia na Univerzite
Konstantina Filozofa v Nitre. K jej napi-
saniu ma motivovala potreba spristupnit
studijnti prirucku k rozvetvenej, znacne
neprehladnej a v mnohom aj protirecivej
etnickej problematike v slovenskych ve-
deckych, ale aj politickych kruhoch.
Obraz etnickej histérie Slovenska
som nekoncipoval ako etnocentricky
ponaté dejiny majoritného naroda, (ako
sa to praktizovalo v celoslovensky kon-
cipovanych publikaciach narodopiscov
a historikov eSte aj v 20. storoci), ale
ako obraz Slovenska, ktorého historic-
ky a etnokultarny vyvin je vysledkom
spoluzitia Slovakov s prislusnikmi na
Slovensku zijuacich inoetnickych skupin
— Madarov, Nemcov, Rusinov-Ukrajin-
cov, Zidov, Rémov a Cechov. Do takto
ramcovaného obrazu Slovenska som
zaclenil aj zahranicnych Slovakov, pre-
toze dokial sa u tychto vystahovalcov
uchovava vedomie slovenskosti, alebo
aspon vedomie pdévodu, ich vystahova-
lecké osudy st prirodzenym pokracova-
nim dejin Slovakov, a ich symbiézou a
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synkretizmom poznacené subkultiry v
roznych krajinach sveta, st organickou
sucastou narodnokultiirneho imania
Slovakov.

Zazili ste pocas vasej vedeckej
¢innosti momenty ¢i udalosti, ktoré
povazujete za zlomové?

Takych situacii som vo svojom badatel-
skom tucinkovani zazil viacero. Avsak
za najvyznamnejsiu povazujem tua, ked
som si precital stadiu historika Lubo-
mira Liptaka o historickom povedomi.
V nej ma zaujala jadrne sformulovana
paradigma, Ze podstata vsetkého, ¢o sa
odohrava v case, je vztah kontinuity a
diskontinuity. Cize vztah pretrvévania
a zmeny, tradicie a inovacie, prijimania
a odmietania, odoldvania a splyvania
(L. Liptak 2000).

Po precitani tejto Studie sa mi zacala
odvijat procesualnost enklavnych a mi-
noritnych spolocenstiev, ktora nebola iba
pohybom kontinuitného pretrvavania,
ale aj pohybom diskontinuitnych zmien.
Coskoro som pochopil, akou anomaliou
bolo u narodopiscov zotrvavanie na pri-
stupoch z evolucionizmu 19. storocia
odvodeného konceptu o kulturnych re-
ziduéch. CiZe o pretrvavani kulturnych
javov, ktoré v podmienkach etnickych
enklav a nadrodnostnych mensin ustrnuli
a zostavali zakonzervované v nezmene-
nej archaickej podobe. Pritom v dosled-
ku kontinuitnych a diskontinuitnych
trendov vo vyvine etnickych minorit v
ich zivote sa uplatriovala nielen zotrvac-
nost, ale aj medzietnické a interkulttirne
spojitosti, coho vysledkom boli stibezné
procesy pretrvavania a zmeny. Paradig-
ma Lubomira Liptaka o kontinuite a dis-
kontinuite vniesla do mojich migracnych
a minoritnych studii progresivnejsiu pla-
tformu teoretického uvazovania.

RozHovor



Comu sa venujete v sucasnosti?

Dni cloveka v penzijnom veku st ovela
dlhSie ajednotvarnejsie akouzamestnan-
cov. TieZ ich na¢im nie¢im vypliiiat. Tak-
Ze popri ¢itani dennej tlace a Zivotopisov
vynimoc¢nych osobnosti, privitaval som
prilezitostné pozvania na konferencie,

Razgavor

alebo aj prednasat posluchacom Univer-
zity tretieho veku. Vynimocné vzrusenie
som zazival, ked sa mi naskytla moznost
pripravit monografiu o nasich v srbskej
Vojvodine. Som pravidelnym prispieva-
telom do publikacii a do ¢asopisu Spolku
Slovakov z Bulharska.
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MijaNA REPANIC BRAUN®

Editorial

Uvodnik / Uvodnik

he fifth issue of the scholarly journal

Studia Carpathico Adriatica is themati-
cally connected to the proceedings of the
conference Art and Identities, convened at
the Vychodoslovenska Galéria in Kosice
on June 12, 2024.

Reflecting the role and significance
of the Slovak-Croatian Commission in
fostering relations between two histori-
cally close nations — and, in particular,
in strengthening cooperation within
the humanities — the conference was
formally inaugurated with addresses
by HE. Alexander Hein, Ambassador
of the Republic of Croatia to the Slovak
Republic; Ms. Martina Klofacova, rep-
resentative of the Ministry of Educa-
tion, Science, Research and Sport of the
Slovak Republic; and Mr. Staso Skenzic,
representative of the Ministry of Science
and Education of the Republic of Croatia.

In this issue, the published peer re-
viewed articles—conducted following
established editorial practice through a
double blind international peer-review
process with two reviews—bring en-
gaging discussions on various aspects
of Slovak and Croatian visual heritage:
for example, stylistic models, patrons,
the reception of visual motifs, and the
comparison of artistic practices from the
former socialist countries of Czechoslo-
vakia and Yugoslavia, within which they
were situated.

The construction of identity with-
in the art field typically emerges from
processes that transcend the confines
of local communities, regions, or na-
tion-states. As Ivan Gerat has observed,
the historical geography of art not only
serves to describe past phenomena but
also actively participates in the forma-
tion of contemporary identities. Nat-
urally, in the case of the Kosice confer-
ence, we are referring to visual arts,
the most powerful tool for expressing
personal, group, national, cultural, and
religious identities. Whether expressed
through painting, sculpture, innovative
artistic practices, applied arts, or ar-
chitecture, art functions simultaneous-
ly as an opening of boundaries and as
a means of their definition—particularly
when reinforcing national, religious, and
cultural values. At the focus of Gerat’s
article is the northern portal of St Eliz-
abeth’s Church in KoSice, an original
work whose sculptures Gerat traces sty-
listically to older church portals in West-
ern and Southern Europe, and especially
in Croatia, in the famous work of Master
Radovan on the main portal of the Ca-
thedral of St Lawrence in Trogir (1240).
The cult of St Elizabeth—who, by origin
and birth in Bratislava at the beginning
of the 13" century, was called “of Hun-
gary”, and by marriage to Ludwig, son
of the Landgrave of Thuringia, became

* Mijana Repani¢ Braun, University of Zagreb, Faculty of Humanities and Social Sciences,
Department of Art History, Zagreb (Republik of Croatia).
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“of Thuringia”—was particularly devel-
oped in Slovakia, where she became part
of the country’s historical and cultural
heritage. Her sculptures and altarpieces
are common in Catholic countries of Cen-
tral Europe, including the churches of
continental Croatia, where she is mostly
referred to as St Elizabeth of Thuringia.

Katarina Orviskd examines the for-
mer main altar of St Martin’s Church
in Bratislava, the work of Georg Raph-
ael Donner consecrated in 1733, in the
context of the civic identity of its donor,
Count and Bishop Emeric Esterhazy.
This monumental altar of Neoclassical
architectural design, with slender flut-
ed columns and a high entablature, was
initially attributed to Joseph Emanuel
Fischer von Erlach (1693-1742) and An-
tonio Galli Bibiena, and ultimately to
Donner, who, at the commission of his
patron Emeric Esterhdzy, also created
for the same church the altar of St John
the Merciful, Patriarch of Alexandria
(1729). The Baroque altar of St Martin no
longer exists—it was removed around
1867—and Donner’s bronze sculpture
St Martin with the Beggar, the central fig-
urative group of the former altar, found
its place in the church nave, to the right
of the triumphal arch. It is interesting to
note that what is probably the only altar
surmounted by the great Holy Crown of
Hungary (Sacra Regni Hungarici Corona) is
located in Croatia, erected in 1763 in the
Cathedral of St Teresa of Avila in Pozega,
the heavenly patroness of Empress and
Queen Maria Theresa, donor of the large
altarpiece by Caspar Franz Sambach,
which still adorns it today.

Danko Sourek in his work also writes
about Count Emeric Esterhazy in the
context of Croatian artistic heritage,
noting that as bishop in Vac, Zagreb,
and Veszprém, and later as Archbishop
of Esztergom residing in Pressburg, he
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connected the artistic legacies of Slova-
kia, Hungary, and Croatia. Although he
considers the peak of Esterhazy’s patron-
age to be marked by the fruitful collab-
oration with the aforementioned Georg
Raphael Donner—which in Bratislava
resulted in exceptional sculptural and
altarpiece works in St Martin’s Church—
Sourek emphasises that his high artistic
culture also left a significant mark in the
territory of the historical Diocese of Za-
greb. In addition to commissioning sev-
eral excellent goldsmith’s works, there
are also remarkable achievements such
as the silver antependium of the cathe-
dral’s main altar or the marble altar of
St Ignatius of Loyola in the former Jesuit
church in Zagreb. His contributions to
the Pauline Order, to which he himself
belonged, are marked by frescoes in the
refectory and library of the Pauline Mon-
astery in Lepoglava.

Funerary monuments as testimony
to social status—the reception of artis-
tic solutions among the Croatian nobil-
ity—is a topic that Maja Zvorc has been
researching for some time. In the first
half of the 17* century, funerary sculp-
ture in the present-day Croatian and Slo-
vak territories, Zvorc notes, underwent
significant changes, moving away from
medieval depictions of the deceased and
approaching the works of contemporary
portraiture. In her article, she therefore
examines how this new artistic solution,
initially represented among Hungarian
magnates, was gradually adopted by the
Croatian nobility. Analysing examples
of funerary monuments erected in con-
tinental Croatia, she considers the socio
political context of their creation and the
symbolic meaning of the visual elements
present, which emphasise the military
and social status of the deceased. She
devotes particular attention to the trans-
mission of artistic ideas within noble
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circles and the role of funerary sculpture
in shaping noble identity.

Sanja Cvetni¢, in her work Between
Kosice and Knin: The Contribution of Alexius
Jorddnszky to the Theme of Hortus Marianus
in Croatia, examines the work A Short De-
scription of the Images of the Blessed Virgin
Mary in Hungary and the Parts Belonging to
It (1836 in German and Hungarian; 1838
in Slovak) by Alexius Jordanszky (KoSice,
1765 — Esztergom, 1840) as an important
Mariological treatise that provides his-
torical insight into Marian pilgrimage
sites in Croatia. Jordanszky describes
eight locations: Trsat (Bishopric of Senj),
Marija Bistrica, Remete, Krapina / Trski
Vrh (Bishopric of Zagreb), and Aljmas,
Dragotin, Sotin, Petrovaradin (Bishopric
of Dakovo). Born in Slovakia, Jordansz-
ky was a prominent ecclesiastical and
intellectual figure in the Habsburg Mon-
archy. Nevertheless, in Croatian church
history and art history, he is especially
remembered as titular Bishop of Tinin
(Knin, Croatia) and for his descriptions
and illustrations of the aforementioned
Marian images.

Although Slovakia holds only one
work by the Croatian academic paint-
er and printmaker Menci Clement
Crndi¢, Marta Herucova refers to him
as an exceptional figure of Croatian
fine art—especially Impressionism and
Pointillism—and dedicates her study
Menci Clement Crnci¢ and the Mystery of
His Painting to him. Croatian by origin,
born in Austria, he was educated in
Moravia and Bavaria and often stayed
on the Adriatic coast and in many Euro-
pean countries, becoming the author of
numerous landscape paintings. His only
painting preserved in Slovakia deviates
from the rest of his oeuvre, leaning to-
wards Symbolism, and raises several
questions in the field of iconography and
related topics.

Mipana Repani¢ Braun: Editorial

In his paper Body and Nature in the Art
of Former Czechoslovakia and Yugoslavia:
Some Comparative Examples, Daniel Grun
seeks to re-examine the art of Body Art
and Land Art from a new perspective.
However, he emphasizes the shifting of
boundaries between culture and nature,
justified by the fact that the artists in
question at the time maintained person-
al contacts. They exchanged information
and used postal communication to dis-
tribute their works, and, in the author’s
view, reducing these means to the body
and nature returns the imagination to
the arché—the primordial basis of the
world. Among other things, Grun seeks
to shed light on the exploration of the
processes of birth, extinction, transfor-
mation, the force of gravity, or the natu-
ral elements—air, water, earth, and fire—
focusing on the interaction of the body
and nature, the return to archaic rituals,
faces as masks, forms of becoming-ani-
mal that result in modern “instructed
primitivism” and, finally, various forms
of artistic communication.

Katarina Bajrucova writes about the
Slovak artist Jozef Jankovi¢ (1937-2017)
in Croatia. Considered one of the most
important figures in the history of Slo-
vak sculpture, he was one of the victims
of political “normalisation” and the vio-
lent suppression of democratic process-
es in Czechoslovakia after 1968. Despite
being banned from exhibiting and trav-
elling, Jankovic successfully maintained
friendly contacts in other countries, in-
cluding the former Yugoslavia, where he
created and exhibited his works. As his
major works, Bajrucova highlights Vrata
(The Gate, 1985) in the Dobrova Sculpture
Park in Labin, Ruke (Hands, 1994) in Vrsar,
and the Crucifix (1995) in the Memorial
Centre, also in the town of Labin, analys-
ing and interpreting them from cultural/
visual and personal/artistic perspectives.
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Finally, I wholeheartedly congratu-
late Prof. Dr. Martin Homza and Prof.
Dr. Zeljko Holjevac, the editors in chief
of the journal, because I know how de-
manding the work is if it is not the only
task to perform, and thank them for the
trust they placed in me by inviting me to
write this editorial. I also thank them as
the founders and co chairs of the Slovak
Croatian / Croatian Slovak Commission
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for the Humanities, for allowing me to be
part of an important and valuable project
that has brought together scholars from
the two friendly countries on topics in
the humanities, the topics to which all
of us — members, participants and col-
leagues have dedicated and continue to
dedicate ourselves, with the support of
the ministries of science of the Republic
of Croatia and the Slovak Republic.

EDITORIAL
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Ivan GERAT*

Azimuths of the Historical Geography
of Art: A Case Study of the Visual Cult

of Saint Elizabeth in Kosice**

Azimuty historickej geografie umenia — priklad vizudlneho kultu
svatej Alzbety v Kosiciach/ Azimuti geografije povijesti umjetnosti —
primjer vizualnog kulta sv. Elizabete u KoSicama

Konstrukcie identit v umeni s spravidla vysledkom procesom, presahujiicim hranice
lokdlnych komunit, regidnov ¢i Statov. Historickd geografia umenia pritom nielen opisuje
minulé procesy, ale podiela sa aj na tvorbe identit siicasnikov. Severny portdl koSického kostola
sv. Alzbety je origindlnym dielom, ktorého predchodcov mozno vidiet v portdlovej plastike
nielen zdpadnej, ale aj juznej Eurdpy: v tomto zmysle je oneskorenou paralelou diela majstra
Radovana v Trogire (1240). V tomto ase sa — takisto v kontexte protiheretickych zipasov —
v Marburgu sformoval obraz svitej princeznej uhorského povodu, patrénky kosického chramu.
Komunikdcia na zdpadno-vychodnej osi viak bola aj v 15. storoci dopliiand v severno-juznom
smere —napriklad aj doposial nepovsimnutou recepciou rastiiceho kultu sv. Katariny Sienskej,
ktor1i mozno vidiet' v origindlnych prokoch ikonografie hlavného oltdra kosického dému.

KIucové slova: Kultirna komunikacia, obcianska identita, sv. Alzbeta Uhorska,

sv. Katarina zo Sieny

here is almost a two-hundred-year

span between the portals of the ca-
thedrals in Kosice (after 1400) and Tro-
gir (around 1240), yet they have some-
thing in common. Both were built in
a late phase of the style of their period
— the first in Romanesque, the second in
Gothic — and moreover, on the fringes
of the areas where the respective style
was developing. Despite the apparent
then style exhaustion and the distance
of both sites from the key artistic centres

of their time, each of these two creations
brought about several original solutions
to the development of portal decoration.
Evaluating the artistic significance of
these works always requires taking into
account complex geographical contexts,
various direct inspirations, as well as
looser analogies that can be sought in
several directions.

The analysis of the reliefs of the west
portal of the Cathedral of Saint Law-
rence in Trogir is one of the pivotal

* Prof. PhDr. Ivan GERAT, PhD, Centre for Sciences on Arts of the Slovak Academy of Sciences (SAV),
Public Research Institution, Research Fellow, Bratislava (Slovak Republic).
** This study is the outcome of the project Temporalities of Iconology (Scientific Grant Agency of
the Ministry of Education, Science, Research and Sport of the Slovak Republic and the Slovak

Academy of Sciences - VEGA No. 2/085/23).
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Fig. 1: Kosice, upper part of the northern portal of the cathedral, early 15th century. (source: author’s archive).

examples described in a book written by
Vladimir Goss, a book that fundamen-
tally challenges the mainstream view
of the geography of medieval art in Eu-
rope.! Instead of the prevailing thought
that deals with the spread of influences
from Western Europe, he reminds us of
the importance of that one direction of
communication that was coming from
the south-west, the junction of the Byzan-
tine Empire and the West. In this sense,
it provides as significant a stimulus for
research into the geographical contexts
of Central European art as the work of
Thomas DaCosta Kaufmann.? Questions
of artistic geography are also related to
the problem of comparing the different

contexts into which images emerged as
a medium of public communication that
both expressed and influenced different
dimensions of the identity of their com-
missioners as well as the audience. In a
different place and time, the role of im-
ages and their motifs changed in both
real and imaginative space, providing a
fulcrum for a more precise definition of
the identity of individuals as well as so-
cial groups.® Analogies or developmen-
tal continuities between works of art and
their cultural functions outline the inter-
nal tensions and interrelated dialogues
of ideas that substantially influenced the
shared imagination and social life of the
inhabitants of medieval cities.

! Vladimir P. Goss, Four Centuries of European Art: 800-1200. A View from Southeast (Zagreb: Golden

marketing-Tehnicka knjiga, 2010).

2 Thomas DaCosta Kaufmann, Toward a Geography of Art (Chicago: Univ. of Chicago Press, 2004).
3 Cf. Patricia Lee Rubin, Images and Identity in Fifteenth-Century Florence (New Haven: Yale Univ.

Press, 2007).
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The creative impulses for the forma-
tion of the pictorial decoration of the St
Elizabeth Cathedral in KoSice were com-
ing from various directions. In the case
of the saint, who, despite the fact that
she lived most of her life in the territo-
ry of today’s Germany, was canonised in
1235 in Perugia, it is logical that impuls-
es coming from the European south, es-
pecially from Italy, met or even crossed
with impulses coming from the West.
The journey of some motifs from south
to north was halted by the range of the
Carpathians, which can be illustrated by
comparison with analogous works creat-
ed at the same time in the Baltic region.

The most original architectural el-
ement of the northern portal in KoSice
(fig. 1) is its stepped superstructure bear-
ing reliefs with unique iconography. The
ideas of individual and social identity
that they express can be examined in
the context of contemporary theological
discourses and the complex ecclesiastical
and political situation at a time of papal

16

schism. Intra-ecclesiastical disputes were
reflected, for example, in the fact that the
identity of an influential ecclesiastical
dignitary did not automatically guar-
antee a positive evaluation of his figure
within the iconographic program of the
portal. To the right of Christ, who domi-
nates the image of the Last Judgement in
the portal’s tympanum, we can see the
Pope, leading the crowd of believers to
heaven. He can be clearly identified by
the tiara. On the opposite side, however,
among the damned in the open mouth of
Leviathan, we also find a figure wearing
a bishop’s mitre. This motif may have
called into question or relativized the
significance of clerical authority in the
eyes of the wider public. Such doubts
were certainly not just a local matter, as
they were connected with the then com-
plex ecclesiastical-political situation. The
complicated relations that resulted from
the papal schism did not avoid KoSice.
The city cooperated closely with King
Sigismund, who favoured Antipope John
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XXIIL but also with his rival Pope Boni-
face IX, who in 1402 issued an indulgence
to support the building of a local parish
church.* However, the administrator of
the parish church, Stephanus de Case-
da, who was elected by the townspeople,
asked Pope Boniface IX to restrict the
Franciscans from operating in this very
temple. The Pope, who otherwise sup-
ported the Franciscans, granted the re-
quest in a letter written on 9 March 1402.

The tensions between the religious
and political dimensions of identity were
also reflected in the differences between
the otherwise stylistically related portals
of the parish and Franciscan churches
in Kosice (fig. 2). Both portals were cre-
ated at approximately the same time
and in the same workshop, but ideolog-
ically there are a number of differences
between them. The author of the icono-
graphic programme of the parish church
took greater account of the complex
political situation associated with the
relationship of the emperor to papal au-
thority at the time of the schism. The ico-
nography of this work is therefore much
richer in its motifs and more theological-
ly sophisticated than that of his Francis-
can counterpart, which concentrates on
the narration of the story of Jesus Christ.
In the parish church, sophisticated sote-
riological and eschatological moments
are added, expressed especially by the
aforementioned image of the Last Judge-
ment in the tympanum and the thieves at
Christ’s sides in the Crucifixion scene at
the top of the stepped gable of the portal.
However, the view of Christ is not only
expressed here by the depiction of bibli-
cal themes, but is further differentiated

and modified within the story of the
royal saint, the Hungarian princess and
landgravine Elizabeth of Hungary (or
Elisabeth of Thuringia), depicted in the
two marginal reliefs of the stepped su-
perstructure. Such enrichment of the ico-
nography is a consequence of the grow-
ing importance of visionary saints at the
time of the papal schism. Two important
visionary women, Saint Bridget of Swe-
den and Saint Catherine of Siena, direct-
ly influenced European politics at that
time. For both, the life of St Elizabeth
was a significant source of inspiration.’
St. Elizabeth was venerated by vari-
ous groups of Kosice inhabitants thanks
to her origins, in which it was possible
to identify the most important dynasties
across Europe. As a Hungarian prin-
cess, she could address both the native
Slovak and Hungarian speaking popu-
lation, and as a Thuringian landgravine
she could be interesting to German col-
onists. As the main patroness of the fu-
ture Kosice Cathedral, she also became
the patroness of the city. In this role, she
fulfilled an undoubtedly integrating role
for all those who lived in this city. Exter-
nally, she served as the main identifying
sign, especially for the wealthy classes of
the city, i.e. for the burghers, merchants
and craftsmen of Kosice. Internationally,
she became an important communica-
tion mediator in the network of devotees
of the holiness of one of the most impor-
tant medieval saints throughout Europe.
Her important role in visual culture
is already substantiated by the medieval
seal of the town, which bears her image
in the centre. The identity of the saint
also appealed to the poor layers of the

* Recently on the topic Tim Juckes, The Parish and Pilgrimage Church of St. Elizabeth in Kosice: Town,
Court and Architecture in Late Medieval Hungary, Architectura medii aevi, (Turnhout: Brepols, 2011).

> Maria H. Oen and Unn Falkeid, “Sanctity and Female Authorship: Birgitta of Sweden & Catherine
of Siena,” (2020), https://www.taylorfrancis.com/books/9780429351778.
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Fig. 3: Giovanni di Paolo: The Miraculous
Communion of Saint Catherine of Siena, after
1461, New York, The Metropolitan Museum of
Art, 32.100.95 (source: hitps:/[www.metmuseum.
org/art/collection/search/436511).

Kosice population because of her extraor-
dinary charity work, caring for the sick
in the original centre of her cult, Mar-
burg, where she founded a hospital.® The
iconography of the image of her care of
the sick was based on the beginning on
the visual tradition of the works of mer-
cy, which, based on Christ’s promise in
Matthew 25, linked the image of action
on behalf of the suffering with the prom-
ise of the Kingdom of Heaven. In Kosice,
this theme acquired a new relevance by
the fact that the depiction of the building
in which Elizabeth visits the sick may
have been reminiscent of a similar insti-
tution — a hospital operating right next to
the parish church. The individual scenes,
however, do not follow the traditional

Fig. 4: Vision of St. Elizabeth in the hospital,
Kosice, ca. 1474-1478 (source: author’s archive).

iconography of the works of mercy, but
are historically concretized and at the
same time radicalized to the point that a
certain ambivalence of the visual identity
of the saint can be seen in the reliefs of
the portal. On the right, that is, on the less
prominent side to Christ’s left, Elizabeth,
still as a landgravine (Hungarian prin-
cess) wearing a crown, arrives to pay a
visit to the hospital with her maidservant
(fig. 3). On the left, that is, on the more
honourable side to Christ’s right, she ap-
pears in simple attire and with no hesita-
tion approaches the pauper — for example,
she washes him with her own hands or
holds him in a position reminiscent of
the Pieta (fig. 4). This motif stems from a
radical reassessment of the identity of the
pauper, who is visually identified with
Christ here, for the Virgin Mary held her

¢ For more details, see: Ivan Gerat, Iconology of Charity. Medieval Legends of Saint Elizabeth in Central
Europe, ed. Barbara Baert, Art & Religion, (Leuven; Paris; Bristol: Peeters, 2020).
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son in a similar manner. The creators of
the portal perceived the similarity of
Christ’s suffering, expressed at the top of
the portal superstructure, with the suffer-
ing of a commoner. In a sense, a person on
the margins of society was thus accorded
a dignity based on his resemblance to the
suffering Saviour, Christ, the ever-living
Judge of all the living and the dead.

This radical approach is also reflected
in the image of Elizabeth’s husband, the
Thuringian Landgrave Louis (Ludwig),
who can be observed in the same relief
panel, lying in bed next to the cross. The
cross refers to the pauper whom his saint-
ly wife had previously placed in their
own matrimonial bed. The miraculous
transformation of the beggar into Christ
is also depicted, for example, in the co-
dex made for the double monastery of
the Franciscans and Poor Clares in Cesky
Krumlov, where Louis uncovers a blan-
ket to see Christ on the cross beneath it.
This image, however, lacks the intimate
closeness that characterises the KoSice
relief. Moreover, the cross in KoSice is
depicted between four roses. The roots
of the floral motif go back to the murals
in the choir of the church of Santa Ma-
ria Donnaregina in Naples. Within the
Elizabethan cycle, there is also a scene
that could represent the first image of a

miraculous transformation, be it in the
matrimonial bed or in Louis’ spiritual
eyes, as the texts of the legends state. This
interpretation, however, encounters sev-
eral ambiguities. For example, the cross
is missing from the bed, and even the
man with the pilgrim’s staff who stands
beside Elizabeth may not be clearly iden-
tified as her husband.® However, in the
Kosice portal, the crucial motifs are pres-
ent quite unambiguously — Louis under
the blanket, the flowers surrounding the
cross, the praying figure, and the angel in
the background between the couple.

The Hungarian princess and Land-
gravine of Thuringia, Elizabeth, is giv-
en special significance also on the main
altar of the parish church of which she
was the patroness (fig. 5). Her statue can
be seen there in the centre of the altar
retable alongside the biblical figures of
the Virgin Mary and Elizabeth, mother
of John the Baptist. These polychrome
woodcuts of noble forms in slightly larg-
er-than-life size can be, based on their
style, quite convincingly placed within
the oeuvre of Nicholas Gerhaert of Ley-
den, who worked in Vienna for Emper-
or Frederick III° Their figures against a
golden background represent the prom-
ise of heavenly splendour awaiting faith-
ful Christians.

7 Krumlov Codex, also called Liber depictus, now kept in Vienna, Osterreichische Nationalbibliothek,

Codex 370, fol. 93r.

8 Cf. Cathleen A. Fleck, “Blessed the Eyes That See Those Things You See”: The Trecento Choir
Frescoes at Santa Maria Donnaregina in Naples,” Zeitschrift fiir Kunstgeschichte 67, no. 2 (2004);
Cordelia Warr, “Der Freskenzyklus der heiligen Elisabeth von Ungarn in Santa Maria Donna
Regina in Naples,” in Elisabeth von Thiiringen — eine europiische Heilige. Aufsiitze, ed. Dieter Blume
and Matthias Werner (Petersberg: Imhof, 2007); Samantha Kelly, “Religious Patronage and Royal
Propaganda in Angevin Naples: Santa Maria Donna Regina in Context,” in The Church of Santa
Maria Donna Regina. Art, Iconography and Patronage in Fourteenth-Century Naples, ed. Janis Elliott and
Cordelia Warr (Aldershot/Burlington: Ashgate, 2004).

¢ Kaliopi Chamonikolasovd, “Recepcia diela Nicolausa Gerhaerta van Leyden na Slovensku v
poslednej tretine 15. storocia,” in Gotika. Dejiny slovenského vytvarného umenia, ed. Dusan Buran
(Bratislava: Slovenska narodna galéria, 2003). Robert Suckale, “The Central European Connections
of Matthias Corvinus’ Patronage of Late Gothic Art,” in Matthias Corvinus the King, ed. Péter
Farbaky and Andras Végh (Budapest: Budapesti Torténeti Muizeum, 2008).

Ivan GerAT: A Case Study of the Visual Cult of Saint Elizabeth in Kosice 19



The cycle of twelve paintings on the
open wings of the altar is dedicated to
the patron saint of the parish church.
The new iconographic motifs of these
paintings provide a number of clues for
a more precise definition of her iden-
tity. The cycle opens with two scenes
that point precisely to the transnational
span of the saint’s life, beginning with
her birth to the family of King Andrew
II of Hungary and continuing with her
departure as a little girl to Thuringia.

In addition to the saint, the other two
paintings present the unique point of
view of her husband, Louis. First, they
depict him observing his wife’s scan-
dalous care of the beggar in the castle
garden. Such an image of the landgrave
cannot be found elsewhere in Europe.
His extraordinary tolerance is explained
by the following painting, dedicated to
the miracle of the cross. The leper on the
marital bed was transformed into the
crucified Christ not only before the eyes
of the viewer, but especially before the
inner gaze of Louis, who was the only
one to kneel before this extraordinary
apparition. The two spouses are part of
a multi-figured scene, in the centre of
which is the bed on which the Crucified
One lies on a cross made of branches sur-
rounded by white and red roses. The mo-
tif of flowers within this scene continued
its journey north, still within the arch of
the Carpathians — it can be found as far
as in Bardejov, but is completely absent
from the most famous Elizabethan cycles
of the 15" century in the Baltic area, nei-
ther is there any trace of it in the life of
the saint depicted on the choir rail of the

church within the Hospital of the Holy
Spirit of Liibeck, nor in the Church of the
Holy Spirit in Tallinn.!

The next painting shows the transfor-
mation of Ludovit’s identity from a war-
rior crusader to a more subtle form. This
process was already significantly mani-
fested in the illuminations of the afore-
mentioned Krumlov Codex. Already at
this point Ludovit lost the essential at-
tributes of a crusader still present in the
earliest Marburg cycles from the life of
St. Elizabeth. While in the Marburg reli-
quary his crusading vow appears before
the relief depicting Louis’s departure for
the crusade, in Krumlov this theme is
completely absent. In the Marburg relief
of the farewell before his departure for
the crusade we see a determined warri-
or. In Kosice, he takes on the form of an
angel, whose pictorial execution in many
ways follows the radical discoveries of
the Dutch painters of the first half of
the 15" century. Louis’s face as he bids
farewell to Elizabeth on the main altar
in KosSice bears a striking resemblance to
one of the angels painted by Jan van Eyck
on the altar of the Adoration of the Mystic
Lamb in Saint Bavo’s Cathedral, Ghent.!!

In a number of paintings, Elizabeth’s
fundamental transformation into a vi-
sionary can be noted. The illusory space
of the painting made it possible to ex-
press different visions, but also different
ways of seeing. The Kosice paintings, for
example, provide a differentiated view of
the possibilities of encountering Christ.
On the one hand, they illustrate the idea
that Christ can be seen in the pauper. On
the opposite wing of the altar, however,

10 Ivan Gerat, Obrazové legendy sv. Alzbety: téma, médium a kontext, 1t ed. (Bratislava: Veda, 2009), 104-13.
! For a recent work on this topic, see: Wolfgang Kemp, “Realismus als Katalysator: der Genter Altar
— vom Bildsystem zum Gattungssystem,” in Zeitschrift fiir Kunstgeschichte 83 (2020), https://doi.

org/10.1515/ZKG-2020-4002.
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we also find a scene with a contradictory
meaning. Elizabeth’s encounter with the
ungrateful beggarwoman represents the
confrontation of two persons of a very
different social status and moral values
without any immediate supernatural in-
tervention. Unlike the Krumlov Codex, we
do not find in this painting the visionary
experience when the humbled saint saw
her heavenly bridegroom. The nuns, con-
fined in the Krumlov monastery, could
actually hardly encounter a beggar in
person. Visitors to the parish church in
Kosice, however, were oft exposed to
similar encounters, thus the altarpiece
may have influenced the everyday per-
ception of the identity of the ungrateful
almspeople, all the more so as it repre-
sents this Elizabeth’s encounter at the
church situated in the medieval city
square. People familiar with this paint-
ing could no longer mistake aggressive
beggary for Christ, for they saw a cru-
cial difference between the noble woman
and the covetous, bilious almswoman.
Not the beggarwoman, but the falling
Elizabeth resembles the suffering Christ.
The essential dimension of human iden-
tity, expressed in the biblical narrative of
man created in the image of God (Gen
1:26-27), was thus represented differen-
tially by the altar paintings. The vision
may have transformed the perception of
social identity, but not necessarily.

The iconographically innovative vi-
sionary paintings in KoSice may also

have been influenced by the popular-
ity of narratives celebrating Catherine
of Siena (1347, Siena — 1380), whose sto-
ry was in many ways related to that of
Elizabeth.”? At the time of the creation
of the Kosice high altar, her importance
was further increased by her recent can-
onization (1461). Her story was based on
similar spiritual inspirations. Raymond
of Capua, as Catherine’s spiritual guide
and hagiographer, recorded her life not
only on the basis of personal experience,
but also on the basis of the legend of Eliz-
abeth created by Dietrich (Theodoric)
of Apolda.”® Both authors were Domin-
icans. It may have been this order that,
having settled in Kosice at the end of the
13™ century (Dominicans are mentioned
in a document from 1303), brought the
reverence for Catherine and the story
of her life there. Their church from the
first third of the 14" century is the oldest
in the city.* A hundred and five KoSice
Dominicans studied at Italian universi-
ties between 1456 and 1500, each of them
for an average of 5 years.” Vavrinec of
Stropkov (Fra Lorenzo da Sztropko), pro-
fessor of theology, documented in Kosice
in 1468, copied the legend of St. Cathe-
rine directly in Siena.'® It is likely that his
knowledge of her life and cult contribut-
ed significantly to the conception of the
original depiction of St. Elizabeth’s life
on the high altar of the parish church.

A number of stimuli for the original
Kosice iconography could have been

12 Carolyn Muessig, George Ferzoco and Beverly Mayne Kienzle, A Companion to Catherine of Siena
(Leiden; Boston: Brill, 2012); André Vauchez, Catherine of Siena: A Life of Passion and Purpose (New

York: Paulist Press, 2018).

3 Raymond (of Capua), The Life of Saint Catherine of Siena, transl. George Lamb (Rockford: Harvill

Press, 1960).

4 Bibiana Pomfyova, “Dominikansky kostol v Kosiciach: niekol’ko poznamok k pretrvavajacim

dilemam,” Ars 55, no. 2 (2022).

15 Mattia Fehér, “I domenicani di Cassovia e I'Italia del quattrocento,” Corving, n. s. anno 6, no. 12

(1943), 604.

16 Fehér, “I domenicani di Casovia e 1'Italia del quattrocento,” p. 599.
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provided by images portraying Cathe-
rine’s life, for example those painted by
Giovanni di Paolo in connection with
her canonization.” His Miraculous Com-
munion of Saint Catherine of Siena’® con-
tains several motifs reminiscent of the
original composition of the KoSice altar-
piece, depicting Elizabeth’s prayer before
the altar in the Marburg hospital (figs. 6
and 7). Both compositions focus on the
dialogue of the saint, absorbed in prayer,
with the vision of Christ surrounded by
angels (in Kosice also with the crowned
Virgin Mary). Elizabeth fixes her gaze
longingly on him, Catherine even re-
ceives his body. In both paintings we also
see the priest in front of the altar, who has
no contact with the supernatural appari-
tion, for he pays attention to the liturgical
objects (the chalice) and pictures placed
on the altar communion table.
Iconographically — innovative, the
KoSice painting is an interesting social
document, illustrating the influence of
acknowledged visionary experiences on
the perception of identity and social roles
of individuals. In the earliest cycles from
the life of St. Elisabeth, located in Mar-
burg, clerical dominance is still evident.
Elizabeth kneels before Conrad of Mar-
burg as she receives her vestments from
him. In an illumination contained in
Liber depictus, the cleric Conrad flogs the
holy princess. In the Kosice painting of
Elizabeth’s vision, the anonymous priest
is unable to do anything similar not only
because he turns his back on the saint,
but mainly because Elizabeth, through
the vision, has direct contact with Christ,

who is the decisive object of worship as
well as the supreme source of authority.
Despite the fact that images of similar
visions had already appeared in paint-
ings of St Bridget of Sweden, the vision-
ary transformation of Elizabethan ico-
nography that took place in KoSice once
again did not manifest itself in the Bal-
tic space. In Liibeck, Elizabeth prays in
a church without any signs of visionary
experience. In Tallinn, Christ is present
only in the form of a work of art, not a vi-
sion. Giovanni di Paolo also created oth-
er paintings dedicated to the saint’s deep
mystical relationship with Christ. In one
of them, Catherine, levitating on a cloud,
exchanges hearts with Christ, depicted
against a gold background in the upper
left corner of the painting (The Metropol-
itan Museum of Art, 1997.117.3). In anoth-
er, we can see her in an interior, the up-
per part of which is entirely covered by
a vision of a large group of celestials as
she enters into marriage with Christ (The
Metropolitan Museum of Art, 1997.117.2).
Again, this is a group of motifs of Ital-
ian origin that permeated Elizabethan
iconography in Kosice, but did not affect
significant cycles in the Baltic area. Thus,
for example, the painting in Liibeck (c.
1440) represents only the prayer of the
saint before the altar, without any vision-
ary experience. In Tallinn, the Crucified
One appears in a similar scene, but only
as an image within the image, as the cru-
cifix on the altar. Again, then, this is not
an explicit representation of the saint’s
extraordinary spiritual experience, and
certainly not a contrast of her unique

17 Keith Christiansen, Laurence B. Kanter, and Carl Brandon Strehlke, eds., Painting in Renaissance

Siena (New York: Abrams, 1988), 218-39.

18 The Metropolitan Museum of Art, 32.100.95. Cf. Gregory Steven Waldrop, “Painting in the Priest:
Giovanni di Paolo’s ,Miraculous Communion of Saint Catherine of Siena’ and the Sacerdotal
Image” (Berkeley: Ph.D. University of California, 2009).
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spirituality with the priest’s focus on the
formal aspects of the liturgy.

Direct visionary contact with Christ,
the Virgin Mary and the saints can be
also observed in the image of Elizabeth'’s
death, which may have represented an
illustrious portrayal of the expectations
associated with the idea of a good death
for Christian believers. Elizabeth, as an
almost unattainable example of holi-
ness being accepted in heaven, could be
looked to by the faithful of KoSice in the
hope that she would help them reach a
similar goal.

The images from the life of Saint
Elizabeth expressed in a topical way the
multilayered view of man, firmly root-
ed in the centuries-long development
of the various cultures of the Mediter-
ranean area and Central Europe. The
new conception of the story of the saint
reflected the then transformations of her
perception in the urban space. These

transformations were rooted in the evo-
lution of mentalities, conditioned by a
number of circumstances. However, the
images were not just a reflection but also
became an active factor in shaping the
identity of the Christians of KoSice.
From the point of view of the historical
geography of art, these paintings point
above all to the lively cultural commu-
nication that took place between KoSice,
the key centres of the Danube region, es-
pecially Vienna, the Germanic lands, the
Hanseatic cities on the shores of the Bath
Sea, and last but not least the religious
and commercial centres in the territo-
ry of present-day Italy. KoSice was not a
passive recipient of impulses from these
areas, but also an an active agent capable
of transforming existing solutions into
original forms. In this sense, it was clear-
ly one of the most important cultural cen-
tres of the geographical area between the
Adriatic and the Carpathian Mountains.
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DANKO SOUREK*

Emerik Esterhazy and the Croatian
Artistic Heritage™

Imrich Esterhdzi a chorvatske umelecké dedi¢stvo / Emerik Esterhdzy
i hrvatsko umjetnicko nasljede

Kao biskup u Viicu, Zagrebu i Veszprému, a naposljetku kao nadbiskup Ostrogona, sa sjediStem
u PoZunu, Emerik Esterhdzy (Nové Mesto nad Vidhom / Vigiijhely, 1665. — Bratislava / Pozun /
Pozsony, 1745.) povezao je umjetnicke bastine Slovacke, Madarske i Hrvatske. Iako ¢e vrhunac
Esterhdzyjeva pokroviteljstva biti obiljezen plodonosnom suradnjom s kiparom Georgom
Raphaelom Donnerom, koja se odvijala u Bratislavi (rezultirajuéi kiparskim djelima u crkvi sv.
Martina), njegova visoka umjetnicka kultura ostavila je znacajan trag i na podrucju povijesne
Zagrebacke biskupije. Uz narudzbe za nekoliko izvanrednih zlatarskih radova, tu se ubrajaju
i iznimna ostvarenja poput srebrnoga antependija za glavni oltar katedrale ili mramornoga
oltara sv. Ignacija Loyolskog u nekadasnjoj isusovackoj crkvi u Zagrebu. Njegove zasluge za
pavlinski red, kojemu je pripadao, ovjekovjecene su freskama s portretima u blagovaonici i
knjiznici pavlinskog samostana u Lepoglavi.

Kljuéne rijec¢i: Emerik Esterhdzy, Zagreb, barok, naruciteljstvo, portreti

merik Esterhazy de Galantha (Beck-

ov; Nové Mesto nad Vahom district;
Hungarian: Vagujhely; German: Neu-
stadt an der Waag, 1663/1664 — Bratisla-
va; Croatian: Pozun; Hungarian: Pozso-
ny; German: Pressburg, 1745) was a
high prelate who, through his life path
and the services he held, belongs to the
heritage of the historical Kingdom of

Hungary, thus representing yet another
of the numerous links between Slovakia
and Croatia as well. From his rich biog-
raphy, here it is possible to recall only
a few of the most important moments.'
As a descendant of a famous noble fam-
ily, he joined the Pauline order in 1680,
and went to study in Wiener Neustadt
and Rome. He was ordained a priest in

* Danko Sourek, PhD, Assistant Professor, University of Zagreb, Faculty of Humanities and Social
Sciences, Department of Art History, Zagreb (Republik of Croatia).

** This paper was supported by the Croatian Science Foundation under the project Patterns of
Patronage. Commissioners, Artists and Public in Zagreb in 17" and long 18" century, [IP-2022-10-3190].

! For a recent and thorough review of historiographical sources on the life and work of Emerik
Esterhazy, cf. Katarina Orviska, “Imrich Esterhazy a jeho historiografia pri vyskume dejin umenia,”
Ars 55, no. 2 (2022): 169-181. In Croatian historiography, the most important contributions to
Esterhazy’s biography to this day remain the contributions by Janko Barle (“Biskup zagrebacki grof
Mirko Esterhdzy,” Katolicki list 59, no. 35 (1908): 423-25; no. 36 (1908): 439-41; no. 37 (1908): 449-451;
no. 38 (1908): 462—64; no. 39 (1908): 472-75) i Ante Sekuli¢, e.g. Remete: Pavlini u Hrvatskoj (Krs¢anska
sadasnjost, 1986), 96-98; “Mirko Esterhazy 1708-1722,” in Zagrebacki biskupi i nadbiskupi, ed. Franko
Mirogevié (Zagreb: Skolska knjiga, 1995), 382-91; “Emerik Esterhdzy,” in Hroatski biografski leksikon,
IV. ed. Trpimir Macan (Zagreb: Leksikografski zavod “Miroslav Krleza”, 1998), 90-92.
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1688, and subsequently held a number
of important positions within his order:
he taught philosophy at the Pauline Uni-
versity in Lepoglava (Croatia), and the-
ology at the one in Trnava (Slovakia); in
1696 he became the general secretary (at
the same time the vicar, and — from 1700
— the prior of the monastery in Remete
near Zagreb), and in 1701 the vicar of the
Croatian-Slavonian Pauline province.
Finally, in 1702, he was elected superi-
or (general) of the Order, whose seat he
transferred to the Lepoglava monastery.
He was appointed Bishop of Vac in 1706,
and was Bishop of Zagreb between 1708
and 1723. During the latter service, as
deputy to the absent Croatian Ban (Vice-
roy) Ivan Palffy (reigned 1704-1732), in
1712 he convened the Parliament of the
Kingdom (Sabor) which adopted the so
called Croatian Pragmatic Sanction, i.e. rec-
ognized the right of inheritance to female
members of the House of Habsburg (thus
contributing to Maria Theresa’s acces-
sion to the Hungarian-Croatian throne).
As early as 1714, he became a privy royal
advisor, and soon (1715) received the ti-
tle of count. He permanently left Zagreb
and Croatia in 1723, becoming Bishop of
Veszprém (also Chancellor of the Hun-
garian Court Chancellery in Vienna),
and in 1725 was appointed Archbishop
of Esztergom and Primate of Hungary.
He died in Bratislava, on 6 October 1745,
and was buried in the Chapel of St. John
the Merciful, which he himself had built
next to the Church of St. Martin.

In addition to all the above-mentioned
services, history (or rather, art history)
remembered Emerik Esterhazy as an im-
portant art commissioner and donor, pri-
marily during the period in which - as

the Archbishop of Esztergom residing
in Bratislava — he supported the work
of the young sculptor Georg Raphael
Donner (Vienna, 1693-1741). Esterhazy’s
generosity as was highlighted already
by his contemporaries: for example, in
the dedication of the book by the Croa-
tian Pauline monk and historian Nikola
Benger (KriZevci, 1695 — Lepoglava, 1766),
Annalium eremi-coenobiticorum ordinis frat-
rum evemitarum sancti Pauli primi eremitae
(Bratislava, 1743), the then general of the
Order Andrija Muzar extensively reflects
on it. In addition to commissions in Za-
greb, PoZega, and Veszprém he also lists
important monuments of Slovak Baroque
heritage: the marble chapel and altar of
St. John the Merciful next to the Brati-
slava Church of St. Martin (and a silver
casket made in Leipzig for the saint’s
relics); the magnificent high altar in the
same church; the chapel (with altar and
wall paintings) for the miraculous image
of the Blessed Virgin in the Cathedral in
Trnava; the monasteries and churches of
the Elizabethans and Capuchins in Brati-
slava; the Ursuline monastery, as well as
the main altar of the Franciscan church in
the same city. A separate section is ded-
icated to the Pauline communities, and
in addition to the gifts for the Croatian
monastery of Remete and the renovation
of the church destroyed in the fire in Bon-
dorf (in the German province of the Or-
der), there is also mention of the high al-
tar and the brass bell of the church in the
Slovak Marijanka (Maria Thall), as well
as the newly built monastery and church
in Sastin-StraZe, to which Esterhazy do-
nated six silver candlesticks, a crucifix, a
lamp, two censers, a pair of chalices, a ci-
borium, and a monstrance.? (Appendix 1)

2 Nikola Benger, ANNALIUM EREMI-COENOBITICORUM ORDINIS FRATRUM EREMITARUM
S. PAULI PRIMI EREMITAE VOLUMEN SECUNDUM (Impressum POSONII: Typis Haeredum
Royenianorum Anné Domini MDCCXLIIL. [1743]), s.p.
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The reputation of a great commis-
sioner, early acquired in Croatian histo-
riography,® Emerik Esterhazy certainly
owes to his younger contemporary, the
Zagreb canon Toma Kovacevi¢ (Krizevci,
1664 — Zagreb, 1724), whose biographical
work — although without direct mention
—was used by historians from the late 19*
and early 20" centuries (Ivan Kukuljevi¢
Sakcinski, Ivan Kirstitelj Tkalc¢i¢, Janko
Barle).* In addition to his other manu-
scripts, during the first quarter of the 18"
century Kovacevi¢ compiled biographies
of famous Zagreb bishops and canons,’
of which Esterhazy’s was later published
in print, in the fifth volume of the exten-
sive work Illyricum sacrum (Venice, 1775)
dedicated to the history of the Zadar

Archdiocese and the Zagreb Diocese (Ap-
pendix 2).° Kovacevi¢ devoted an exten-
sive paragraph of his text to Esterhazy’s
Croatian donations (describing them
more carefully than MuZar), emphasizing
the fact that they were mostly made dur-
ing his stay outside Zagreb (mainly in Vi-
enna), and thus “the Zagreb church benefited
more from the bishop’s absence than it could
have hoped for in his presence.”” With these
generous deeds — the writer reports — the
bishop wanted to inherit his predecessors
and instigate his successors.

Refering the luxurious mantle (plu-
viale), chasuble with four dalmatics and
an antependium,® Toma Kovacevi¢ pays
special attention to the goldsmith’s works
acquired through the bishop’s generosity,

* Already Janko Barle (1908) states: “Bishop Esterhdzy was a great benefactor of individual churches and
monasteries. During his episcopate, he acquired a wealth of church accessories and vestments, which are
distinguished not only by their artistic value, but are a great proof of his fine taste and knowledge of art. [...]
The sacred accessories of our cathedral surpass in their preciousness everything else that Esterhdzy gave
them. “ Barle, “Biskup zagrebacki,”450-51. The artistic excellence of his commissions — in the broad
panorama of the Baroque heritage of continental Croatia - is repeatedly emphasized by Andela
Horvat (1982). Cf. Andela Horvat, “Barok u kontinentalnoj Hrvatskoj,” in Andela Horvat, Radmila
Matejci¢, Kruno Prijatelj, Barok u Hrvatskoj (Zagreb: Sveucilisna naklada Liber, Odjel za povijest
umjetnosti Centra za povijesne znanosti, Drustvo povjesnicara umjetnosti Hrvatske, 1982),

179, 183. Also, cf. Sekuli¢, “Mirko Esterhdzy,” 388—89; Arijana Koprcina, “Zlatarstvo i zlatarske
narudzbe u kontekstu hrvatsko-madarskog kulturnog i politickog prozimanja,” in Ars et virtus.
Hrovatska — Madarska: 800 godina zajednicke kulturne bastine, eds. Marina Bagaric et al. (Zagreb i

Budimpest: Galerija Klovicevi dvori, 2020), 162.

IS

Cf. Ivan Kukuljevi¢ Sakcinski, Prvostolna crkva zagrebacka. Opisana s gledista povjestnice, umjetnosti

i starinah (Zagreb: Tiskom Narodne tiskare Dra. Ljudevita Gaja, 1856); Ivan Krstitelj Tkalc¢i¢,
Prvostolna crkva zagrebacka nekoc i sada (Zagreb: Knjigotiskara Karla Albrechta, 1885); Barle, “Biskup

zagrebacki”.

o

Zagreb, Archives of the Croatian Academy of Sciences and Arts (Arhiv Hrvatske akademije

znanosti i umjetnosti), Catalogus praesulum Zagrabiensium (sign. I d 219, Il a 70, I1I d 132); Sequitur
catalogus regulatus demortuorum canonicorum Zagrabiensium (sign. 11 d 214, 11 d 216, 11 d 217).

o

Daniele Farlati, ILLYRICI SACRI TOMUS QUINTUS. ECCLESIA JADERTINA CUM

SUFFRAGANEIS, ET ECCLESIA ZAGRABIENSIS, VENETIIS, MDCCLXXV. [1775], APUD

SEBASTIANUM COLET]I, 598.

~

“Denique id libenter fatemur, quod Ecclesia nostra plus utilitatis ex absentia sui Antistitis

vetulerit, quam praesente sperare poterat.” Farlati, ILLYRICI SACRI, 598.

®

The treasury of the Zagreb Cathedral still holds a pluvial and chasuble made of white silk damask,

a gift from Bishop Esterhazy, which were used in Corpus Christi processions, and parts of the
conventual vestments are also considered to be his gifts, as well as a group of vestments made
“from the most precious silk, silver and gold brocades from Lyon [...] and other French manufactures.”

Danko Sourek: Emerik Esterhdzy and the Croatian Artistic Heritage

Zdenka Munk, “Tekstilne dragocjenosti iz katedralne riznice,” in Riznica zagrebacke katedrale, ed.

Zdenka Munk (Zagreb: MTM, 1987 [1983]), 100, 41-144 (cat. 38T, 59T-64T). The author assumes that
the gift of Emerik Esterhdzy also included the tapestries from the cycle of months, with grotesque
and architectural perspectives, deriving from the manufactory of the French master Charles Mitté
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which are still kept in the treasury of the
Zagreb Cathedral. He mentions an ex-
traordinary chalice made of pure gold and
decorated with “countless” jewels, which
Esterhazy acquired in Vienna in 1720,
and was made so skillfully that its fame
soon spread throughout the city so that
the emperor (Charles VI) himself, and his
courtiers, wanted to see it. Together with
the silver plate (patena), it weighed two
and a half kilograms, and its price was
an almost incredible 6,430 florins.’ [Fig.
1] Kovacevi¢ then features the precious
small silver chest (Tomb of Christ), which
cost 3,000 florins. The chronographic in-
scription on the lid determines the year
of its creation as 1722, and based on the
goldsmith’s mark of the city of Vien-
na and the engraved initials “FIW”, Ivo
Lenti¢ (1987) attributed it to the Viennese
goldsmith Franz Joseph Weikart (Weich-
ardt).”” The casket, inside which a symbol-
ic silver heart is stored, was used in the
Zagreb cathedral during the Holy Week
devotions when it was displayed inside

Figure 1: Viennese goldsmith, Chalice, 1720,
Zagreb, Cathedral Treasury (photo: Klovicevi dvori
Gallery, Zagreb).

the Holy Sepulchre. [Fig. 2] The bishop’s
gift was also a splendid gilded ciborium

(17*/18™ century). Cf. Munk, “Tekstilne dragocjenosti,” 100, 140 (cat. 31T). However, it seems that
the latter tapestries — as a royal gift — arrived in Zagreb somewhat later, probably during the time
of Bishop Franjo Thauszy (1751-1769). Cf. Sanja Cvetni¢, “Charles Mité (Mitté). Arazzi del Tesoro del
Duomo di Zagabria, Prospettive su disegni di Francesco Galli Bibiena (?), 1710. ca.,” in I Bibiena, una
famiglia europea, ed. Deanna Lenzi, Jadranka Bentini (Marsilio, 2000), 425-27 (cat. 137 a, b, ¢); Sanja
Cvetni¢, “Tapiserije “Mjeseci s groteskama i arhitektosnkim perspektivama’ u Riznici zagrebacke
katedrale,” Tkal¢ié¢: Godisnjak Drustva za povjesnicu Zagrebacke nadbiskupije 5 (2001): 305-15.

° Cf. Tkalci¢, Prvostolna crkva, 118; Barle, “Biskup zagrebacki,” 451; Cf. also: Horvat, “Barok u
kontinentalnoj Hrvatskoj,” 278-279; Ivo Lenti¢, “Predmeti od metala u riznici zagrebacke
katedrale,” in Riznica zagrebacke katedrale, ed. Zdenka Munk (Zagreb: MTM, 1987 [1983]), 195 (cat.
91M; gold, embossed, decorated with diamonds; chalice: height 27 cm, base diameter 16.3 cm; plate
diameter 18 cm). Relief on the inside of the base depicts St. Stephen the King and the year (1720) is
revealed by a chronographic inscription: “ME Deo ConseCro EX VoTO PERPETVO”.

10 The silver chest of the Holy Sepulchre from 1722 was already mentioned by Ivan Kukuljevi¢
Sakcinski (1856), who cites the inscription on its lid: “THESAVRVs AMANTER IN CorDE / FLAGRANTI
sePVLTVs”. On the occasion of the exhibition The Treasury of the Zagreb Cathedral (Riznica
zagrebacke katedrale), held at the Zagreb Museum of Arts and Crafts in 1971, Ivan Bach — based
on the Vienna city stamp and the master’s initials “F I / W” — attributed the work to the goldsmith
Franz Laner von Waldberg, while Ivo Lenti¢ (1987) presented the attribution to Franz Joseph
Weikart (Weichardt). Cf. Kukuljevi¢ Sakcinski, Prvostolna crkva, 56-57; Tkal¢i¢, Prvostolna crkva,
117; Barle, “Biskup zagrebacki,” 451; Lenti¢, “Predmeti od metala,” 196 (cat. 94M; casket: gilt,
embossed and engraved silver with gem decorations, 14.6 x 36.6 x 23.5 cm; heart: gold decorated
with diamonds, 17 x 12 cm). The latter author states by mistake that the chronograph on the inside
of the lid reveals the year 1721. The assumption about Von Waldberg is also conveyed by Andela

Horvat, “Barok u kontinentalnoj Hrvatskoj,” 286.
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(1962-1965).2 The author
states that the reader
must admire the bishop’s
generosity, as well as the
extraordinary conception
of the scenes presented:
in the center of a large
plate — he continues — one
can observe the hut of St.
Joseph who is hammering
stakes for a fence, admir-
ing the boy Jesus who is
hammering them into
the ground with a mallet
(which he originally held
in his right hand), while
three angels help them
in their effort. On the left
side, the Blessed Virgin

Figure 2: Franz Joseph Weikart, Thumba (the casket of the Holy
Sepulchre), 1722, Zagreb, Cathedral Treasury (photo: Klovicevi dvori

Gallery, Zagreb).

decorated with depictions of the Easter
mysteries and countless precious pearls. It
cost as much as 3,700 Rhine florins, and
according to the chronographic inscrip-
tion, was made in the same year, 1722. As
with the previous examples, its manufac-
ture is associated with one of the Vien-
nese goldsmith’s workshops."

Kovacevi¢ devotes the largest part of
the aforementioned passage to the de-
scription of the silver antependium that
Bishop Esterhdzy commissioned in 1721.
Today it adorns the table (mensa) of the
high altar of the Zagreb cathedral, in-
stalled after the Second Vatican Council

is shown sewing under a
leafy oak tree crown filled
with acorns. The side pan-
els depict the holy Hun-
garian kings Stephen and Ladislas (after
the victory over the Cumans), who, hum-
bly bowing, present their crowns to the
Virgin Mary and the Holy Trinity, respec-
tively. Kovacevi¢ finally states that the
entire antependium cost as much as 8,000
florins. Based on the Vienna city stamp
and the initials “CGM”, Ivan Bach (1957)
attributed this impressive work to the Vi-
ennese goldsmith Caspar Georg Meichl,
who would later (1728), also for Emerik
Esterhazy, make a golden monstrance
(ostensorium), stored in the treasury of
the Esztergom cathedral.® With its elab-
orate figural scenes, scale and the sheer

" The ciborium bears a chronographic inscription: “CIborIl spLenDore ornaVIt sponsaM / praesVL
elVs zagrablensls”, and its cup is decorated with six reliefs from the Passion of Christ. Cf. Tkalci¢,
Prvostolna crkva, 119; Barle, “Biskup zagrebacki,” 451; Lenti¢, “Predmeti od metala,” 195-96
(cat. 93M; silver, gilded, embossed, decorated with gems, garnets and peatrls, height 47 cm, base
diameter 18.5 cm, cup diameter 15.4 cm). Cf. also: Horvat, “Barok u kontinentalnoj Hrvatskoj,” 283.

12 Cf. Antun Ivandija, Zagrebacka katedrala (vodic), trece izdanje (Zagreb: Nadbiskupski duhovni stol,

Glas koncila, 1989), 35-36.

3 Cf. Kukuljevi¢ Sakcinski, Prvostolna crkva, 53; Tkal¢i¢, Prvostolna crkva, 122-23; Barle, “Biskup
zagrebacki,” 451; Ivan Bach, “Tri rada stranih umjetnika u Hrvatskoj,” Peristil 2 (1957), 201-2,
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Figures 3-5: Caspar Georg Meichel, Antependium, 1721, Zagreb, cathedral, high altar (photo: D. Sourek).
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amount of silver used, the Zagreb altar-
piece remains an exceptional achieve-
ment not only within Meichl’s oeuvre,
but also within Viennese goldsmith pro-
duction of the 18" century. [Figs. 3, 4, 5]
Excluding other donations (such as
recorded commissions of various par-
aments from Viennese weaving work-
shops),* Emerik Esterhazy spent over
20,000 florins on the embellishment of
the Zagreb cathedral. In addition, Toma
Kovacevi¢ also mentions the — unfortu-
nately lost — high altar of the Franciscan
church in Pozega,”® as well as the altar
dedicated to St. Catherine of Bologna in
the (later demolished) church of the Poor
Clares in Gradec (Zagreb)."® Gifts intend-
ed for the Pauline church of the Blessed
Virgin Mary in Remete near Zagreb were
also lost, and — in addition to monetary
donations to the Zagreb shrine of St.
Francis Xavier — our attention is drawn
to Kovacevi¢'s report about the bishop’s
intention to contribute to the beauty of
his church (i.e. the Zagreb cathedral) by

commissioning four large silver statues.
We read that their designs had already
been made and sent (unfortunately, to
an unnamed master), but the order was
thwarted by the large costs associated
with the Parliament that sat in Bratisla-
va. This was probably the session of the
Hungarian-Croatian Parliament held
between 1722 and 1723, on the eve of
Esterhazy’s appointment as Bishop of
Veszprém and his final departure from
Zagreb. The question of the potential au-
thor (Caspar Georg Meichl?), as well as
the iconography of the four sculptures,
remains open, but if — as Kovacevi¢ had
hoped - they had been executed, Croa-
tian baroque heritage would have been
enriched by a precious and unusual en-
semble, the artistic excellence of which
would certainly not have lagged behind
other commissions by this patron of re-
fined taste.

The last (and probably most famous)
Esterhazy’s contribution to Croatian ar-
tistic heritage, the altar of St. Ignatius of

table: XLIV, XLV; Lenti¢, “Predmeti od metala,” 195 (cat. 92M; silver, partly gilded, embossed,
cast and chiseled, on a soft wooden base; middle part: 87 x 354.5 cm; left part: 88 x 104 cm; right
part: 87 x 105.5 cm). Cf. also: Horvat, “Barok u kontinentalnoj Hrvatskoj,” 270. For the Esztergom
monstrance, cf. e.g. Pal Cséfalvay, Esztergom: The Cathedral, The Treasury and The Castle Museum
(Budapest: Helikon Publishing House, 2011), 50-51.

4 This aspect of Esterhazy’s commission is evidenced by the bishop’s correspondence, which is
reported by Janko Barle (1908). The Viennese embroiderer (Stickherr) Jakob Heno is mentioned by

name. Cf. Barle, “Biskup zagrebacki,” 462.

5 The description of the high altar of the Franciscan Church of the Holy Spirit in Pozega — which
was destroyed by fire in 1842 — was recorded in the protocol of the canonical visitation conducted
in 1730: it was wooden, painted and gilded, and marked with the coat of arms of the donor and the
inscription “E.E.E.Z.” (Emericus Esterhizy episcopus zagrabiensis). In addition to images of the Holy
Spirit and All Saints, it contained statues of Saints Stephen the King, John of Nepomuk, Emeric
and Florian in the upper part, and Peter the Apostle, Clare, Anne and Pascal in the lower part. Cf.
Paskal Cvekan, PoZeski franjevci i njihovo djelovanje (Slavonska Pozega: P. Cvekan, 1983), 95, 101.

!¢ The Poor Clares’ monastery in Zagreb’s Gradec (founded in 1647) was abolished during the
reforms of Emperor and King Joseph II in 1782. The monastery building then served various
purposes, and today it houses the Zagreb City Museum. The Church of the Holy Trinity (which
also housed the altar of St. Catherine of Bologna) was demolished after 1820, and a classicist palace
was built in its place (1838) (from 1845 called Narodni dom). Cf. Lelja Dobroni¢, Slobodni i kraljevski

grad Zagreb (Skolska knjiga, 1991), 84-86.

17 Cf. Istvan M. Szijartd, “The Diet: The Estates of the Parliament of Hungary, 1708-1792,” in
Biindnispartner und Konkurrenten der Landesfiirsten? Die Stinde in der Habsburgermonarchie, ed.
Gerhard Ammerer et al. (Wien: Bohlau, 2007), 125.
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Loyola in the former Jesuit church of St.
Catherine of Alexandria in Zagreb Gra-
dec (1727-1729), was created after his ap-
pointment as Archbishop of Esztergom.
Although, as already mentioned, Toma
Kovacevi¢ writes about monetary do-
nations for the decoration of the Jesuit
church of St. Francis Xavier (once in the
vicinity of Zagreb), he does not mention
this donation (which indicates that he
completed the bishop’s biography in pre-
vious years). However, Andrija Muzar
highlights the elegant marble altar of
the Holy Patriarch Ignatius. The altar was
erected in a chapel that Esterhazy already
had decorated with stucco while he was
bishop of Zagreb (1713),'® and it was made
by the Ljubljana sculptor of Venetian ori-
gin, Francesco Robba (Venice, 1698 — Za-
greb, 1757) [Fig. 6] In addition to the
donor’s coat of arms placed in the upper
zone, it is adorned with marble statues
of the Holy Trinity, Saints Francis Xavier
and Francis Regis, and smaller sculptures
of angels and the Virgin and Child (the
latter is now stored in the church'’s sacris-
ty). The Austrian art historian Erica Tiet-
ze-Conrat attributed (1905) the Zagreb al-
tar of St. Ignatius to Georg Rafael Donner,
considering it — moreover — the sculptor’s
first work for a client who would play an
important role in his artistic career.® Al-
though it soon became clear that the altar
was made by Francesco Robba,* a valua-
ble contribution by Tietze-Conrat remains

/A CEE |
Figure 6: Francesco Robba, Altar of St. Ignatius of

Loyola, 1727-1729, Zagreb (Gradec), church of St.
Catherine of Alexandria (photo: M. Braun).

the letter published by her, sent — on the
occasion of Christmas 1729 — to Archbish-
op Esterhazy by the rector of the Zagreb
Jesuit college, Fraciscus Xaverius Barci. In
it, Barci praises the newly erected altar,
stating that nothing like it has yet been seen
in the Kingdom of Croatia, concluding his re-
port with the mention of the archbishop’s

18 Cf. Miroslav Vanino, Isusovci i Hrvatski narod 1. Rad u XV stolje¢u: Zagrebacki kolegij (Zagreb:
Filozofsko-teoloski institut Druzbe Isusove, 1969), 473-474.

9 Cf. Matej Klemenci¢, Francesco Robba (1698—1757): Beneski kipar in arhitekt v barocni Ljubljani
(Maribor: Umetniski kabinet Primoz Premzl, 2013), 74-77, 269-70 (cat. A15).

20 Cf. Erica Tietze-Conrat, “Unbekannte Werke von G. R. Donner,” Jahrbuch der k. k. Zentral-Kommission
fiir Erforschung und Erhaltung der Kunst-, und historische Denkmale n.s. 111, no. 2 (1905): 228-37.

2 Cf. Viktor Hoffiler, “Radnje ljubljanskoga kipara Franje Robbe u Zagrebu,” Vjesnik Hrvatskoga
arheoloskoga drustva n.s. XIV (1919): 205-35. Erica Tietze-Conrat attributed to Donner some other
works in Zagreb as well (marble altars of St. Emeric, St. Jerome and St. Francis of Assisi, originally
in the Zagreb cathedral), but these attributions did not hold up either.
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Figure 7: Personifications of Upper Hungary and Croatia with the coat of arms of Emerik Esterhdzy, 1726,

L B

Zagreb (Gradec), Church of St. Catherine of Alexandria, Chapel of St. Ignatius of Loyola (photo: M. Braun).

coat of arms made of white Carrara mar-
ble, as an eternal monument to the most ex-
alted patron.”® Even earlier (in 1726), Ester-
hazy’s coat of arms executed in stucco
accompanied by dedicatory inscription
(“Cesi[ssilm[us] R[everendissilm[us] /

S. R. I Princeps / Emerficus] e Comliti-
bus] ESZTERHAZY / Archi-Ep[iscopus]
Strigoniensis”) was made upon the arch
above the entrance, and its composition
is completed by two female figures hold-
ing the coats of arms of Upper Hungary

2 “Ut Natus Redemptot, et Coelites, tam publico Ecclesiae, Patriaeque Bono, quam peculiari Societatis Nostrae
praesidio, diu servent incolumem Celsitud([ilnem V]est]ram, ego indesinenter, et oro, et precabor constanter
cum toto hoc Collegio Zagrablien]si. Fruimur modo magnifico Altari, quod Divo Parenti nostro Ignatio in
Capella Esterhasiana Ecclesiae nostrae erectum stat; et tam eleganti suae rarae formae venustate, beneque
perpolliti marmoris italici varietate, ad sui spectaculum, admirationem, et approbationem Intuentium oculos,
et linguas attrahere cum gaudio spectamus: Laetamur simul, proposito hoc quasi exemplo, cui par Regnum
Croatiae nondum spectavit: alios quoque DD. Capitulares excitatos, animatosque certatim Artificem nostrum
obarrhasse; ut cumulato labore decorem Domus Dei augeat, quatuor aliis novis marmoreis Altaribus in
templo Cathedrali S. Stephani elaborandis obligatus. Opus, quod Gloriae Ignatianae erectum est, Simul
perenni monimento Cels[issi]mi Archipraesulis Patroni nostri Insignibus in candidissimo Carrariensi
marmore elaboratis, invertice collocatis, ornatum est: Cuius gratiosissimo favori, et munificentiae ut
idipsum gratumque, ratumgque perennet, quod factum est, demississimo obsequio vovemus. Ulterius
veteri benevolentia, Gratiae, et Protectioni assiduae Celsit[u]dini V[est]rae me, et Collegium hoc impense
commendo: quam profundissima reverentia veneror, et maneo. Cel[e]stit[u]d[i]nis V[est]rae R[e]v[eren]d[is]
s[ilmae Zagrabiae 17. Dec. 1729. Humil[issi]Jmus Dev[otissi]mus et Obs|e]q[uis]s[i]mus Servus Franciscus
Xav. Barci S. ].” Tietze-Conrat, “Unbekannte Werke,” 229.

2

15}

Cf. Lelja Dobroni¢, “Crkva Sv. Katarine u Zagrebu i hrvatsko plemstvo,” Tkal¢i¢: Godisnjak Drustva

za povjesnicu Zagrebacke nadbiskupije 4 (2000), 416. For information on the stucco work in the

former Jesuit church in Zagreb’s Gradec, cf. Mirjana Repani¢-Braun, “Slikarstvo, Stukature i djela
umjetnickog obrta,” in Katarina Horvat-Levaj, Doris Baricevi¢, Mirjana Repani¢-Braun, Akademska
crkva sv. Katarine u Zagrebu (Zagreb: Institut za povijest umjetnosti, 2011), 249-83.
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and Croatia:*® personifications of Es-
terhazy’s two homelands.* [Fig. 7]

A separate group of works of
art associated with Emerik Ester-
hazy is presented by his portraits,
preserved in Croatian collections.
Among them, the one from the Za-
greb (arch)bishop’s palace stands
out,® depicting the bishop with a
moustache. Janko Barle (1908) states
that he wore them in accordance
with Croatian custom, and it is
certain that later — as the archbish-
op of Esztergom — he shaved them
off. It is also certain that all subse-
quent bishops of Zagreb would be
depicted completely beardless in
their portraits.” [Fig. 8] It seems that
Emerik Esterhazy is also depicted
with his characteristic moustache
on an engraving frontispiece of the
book of Croatian sermons dedicat-

ed to him (as tI}e dvonor of edition) Figure 8: Unknown painter, Emerik Esterhizy, 1708—
by the Capuchin Stefan Zagrebac 1753 (after 1725/17277), Zagreb, Archbishop’s Palace
(Matija Markovi¢; Zagreb, 1669— (source: Zagrebacki biskupi i nadbiskupi, ed. Franko
1742), printed in Zagreb in 1715 Mirosevic, Zagreb: Skolska knjiga, 1995).

# Reflecting on Esterhazy’s stay in Zagreb, Andrija Lukinovi¢ (1995) states the following: “Throughout
his entire episcopate, and even after he became the Primate of Esztergom, he treated Croatia

with a truly friendly attitude, considering it his second homeland. “ Andrija Lukinovi¢, Zagreb —
devetstoljetna biskupija (Glas Koncila, 1995), 233. In addition, on the occasion of the division of the
Croatian and Hungarian Paulines, Emerik Esterhazy was (on October 25, 1700) formally accepted
among the Croats (“receptus a Croatis pro indigena”). Cf. Sekuli¢, Remete, 1986, 97.

The portrait was published in: Zagrebacki biskupi i nadbiskupi, 382. Usp. G. Q. [Guido Quien],
“Nepoznati slikar, Portret Emerika Esterhaza,” in Kultura pavlina u Hrvatskoj 1244-1786: Slikarstvo,
kiparstvo, arhitektura, umjetnicki obrt, knjiZevnost, glazba, prosvjeta, ljekarstvo, gospodarstvo, ed. Purdica
Cvitanovi¢, Vladimir Malekovi¢, Jadranka Petricevi¢ (Zagreb: Globus, Muzej za umjetnost i obrt, 1989),
409 (cat. 65). The latter author states that the portrait arrived from the Pauline monastery in Lepoglava.
“In the hall of the archbishop’s palace in Zagreb, among the paintings of the bishops of Zagreb, there is his
[Esterhazy’s] painting, which depicts him in the prime of his manhood, with a bold and broad face, dark hair
and a dark black mustache, lowered in the Croatian manner and with only small sideburns without a beard.
Esterhdzy was the last bishop of Zagreb to wear a mustache. After becoming Primate of Esztergom, he had
his mustache shaved off” Barle, “Biskup zagrebacki,” 441. Cf. also: Lukinovi¢, Zagreb, 1995, 233.
Stefan Zagrebec, PABULUM SPIRITUALE OVIUM CHRISTIANARUM SEV Conciones in Sacra
Euangelia Dominicarum totius Anni omnibus Pastoribus Animarum, & Animabus eisdem subiectis, pro
consequenda Vita aeterna; perquam Utiles, & necessariae; compositae, ac in lucem datae. PARS PRIMA
(ZAGRABIAE, Typis Jacobi VVenceslai Heyvvel Inclyti Regni Croatiae Typographi. Anno M. DCC.
XV.) / HRANA DUHOVNA OVCHICZ KERSCHANSZKEH Illiti Prodechtva chesz usze czeloga leta
Nedelye uszem Pasztirom Dussevnem, y Dussiczam nym podlosnem k- zadoblyeniu Sitka Vekovechnoga,
unogo hasznovita, y potrebna, zkonmponuvana, y na Szvetlo dina. PERVA SZTRAN (vu ZAGREBU
Stampano po Iakopu VVenceslavussu Heivvel. Leta M. DCC. XV. [1715]).
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Figure 9: Beniamin Kenckel (after Johann Georg
Stoz), Emerik Esterhdzy, copper engraving in:
§tefan Zagrebec, Hrana duhovna, Zagreb, 1715
(source: Sveti trag. Devetsto godina umjetnosti
Zagrebacke nadbiskupije 1094-1994, ed. Tugomir
Luksi¢, Ivanka Reberski, Zagreb: Zagrebacka
nadbiskupija; Institut za povijest umjetnosti;
Muzejsko-galerijski centar, 1994).

The inscription at the bottom of the page
states that this copper engraving was
made in Graz by Beniamin Kenckel,

based on a drawing made in Varazdin by
Johann Georg Stoz.?® The medallion with
the bishop’s figure hovers in front of a
palm tree crown growing from a sheep-
fold, and the figure of a Capuchin monk
(Stefan Zagrebec) offers them a handful
of leaves with his left hand, raising his
right in a preaching gesture. Above him,
a raven with a loaf of bread in its beak
(along with the palm tree, another sym-
bol of the Pauline order to which Ester-
hazy belonged) flies towards the portrait
medallion, while two angels, hovering
above, offer the attributes of episcopal
and secular honour: a mitre, a pasto-
ral and a (count’s) crown.” [Fig. 9] Un-
like the aforementioned print, the easel
portrait from the (arch)episcopal palace
shows Esterhazy with a pallium (a sign
of archbishopric or metropolitan honour)
and with a double (archbishopric) cross
in the background,® so it is reasonable to
think that the latter was created after the
end of his pastoral service in Zagreb, i.e.
after he became Archbishop of Eszter-
gom and Primate of Hungary in 1725, or
1727, when he formally received the arch-
bishop’s pallium from Rome.* It is worth
mentioning, however, that in the Latin
dedication of the aforementioned book
of sermons (1715) Emerik Esterhazy was
honored with the — de iure only symbolic,
but certainly resonant - title of Primate of

8 “Johann Georg Stoz delineavit Warasdiny /| Beniamin Kenckel sculp[sit] Graecy”. Cf. Olga Sojat, “Stefan
Zagrebec,” in Stefan Zagrebec i njegovo djelo, ed. Alojz Jembrih (Zagreb: Hrvatska kapucinska provincija
sv. Leopolda Bogdana Mandica, 2020), 345-46 [first published in: Forum XVII (1978) 6: 1106-21].

Cf. also: Lelja Dobroni¢, “Doprinos zagrebackih biskupa hrvatskoj kulturi,” in Sveti trag. Devetsto
godina umjetnosti Zagrebacke nadbiskupije 1094-1994, ed. Tugomir Luksi¢, Ivanka Reberski (Zagreb:
Zagrebacka nadbiskupija, Institut za povijest umjetnosti, Muzejsko-galerijski centar, 1994), 59-60.

¥ Esterhazy was formally granted the Hungarian Countship in the very year of the publication of
Zagrebec’s Book (1715). Cf. Sekuli¢, “Emerik Esterhazy,” 90-92.

% Cf. MG [Marijan Grgi¢], “Palij;” AB [Andelko Badurina], “Kriz;” “Krizanje,” in Leksikon ikonografije,
liturgike i simbolike zapadnog krséanstva, V. izdanje, ed. Andelko Badurina (Zagreb: Krs¢anska

sadasnjost, 2006 [1979]), 477, 386-90.
3 Cf. Sekuli¢, “Mirko Esterhazy,” 1995, 388.

32 “ILLUSTRISSIMO, EXCELENTISSIMO, ET REVERENDISSIMO DOMINO, DOMINO EMERICO
ESTERHAZI Comiti de Galantha, DEI, & Apostolicae Sedis gratid Episcopo Zagrabiensi; B. V. MARIAE
de Topuzka Abbati: Sac. Caes. Regineque Maiestatis Intimo actuali Consiliario; Regnorum Croatiae,
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the Kingdoms of Croatia and Slavonia,* and
that is how he was addressed by some of
his Croatian correspondents as well.*®

In addition to the aforementioned en-
graving in Zagrebec’s book, the graphic
collections of the Croatian History Mu-
seum and the Croatian State Archives
in Zagreb also preserve sheets with two
more common copperplate portraits of
Emerik Esterhdzy as the Archbishop
of Esztergom, both made in Bratislava
by Jeremias Gottlob Rugendas (Augs-
burg, 1710-1772) as illustrations for
the editions of Sacra Concilia Ecclesiae

Romano-Catholicae in Regno Hungariae
(vol. II, 1742) by Carolus Péterffy,** and
the aforementioned Annalium Eremi-coe-
nobiticorum Ordinis Fratrum Eremitarum
s. Pauli Primi Eremitae (1743) by Nikola
Benger.*® In the copy of Péterffy’s book
from the National and University Li-
brary in Zagreb, on the sheet below Es-
terhazy’s graphic portrait, the date of his
death (6 December 1745) and a brief note
on his life are recorded, probably by the
hand of volume’s former owner, the Za-
greb canon and historian Baltazar Adam

& Sclavoniae Primati; nec non Comitatus de Bersenze supremo ac Perpetuo Comiti Domino Dom.
Mecoenati, ac Patrono Gratiosissimo. “ (highlited by D.S.) Cf. Petar Uskovi¢ Croata, “Latinske posvete
i aprobacije u Hrani duhovnoj Stefana Zagrebca,” in Stefan Zagrebec i njegovo djelo, 58-59, 77(with

croatian translation of the dedication).

¥ E.g. Zagreb, Archiepiscopal Archives (Nadbiskupijski arhiv u Zagrebu), Epistolae missiles
originales ad episcopos zagrabienses scriptae (Ad Emericum Eszterhazy): Tom. L, nr. 121 (9.
XII. 1708; Paulus Puczl); Tom. LIII, nr. 64 (Kamensko, 12. IX. 1710., Josephus Pauletich); Tom. LI,
nr. 53 (Sisak, 11. V. 1709., Adamus Gereczy); Tom. LIV, nr. 21 (Varazdin, 20. XII. 1710., Stephanus
Zagrabiensis). Zagreb’s Bishop Martin Borkovi¢ was also honored with the symbolic title of
Primate of Croatia (Primas Croatiae), on the inscription of a copperplate portrait made in 1684 by
the Bolognese graphic artist Giuseppe Maria Mitelli. Cf. Daniel Premerl, “The Great Bravery of
Croatian Soldier by Giuseppe Maria Mitelli,” Il Capitale culturale, Supplementi 7 (2018), 218-19, 224.

w
k<

“EMERICUS. II. Comes ESZTERHAZY. / SRI PRINCEPS. ARCHI. EPPUS. STRIGO. / ab an:

MDCCXXVI. Aetatis : an. LXXVIL. / VIVIT et VIVAT.”; “I. G. Rugendas. sc: Posonij.”, in Carolus
Péterffy, SACRA CONCILIA ECCLESIAE ROMANO-CATHOLICAE IN REGNO HUNGARIAE
CELEBRATA Ab Anno Christi MXVI. usque ad Annum MDCCXXXIV ACCEDUNT Regum Hungariae,
& Sedis Apostolicae Legatorum Constitutiones Ecclesiasticae. PARS SECUNDA (POSONII, Typis
Haeredum Royerianorum. Anno M. DCC. XLIL [1742]), 423. Zagreb, Croatian State Archives
(Hrvatski drzavni arhiv), Graphic Collection (Graficka zbirka), Inv. no. 170.; Zagreb, Croatian
History Museum (Hrvatski povijesni muzej), Graphic Collection (Zbirka grafika), HPM 15294,
HPM 15438. Usp. Marina Bregovac Pisk, Portreti u Zbirci grafika Hrvatskog povijesnog muzeja (Zagreb:

Hrvatski povijesni muzej, 2009), 144 (no. 274).

@
o

[ Archi: Eplisco]pus // Strigoniensis. / ex Ord[inis] S. Pauli // primi Eremitae”;

“Cels[issi]mus ac Rlevere]nd[i]ss[i]mus // S. R. I. Princeps /| EMERICUS e Comit[ibus] // ESZTERHAZY

a7

Franciscus Bolco pinxit //

Jeremias Gottlob Rugendas sculp: Posonij 1743.”, in Benger, ANNALIUM EREMI-COENOBITICORUM
(frontispice). Zagreb, Croatian State Archives (Hrvatski drzavni arhiv), Graphic Collection

(Graficka zbirka), inv. no. 171.

3¢

N

Cf. Bregovac Pisk, Portreti u Zbirci grafika, 144. The note reads in full: “Obijt Posonij, die 6ta Decembris

Anni 1745. ibidemque in sacello abs Se D Ioanni Eleemosinario erecto Sepultus. Fuit ex aeremitarum D.
Pauli familiae, terminato in Croatia Remethae Tyrocinio, Lepoglavae Philosophid, Romae in Coll[egio]
Appolinaris Theologid, Philosophiam, dejn Theologiam Lepoglavae, inter Suos, Suisque Monachis tradidit,
Remethae 1701, Priorem ut ajunt egit et ex Provincialis Secretario, Generalis sui Ordinis factus, dejn 1704,
Vaccensis Epl[isco]pus, hinc 1708 translatus ad Pontificium Zagrabiense. Anno dejn 1723 ut Cancellariatum
Hungariae, commodius consequeret[ur], Vesprimiensem Ep[iscolpatum, assumpsit, consecuto quod

volebat Cancellariatu. Et cum Romanos Bullas, pro Vesprimensi Ep[iscolpatu neglexisset, (Spe Archi
Epliscolpatus quem 1726 obtinuit) pro Vesprimiensi, a Romanis habitus nle]g[ue]m est” In addition to

the aforementioned note, Krceli¢ — writing after Esterhazy’s death (in 1745) — changed the word
“VIVIT” to “VIXIT” in the inscription under the engraving.
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Figure 10: Jeremias Gottlob Rugendas, Emerik
Esterhdzy, copper engraving in: Carolus Péterffy,
Sacra Concilia Ecclesiae Romano-Catholicae

in Regno Hungariae, vol. II, Bratislava, 1742,
volume from Natiaonal and University Library
in Zagreb (photo: National and University
Library, Zagreb).

Kréeli¢ (Senkovec, 1715 — Zagreb 1778).%
[Fig. 10, 11]

Like the prints, a wider reach was also
achieved by a memorial medal made by
the Viennese medallist Matthias/Matthéus
Donner (Esslingen, 1704 — Vienna, 1756)
on the occasion of the celebration of Es-
terhazy’s golden jubilee as a priest (27 July
1738). The celebrant’s bust on the obverse
is accompanied by the inscription: “EMER-
ICVS E Clomitibus] ESTERHAZY Alrchi]

Figure 11: Jeremias Goftlob Rugendas (after
Franciscus Bolco), Emerik Esterhdzy, copper
engraving in: Nikola Benger, Annalium Eremi-
coenobiticorum Ordinis, Bratislava, 1743
(source:https://commons.wikimedia.org/wiki/
Category:Imre_Esterh%C3%Alzy#/medial
File:Esterh%C3%Alzy_Imre.jpg).

E[piscopus] S[trigoniensis] S[acri] Romani]
I[mperii] P[rinceps] P[rimas] Rlegni] H[un-
gariae]”. The reverse shows an altar with a
flame and symbols of the Eucharist (an ear
of wheat and a vine), as well as the inscrip-
tion “SACERDOS ITERUM” and the year
“MDCCXXXVIV”. The silver example of
this medal is kept in the Numismatic Col-
lection of the Archaeological Museum in
Zagreb (Arheoloski muzej, Numizmaticka
zbirka), for which it was obtained from the

¥ Diameter; 24 mm; weight: 4.44 grams. Cf. Ivan Mirnik, “Spomenica Emerika Esterhazyja,” TkalCi¢:
Godisnjak Drustva za povjesnicu Zagrebacke nadbiskupije 5 (2001): 281-83. The author also provides
a concise but thorough overview of Esterhazy’s life (277-80).
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Figure 12-13: Matthias Donner, Memorial medal of Emerik Esterhdzy, 1738, Zagreb, Archaeological

Museum, Numismatic Collection (photo: Archaeological Museum, Zagreb).

Viennese collection of Leopold Welzl von
Wellenheim.” [Fig. 12-13]

The Croatian History Museum in Za-
greb also holds two portraits of Esterhazy
of uncertain date [Fig. 14, 15] while
the other two portraits — the first from
Trako$¢an Castle in Hrvatsko Zagorje,
and the second, exhibited in the Zagreb
City Museum - certainly depict him as
the Archbishop of Esztergom. The first
painting, in an oval format, with a half-
length portrait of the Archbishop de-
picted in right half-profile, dated around

1730, was modeled after a portrait by
an unknown artist from the City Gallery
in Bratislava (Galéria mesta Bratislavy).*
[Fig. 16] The second — also a half-length
— portrait from the Zagreb City Muse-
um is associated with the former Pauline
monastery in Remete.*' [Fig. 17] The oval
field with Esterhazy’s figure, also in right
half-profile, here is, however, inserted in
a slightly elongated rectangular format
of the painting, along the lower edge of
which runs the Latin inscription: “V. P.
Emericus Esterhazy O. S. P. p. E. Prior

% Croatian History Museum (Hrvatski povijesni muzej), 2475 (oil on canvas, 91 x 74 cm); 2472 (oil
on canvas, 92 x 74 cm). The first portrait — depicting the prelate with the archbishop’s pallium —
once (before its restoration in 1922) bore the inscription “Caietan Franz pinx 1797” on its back, and
it came to the museum from Recica as a gift from Ivan Kukuljevi¢ Sakcinski. Marijana Schneider
(1982) believed that it probably dates from 1697 or 1707, but the archbishop’s pallium (if it is indeed
Esterhdzy) does not support any of the proposed dates. The second portrait dates to the first
decades of the 18" century, and is associated with Esterhazy due to its alleged similarity to a later
copper engraving by Rugendas. Cf. Marijana Schneider, Portreti 16—18. stolje¢a (Zagreb: Povijesni
muzej Hrvatske, 1982), 97-99 (no. 115, 116). Cf. also: M. B. P. [Marina Bregovac-Pisk], “Caietan
Franz? Emerik Esterhazy,” in Kultura pavlina u Hrvatskoj 1244-1786, 48 (cat. 49).

¥ Qil on canvas, 91 x 72 cm. Cf. Marina Bregovac Pisk, Obitelj Draskovi¢ kao naruditelji i kupci umjetnina
(na primjeru dvora Trakoséan), doktorska disertacija, Filozofski fakultet Sveucilista u Zagrebu, 2012,

171-73 (cat. 83).

% Qil on canvas, 113 x 82.5 cm. Inv. no. A718; https://www.webumenia.sk/dielo/SVK:GMB.A_718. On
Esterhdzy portraits in Slovak artistic heritage, cf. Ivan Rusina, “Ikonografia Imricha Esterhazyho,”
in Problémy umenia 16. — 18. storocia, ed. Fedor Kresak (Bratislava: Umenovedny tstav SAV, 1987),

194-201.
41 Cf. Schneider, Portreti, 1982., 98.
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Figure 14: Unknown painter, Emerik Esterhdzy
(?), 1697/1707 (after 1725/1727?), Zagreb, Croatian
History Museum (photo: Croatian History
Museum, Zagreb).

Generalis, postea / Ep[isco]pus Zagrabi-
en[sis], et Archi-Episclopus] Strigonien[-
sis), scientiis et rebus gestis clarissimus.”
(The Venerable Father Emerik Esterhazy,
Prior General of the Order of St. Paul the
First Hermit, then Bishop of Zagreb and
Archbishop of Esztergom, most eminent
in sciences and his deeds.). Although at
first glance similar to the portrait from
the City Gallery in Bratislava and its
copy in Trakoscan, the painting from the
Zagreb City Museum differs from them
in significant details: the archbishop’s
torso — which in the first two paintings
follows the orientation of the head, i.e. is
turned slightly to the left — is here twist-
ed in the opposite direction, contributing

Figure 15: Unknown painter, Emerik Esterhdzy
(?), early 18" century, Zagreb, Croatian History
Museum (photo: Croatian History Museum,
Zagreb).

to the internal dynamics of the depic-
tion. The bishop’s right hand, which in
the previous examples holds the lower
arm of the pectoral, here is merely play-
ing with it, characteristically passing it
over the elegantly coupled middle and
ring fingers. The described gesture, as
well as the body position, point to their
model in another, more monumen-
tal portrait of the archbishop (1735), a
signed work by the Tyrolean-born paint-
er Josef Kurtz (t Bratislava, 1737), from
the Slovak National Gallery (Slovenska
narodna galéria) in Bratislava.*” The year
1735 thus represents a certain terminus
post quem for the creation of the Remete
painting,* and it seems that — based on

42 Oil on canvas, 216 x 129 cm. Inv. no. O 4884; https://www.webumenia.sk/dielo/SVK:SNG.O_4884.
Cf. Dusan Buran, Katarina Chmelinova, Nestex: nestdla expozicia Slovenskej ndarodnej galérie
(Bratislava: Slovenska narodna galéria, 2014), 26. Cf. Also: MK [Magda Keleti], “J. Kurtz: Portrét
arcibiskupa Imricha Esteraziho. 1735,” in Dejiny slovenského vytvarného umenia: Barok, ed. Ivan
Rusina (Bratislava: Slovenska narodnd galéria, 1998), 462 (cat. 215).

# Roughly dated to the second decade of the 18" century, the painting was only mentioned in passing
in a review of Pauline painting (1989). Cf. Marija Mirkovi¢, “Ivan Krstitelj Ranger i pavlinsko
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Figure 16: Unknown painter, Emerik Esterhdzy,
1730s, Trakoséan, Trakoséan Castle Museum
(photo: Klovicevi dvori Gallery, Zagreb).

the formal characteristics — its author-
ship can be linked to the painter Gabri-
el Taller (Krakow?, 1710 — around 1780),
who was active in Croatia from 1740,
when, as a layman, he joined the Pauline
order.* The special ties between Emerik
Esterhazy and the monastery in Remete
(then in the Zagreb countryside) are em-
phasized by the aforementioned Pauline
writer Nikola Benger (1743): on the very

Figure 17: Unknown painter (Gabrijel Taller?),
Emerik Esterhdzy, afvter 1735, Zagreb, Zagreb City
Museum (photo: D. Sourek).

first day after his enthronement as Bish-
op of Zagreb, on November 12, 1708,*
he made a pilgrimage to Remete and
presented the miraculous statue of the
Mother of God with a golden cross dec-
orated with rubies.** On the occasion of
the cattle plague epidemic in 1710, he led
a ceremonial procession of the citizens
of Zagreb to the Blessed Virgin of Rem-
ete, and with his own hand hung a silver

slikarstvo,” in Kultura pavlina u Hrvatskoj 1244-1786, 129. In addition to the mentioned connection
with Kurtz’s portrait, the age of the model (with already old features and a completely beardless
face), as well as the archbishop’s pallium with which he is shown, both point to a later date.

# For basic information about Gabriel Taller, cf. Purdica Cvitanovi¢, “Slikarstvo pavlinskog kruga u
17.118. stolje¢u” in Kultura pavlina u Hrvatskoj 1244—-1786, 168-70.

* The ceremonial enthronement took place in the Zagreb cathedral, on the feast of St. Martin

(November 11) in 1708.

% During his stay in Zagreb, he made a pilgrimage to Remete every Saturday, and on each occasion
he donated a gold coin to the church: “[...] crastind mox luce Thaumaturgam invisit Remetensem,
& publicd voce gratiarum actiones procollatis beneficiis deferens, simul in thessaram suae tenerae
devotionis crucem auream, rubinis gemmeis refulgentem, admirabili eidem Matri devovit. Insuper ciim
omnes promotiones suas de Mariano Remetensi gratiarum fonte sibi profluxisse fateretur, jugiter ab hinc
tributarius esse voluit Marianus: ideéque singulis diebus Sabbathinis Parthenium Remetae Sacellum
invisere, pietatis suae affectibus inibi vacare, & aureum unum, velut sacri numisma censils deponere
consuevit” Benger, ANNALIUM EREMI-COENOBITICORUM, 405. Cf. Janko Barle, Remete:
Povijesni podaci o samostanu, crkvi i Zupi (Zagreb: Tisak i naklada Marka Mileusnica), 1914, 31.
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plaque with a golden chronographic in-
scription by her altar.*” In addition to oth-
er monetary donations to the sanctuary,
Benger also mentions a precious golden
chalice made in Vienna (1718),% as well
as a luxurious mass vestment.* Since all
of the aforementioned gifts disappeared
after the abolition of the Pauline order in
Croatia in 1786, the portrait from the Za-
greb City Museum probably represents
the last material connection between the
Remete monastery and its former vicar
and prior, Emerik Esterhazy. However, it
is not certain whether this is the portrait
mentioned by the Pauline historian Ivan
Kristolovec (Varazdin, 1658 — Lepoglava,
1730) in his manuscript work Descrip-
tio synoptica monasteriarum ordinis Sancti
Pauli Primi Eremitae in Illyrio fundatorum,
as Marijana Schneider (1982) suggests:
“He also gave his painting [to Remete]
with the desire to hang it on the wall.”'
Kristolovec, namely, completed his man-
uscript — judging by the note at the end
of it —in 1723, and the year of his death

(1730) also precedes the dating of the por-
trait from the Slovak National Gallery
(1735), which certainly served as a model
for the Remete painting now in Zagreb
City Museum. And yet, the full state-
ment of Kristolovec’s report reveals the
probable existence of yet another (lost)
portrait of Esterhazy, painted during his
stay in Zagreb (1708-1723): “Ut vero in eo-
dem sacello perpetuis futuris temporibus, sed
ex alba Caera media librae candelae ardeant,
devotissimus erga eandem Pientissimam Ma-
trem Cliens Emeritus Oridinis nostri Gener-
alis, actualis eo tum Episcopum Zagrabien-
sis [added: Emericus Esterhazyl, mille fl. ad
interesse colocandos conventui numeravit,
suumgluel Controfe in integra statura
cum inscriptione, quasi ingrati animi, ob ac-
cepta ab eadem gratiosissima Patrona benefi-
cia, anathema parieti appendi curavit.”>® The
quote mentions Esterhazy’s donation of
1,000 florins intended for candles in the
chapel with the miraculous statue of
the Blessed Virgin of Remete, and if the
expression controfe here marks a visual

47 “s\BDITI ANIMI CHRONOGRAPHICON. / 6 PlA, 6 SANCTA VIRGO REMETENSIS, INTERCEDE PRO NOBIS.

/ IN TE sPERANTIS SCLAVONIAE REGNO FIDELIs MATER EsTO. / 0 SINE LABE GENITA DEIPARA VIRGO,
LIBERA NOS A PESTE, / FAME ET BELLO, / ET DE COELIs PROTEGE IN TERRA FIDELES STATVS ET / ORDINES
REGNI. / HAEC EST PASTORIS ET PATRIS, PIA MATER, PRO SVIs / DEPRECATIO. / HAEC EST PERPETVA AD TE
oraTlo EMERICI EsTERHAZIL, / PER TE DOMINA4, ET PER TVAS PRECES EPISCoPI / zaGRABIENSIS.” Benger,
ANNALIUM EREMI-COENOBITICORUM, 430. Cf. Barle, Remete, 32.

* The chalice was decorated with numerous precious stones and made with extraordinary
craftsmanship, and was valued at 4,000 Rhine florins: “Remetensis ad haec ejusdem Provinciae
Conventus nova gavisus est gratia Illustrissimi ac Reverendissimi Patris, & Domini Emerici
Esterhazy, Episcopi Zagrabiensis. Qui in pignus obsequii, & amoris sui, qué jugiter Divam
Remetensem prosequebatur, calicem ex auro puro, Viennae Austriae insigni arte factum, &
copiosd gemmarum fulgore radiantem (cujus valor quaternis florenorum Rhenensium millibus
appendebatur) votivd dond transmissum obtulit, cum hac chronographica, annum praeteritum,
quo calix elaborabatur, indicante, & pedi calicis incisa subscriptione: BENEDIC serVo tVo 6 sanCta
VIrgo reMetensls.” Benger, ANNALIUM EREMI-COENOBITICORUM, 536. Cf. Barle, Remete, 32.

# Cf. Benger, ANNALIUM EREMI-COENOBITICORUM, s.p. (transcription in the attachment

of this article)
50 Cf. Barle, Remete, 32.
51 Schneider, Portreti, 98.

%2 “Anno Domini 1723. Die 20. Xbris” Ivan Kristolovec, Descriptio Synoptica Monasteriorum Ordinis
sancti Pauli Primi Eremitae, in Illyrio fundatorum, tam per Turcas ab antiquo destructorum, quam in
praesens extantium, cum suis memorabilibus, ms., fol. 47r, Zagreb, National and University Library
(Nacionalnai sveuciliSna knjiznica), sign. R 4321/I-IL

% Kristolovec, Descriptio Synoptica, ms., fol. 5v (highlited by D.S)).
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representation (from latin contrafacere —
to imitate),** the bishop also had his own
full-height portrait (in integra statura) ac-
companied by a votive inscription placed
on the wall of the chapel.

Emerik Esterhazy was also depicted
in full height on an — unfortunately, as
well lost — wall painting in the so-called
summer refectory of the former Paul-
ine monastery in Lepoglava.” It formed
part of a more extensive iconograph-
ic program that was almost complete-
ly destroyed soon after World War II,%
but its appearance has been preserved
in a watercolour drawing by Ferdinand
Quiquerez (Buda, 1845 — Zagreb, 1893)
from 1878, as well as in a photograph
by Puro Griesbach (Mitrovica / Srijems-
ka Mitrovica, 1911 — Zagreb, 1999) from
1938.% [Fig. 18] The painting depicted
Esterhdzy in front of a luxurious cur-
tain, while on the table next to him were
displayed the symbols of archiepisco-
pal and princely honour: the pallium
and the crown. Along the bottom ran a
Latin inscription (only partially legible
in Griesbach’s photograph) listing his

Figure 18: Duro Griesbach, Portrait of Emerik
Esterhdzy, destroyed wall painting from the
former Pauline monastery in Lepoglava (summer
refectory), Zagreb, Strossmayer Gallery of Old
Masters of the Croatian Academy of Sciences and
Arts, Schneider’s Photo Archive.

services (including his appointment as
Archbishop of Esztergom in 1725).%

* For an explanation of the term contrafee / controfee, cf. Jaroslav Klenovsky, Veduty: Historickd zobrazeni
mést Ceskych zemi od nejstarsich dob do poloviny 19. stoleti (Praha: Grada Publishing, 2024), 7 (note 1).

> For the reference to the similarity with the portrait from the Bratislava National Gallery (Josef
Kurtz, 1735), I would like to thank professor Sanja Cvetni¢, from the University of Zagreb Faculty
of Humanities and Social Sciences (Department of Art History). On the fate of the summer
refectory and its wall paintings, cf. Tomislav Pugelnik, “Zidne slike u ljetnoj blagovaonici
bivsega pavlinskoga samostana u Lepoglavi,” Tkalcié¢: Godisnjak Drustva za povjesnicu Zagrebacke
nadbiskupije 12 (2008): 467-508; Petar Puhmajer, Bernarda Ratanci¢, “Ljetni refektorij pavlinskog
samostana u Lepoglavi — nastanak, razaranje i ponovno otkrivanje,” Portal. Godisnjak Hrvatskog

restauratorskog zavoda 6 (2015): 161-82.

5

-

In addition to portraits of famous Paulines, founders and patrons of the Lepoglava monastery,

the painting also included scenes from the history of the Pauline order, the life of Christ, the lives
of Saints Paul the Hermit and Anthony the Abbot, and depictions of Saint Augustine and Saint
Jerome. Cf. Pugelnik, “Zidne slike,” 478-88; Sanja Cvetni¢, “Ivan Krstitelj Ranger / Ioannes Baptista
Rangger,” in Lepoglava: Monografija, ed. Spomenka Tezak, Darko Gorenak (Godar d.o.o., 2022), 92-96.

5

S

5¢

@

Zagreb, Croatian History Museum (Hrvatski povijesni muzej).
Zagreb, Strossmayer Gallery of Old Masters of the Croatian Academy of Sciences and Arts,

Schneider’s Photo Archive (Strossmayerova galerija starih majstora Hrvatske akademije znanosti
i umjetnosti, Schneiderov fotografijski arhiv), no. 1359. Cf. Buro Vandura, Borivoj Popovcak, Sanja
Cvetnié, Schneiderov fotografijski arhiv. Hrvatski spomenici kulture i umjetnosti (Hrvatska akademija
znanosti i umjetnosti, Strossmayerova galerija starih majstora, 1999), 328.

% On the issue of dating and authorship of wall paintings, cf. Pugelnik, “Zidne slike,” 473-75;

Puhmajer, Ratanci¢, “Ljetni refektorij,” 162-64.
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Figure 19: Franjo Bobi¢, Emerik Esterhdzy,
1713-1714, Lepoglava, former Pauline monastery,
library (photo: D. Sourek).

The earliest so far known portrait of
Emerik Esterhdzy is the one in the me-
dallion on the vault of the former library
of the Lepoglava monastery, built be-
tween 1710 and 1711.°° The now consid-
erably damaged frescoes, framed in lux-
urious stucco,” were completed in 1714,
and are attributed to the Pauline painter
Franjo Bobi¢ (t Lepoglava, 1728).% In ad-
dition to Esterhazy, two other important

Paulines, benefactors of the Lepoglava
library, are depicted in separate medal-
lions: Gaspar Maleci¢ (Varazdin, 1646—
1702) and Ladislas Nadasdy (Bratislava,
1662-1729). All three portraits are accom-
panied by allegorical scenes, emblems
and inscriptions, and Esterhdzy himself
— although in a Pauline habit and with a
hermit’s beard — is already presented as
the most deserving bishop of Zagreb: “F.
EMERICUS EX COMITIBUS / AB ESTER-
HAZ ORD[INI]S PRIOR / GENERALIS
SS. TH[EO]LO[GIJAE DOCTOR. / NUNC
MERITISSIMUS EPISCOPUS / ZAGRA-
BIENSIS HUIUS BIB[LIO]TH[E]JCAE /
BENEFACTOR.” [Fig. 19] Despite the con-
siderable damage, in the medallion above
Esterhazy’s portrait it is still possible to
make out three figures arranged around
a central sphere under which the Latin in-
scription is read: “A SVMMIS / NORMA /
RECTT” (By the highest standards of recti-
tude). The left figure, with the papal tiara
and triple cross, certainly represents the
ecclesiastical authority, and the right one
— in royal attire and with a raised sword,
the secular one. Between them, above the
blue sphere, sits the personification of
Justice, blindfolded, with a sword in her
right hand and a balance in her left hand.
Already Gjuro Szabo (1919) defined the
scene as an allegory of Law, joining those
of Theology, Philosophy and Medicine,

6 Cf. Tvo Lenti¢, “Pavlinski samostan i crkva sv. Marije u doba baroka,” Kaj: Casopis za kulturu
i prosvjetu XV, no. 5 (1982): 40, 44, 46; Petar Puhmajer, Teodora Kucinac, “Procelja Pavlinskog

2

samostana u Lepoglavi,”

Radovi Instituta za povijest umjetnosti 32 (2008): 153.

" On the authorship of stucco, cf. Miroslav Klemm, “Stukature Iosepha Antona Quadria u crkvi
svete Marije u Lepoglavi,” in Lepoglavski zbornik 1992., ed. Zdenko Balog (Zagreb: Kajkavsko
spravisce, 1993), 37-41; Repani¢-Braun, “Likovna ostavstina lepoglavskih pavlina,” in Lepoglava:

Monografija, 78.

@ Cf. Martina Ozani¢, “Prilog za dataciju oslika KnjiZnice Lepoglavskog samostana,” Radovi Instituta

za povijest umjetnosti 33 (2009): 141-44.

% Cf. Zeljko Jirousek, “Op¢i pregled umjetnosti. Umjetni¢ke epohe i stilovi. Kulturno-umjetnicke sfere
u Jugoslaviji. Vazniji historijsko-umjetnicki spomenici. Crkvena arhitektura i slikarstvo,” in Almanah
Kraljevine Jugoslavije, V. svezak, prvi deo, Nasa zemlja (prirucna enciklopedija kraljevine Jugoslavije), ed.
Viktor Manakin (Zagreb: Glavno urednistvo Almanaha kraljevine Jugoslavije u Zagrebu, 1938), 80;
Horvat, “Barok u kontinentalnoj Hrvatskoj,” 1982, 183; Mirkovi¢, “Ivan Krstitelj Ranger,” 128.
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in medallions on the remaining walls of
the library.** Below the portrait medal-
lion — on the left and right sides of the
inscription — the iconographic scheme is
completed by two more painted fields: on
the right one (significantly damaged), in
front of a wooded landscape, the heraldic
symbol from the Esterhdzy coat of arms
is depicted: a crowned griffin swinging a
sabre. In its other paw, it certainly held a
sprig of flowers, and it is accompanied by
a verse inscribed on a ribbon that winds
along the upper left edge of the field: “EX
ENSE RI[GJOR® EX FLORE SPIRANT
VIRTUTIS ODORES” (From the sword
firmness, from the flower the breeze of
the fragrances of virtue), continuing on
the ribbon at the bottom right: “IN UTRO-
QUE PRIMUS” (The first in both). The left
field depicts the old Zagreb cathedral,* in
front of which rise two slender columns
with allegorical female figures (the first
woman holds the symbol of the eye of

Attachments:

God in her hand, and in the hands of the
second one a cross and a chalice with a
host can be seen). This depiction is also
accompanied by a verse inscribed on the
ribbons in the upper and lower parts:
“VT SOL INTER SIDERA”; “PRAESULIS
FULGESCIT” (Like the sun among the
stars, he shines among the bishops).

The above-described portrait of Emer-
ik Esterhazy concludes this review of his
impressive traces in the Croatian artistic
heritage. In it, with a confident gaze, the
Pauline monk looks at us at the beginning
of his lifesjourney as a high prelate, which
will take him via Zagreb and Veszprém,
to Vienna, Esztergom and Bratislava. His
piety and pastoral zeal, as well as particu-
lar taste, and most probably aristocratic
desire for worthy representation, will find
their reflection in numerous and valuable
artistic commissions. This review is an at-
tempt to summarize the Croatian part of
his still unfinished commissioner-portrait.

Attachment 1: Andrija MuZar, report on the patronship of Emerik Esterhdzy (Nikola
Benger, ANNALIUM EREMI-COENOBITICORUM ORDINIS FRATRUM EREMITA-
RUM S. PAULI PRIMI EREMITAE VOLUMEN SECUNDUM, Impressum POSONII
Annd Domini MDCCXLIIL [1743], Typis Haeredum Royenianorum, s.p.):

[..]JQuid porro de effusae liberalitatis
splendore memorem? Hac Coelitum plane
aemularis munificentiam, qui largiuntur
omnibus, ut sibi faciant debitores; quin
Superos ipsos TIBI studes devincire, dum
sanctissima foenerandi arte pauperem in

terris DEUM ditare pergis; ingenti fovens
charitate egenos, in sacras Religionum
Familias larga effundens subsidia, Tem-
pla Numini vel & fundamentis constru-
ens, vel aere liberali instaurans, vel aris,
sacrisque apparatibus ad magnificentiam

6 Cf. Gjuro Szabo, “Spomenici kotara Ivanec,” Vjesnik Arheoloskog muzeja u Zagrebu 14 (1919): 48.
A thorough iconographic analysis is provided by: Marija Mirkovi¢, “Likovni ures lepoglavske
samostanske knjiZnice iz 1711.,” in Lepoglavski zbornik 1995., ed. BoZica PaZzur (Zagreb: Kajkavsko

spravisce, 1996), 67-83.

% Marija Mirkovi¢ (1996) reads this word as reor. Cf. Marija Mirkovi¢, “Likovni ures,” 78.
% The assumption that this is the Zagreb Cathedral (at a time when the paintings, due to the
aforementioned damage, were more difficult to read than they are today) is made by Marija

Mirkovic (1996). Cf. Mirkovié, “Likovni ures,” 78.
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adornans, in vastissima praesertim TUA
Archi-Dioecesi, ubi quod Templa, turres,
aras, Paroechias attinet, undique jam ae-
dificata, restaurata, ornata, aucta, provisa
tum largiter, tum sufficienter visuntur
omnia; nec adhuc cessatur ab operibus.
Tam belleé in praecelso sacrae dignitatis
fastigio Religiosae memor paupertatis,
ut nihil in divitiis ames, quam quod pos-
sint donari; nec opeis recipias, nissi ut eas
tam sancte profundas.

Perennaturum hujus TUAE profusae
munificentiae testimonium reddet cum-
primis Cathedralis Ecclesia Zagrabiensis,
cui sacrificalem de puro auro Calicem ex-
quisitis adornatum gemmis; Ciborium in-
signis elegantiae ac pretii; Antipendium (it
vocant) summae arae de cuso fabrefactum
argento; & cor aureum argentea inclusum
tumbae, recondendo Christo Eucharis-
tico aptatum, beneficentissimae TUAE
dexterae largitas dicavit. Contestem aget
& altera TUI quondam Praesulatiis Eccle-
sia Veszprimiensis, quam omnibus ampli
ejusdem Episcopii proventibus, in id gra-
tiosé cessis, insigniter renovari, & erectis
turribus decorari faciens, novo liberalitatis
genere totum dedisti pritis, quam vel par-
tem accepisses. Posoniensis ad haec Col-
legiata Divi Martini Ecclesia aeviternum
servabit inexhaustae munificentiae TUAE
monumentum, cui marmoreum adjunx-
isti Sacellum, cum ara compari, & argenteo
conditorio sacris Divi Joannis Eleemosinar-
ii Lypsanis asservandis; Aram item princi-
pem Sancto Pannoniarum Tutelari Martino
Praesuli opere prorsuis magnificd statuisti;
aliisque copiosis sacrum illud Delubrum
ditasti ornamentis. Sed & Cathedralis Ec-
clesia Tyrnaviensis cum non intermoritura
gratitudine benignissimae TUAE munifi-
centiae personabit pietatem, qua eidem ad-
jecisti miraculosae Iconis Marianae Capel-
lam, largd multorum millium profusione
extructam, elegantique ara, insigni pictura,
& plasticae artis opere adornatam.

Praetereo Sanctimonialium a Diva
Elisabetha cognominatarum magnificam
Ecclesiae, ac Coenobii structuram, quam
in Suburbanis Posoniensibus, impensis
amplitis octuaginta millibus, e fundamen-
tis majore jam parte erexisti, & pari mu-
nificentid continuas provehere in perfec-
tionem. Missas facio Pauperum Matris DEI
a Piis Scholis cognominatorum, Patrim-
que Capucinorum Religiosas aedes, nec
non Ecclesiam, benignitate TUA in pluri-
um elargitione millium adjutas, ac promo-
tas; quemadmodim & Aram maximam
Posoniensium Patrum Franciscanorum.
Subticeo Vestales sub Divae Ursulae vex-
illo pariter Posonii DEO famulantes, qui-
bus in ampliationem Coenobii frequentes,
largdsque numerati aeris summas contu-
listi; & alias Divam Claram in Zagrabien-
si Claustro sectantes; itémque Seraphici
asseclas Francisci, quibus nobilem aram
Sanctorum omnium Posegae, illis vero al-
tare S. Catharinae Bonnoniensis nomini
dicatum condidisti. Magni quoque Ignatii
Filios non memoro, in quorum Zagrabien-
si Ecclesia, eidem Sancto Patriarchae ara
ex marmore eleganti TUIS assurrexit im-
pensis; & Suburbanum Divi Xaverii Tem-
plum ex annuo TUAE devotionis tributo,
per plurium lustrorum fluxum deposito,
praeclaris decoramentis ornatum TUAM
praedicat largitatem. Non haec, & innu-
mera alia in haec stringo foliola, quae
etiam Voluminum spatia replerent.

Taceri nihilominis obstrictissima
gratitudo non patitur ea munificentiae
donativa, quibus TUAE Religioni, Proto
— Eremitico Ordini nostro filiales olim,
dein Paternos affectus TUOS amplissime
comprobasti. Profert enim sacra Aedes
Mariana Remetensis Calicem auri puri,
gemmarum splendoribus circumamic-
tum, & sacrificalem praecipui decoris
apparatum, summasque ultra bis mille
in fructum stabilem elargitas. Osten-
tat altera Mariana Ecclesia Thallensis
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principem Aram, Thaumaturgae Matris
Sedem eximia arte constructam, aeraque
campana turri imposita, & octona millia
Coenobio in fundationis augmentum lib-
erali dono collata. Sed & tertium itidem
Marianum neo-Domicilium Sassinense
complura florenorum millia per varias
vices in basilicae, Claustrique erectionem
tributa, & sex justae molis argentea can-
delabra, cum Crucifixo, aclampade, gem-
inis item Thuribulis, Calicibus, Ciborio,
ac insigni Monstrantia, aliisque pluribus

Principe dignis muneribus Parthenio illi
Templo dicatis; Bondorffense denique
Coenobium Ecclesiam suam sub Annum
1728. incendi6 vastatam, TUO autem
gratiose suppeditatd aere ad majorem
decorem instauratam, grata pangunt
memoria. Alia quam plurima Divorum
Templis, Claustralium Coetibus, pau-
perumque turbis pientissime exhibita
munificentiae  TUAE monumenta TE
jubente celata, melitis reputasti aeterni-
tatis paginis inscribenda. [...]

Attachment 2: Toma Kovacevi¢, report on the patronship of Emerik Esterhazy (Daniele
Farlati, ILLYRICI SACRI TOMUS QUINTUS. ECCLESIA JADERTINA CUM SUFFRA-
GANEIS, ET ECCLESIA ZAGRABIENSIS. VENETIIS, MDCCLXXV. [1775], APUD SE-

BASTIANUM COLET], 598):

Donaria pretiosissima eidem ab Emerico mis-
sa et collata.

Et vero de hac absentia, tametsi in sextum
annum producta, neque Ecclesiam, neque
dioecesim aliquid passim, quod justam
querendi ansam praeberet, ultro fate-
mur. Fuit nemque nobis Vicarius Nicolaus
Gothal lector, vir et a spiritu commenda-
tus, et a doctrina excellens, omnique mitra
dignissimus, qui universae dioecesis ne-
gotia (tradita sibi plena potestate) ea sol-
licitudine tum per se, tum per alios dum
aegrotaret, curabat, et expediebat, ut quod
amplius desideraretur, advertere facile
neutiquam fas fuit. Neque in iis defectu
laboratum, quae characteris episcopalis
ministerium unice exposeunt, puta conse-
cratio olei, ordinum collatio, et similia etc.
ad quas functiones peragendas ex dispo-
sitione absentis Episcopi copia nobis vici-
norum Praesulum haud defuit. Denique
id libenter fatemur, quod Ecclesia nostra
plus utilitatis ex absentia sui Antistitis
vetulerit, quam praesente sperare poterat.
Voluit ille esse et priscorum ambulator, et
futurorum impulsor Episcoporum, qui
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totus sacrae supellectili augendae, et il-
lustrandae intentus, ceteris donariis prae-
termissis, pluviale, casulam cum quatuor
Dalmaticis, et antipendium contulit; quae
omnia ex singulari, et praetiosa materia,
diversis argentei fili figuris miro labore,
et opere phrygio ornata, non possunt non
spectantium oculos delectare. In anno
1720. prodiit de ejus munificenta ex auro
puro insignis calix, innumeris pretiosis
gemmis (quarum aliquot majores Rhenen-
sibus trecentis aestimantur) adeo rara arte
elaboratus, ut ejus fama per urbem Vienn-
ensem circumlata, in ipso plane Caesare,
suaque aula desiderium ejus videndi ex-
citarit. Absumpsit autem ejus labor Rhen-
enses sex mille quadringentos triginta; ex-
bibetque sequens chronographicum:

Me Deo ConseCro eX Voto perpetUo.

Hunc  sequebatur  nobilissimum
Domini sepulchrum manuale ter mille
Rhenenses exaequans, quod ex argento
mirifico opere cusum, ac frequentissimis
lapidibus pretiosis collustratum, in intimo
continet cor ex puro auro, perquam belle
corpori Christi in die Parasceves recipien-
do accomodatum, cum hoc lemmate:
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ThesaUrUs aManter In CorDe

FLagrant] SepULtUs.

Ne minus splendidum argenteum in-
auratum ciborium, quod Dominicae Pas-
sionis mysteriis, innumerisque preciosis
margaritis eximie ornatum, pretium ref-
eret Rhenensium ter mille septingento-
rum, cum hac inscriptione:

ClIborll SpLenDore ornaVIt SponsaM

PraesUL eJUS Zagrablensls.

At in antipendio arae summae habet
lector quod mireris et munificentiam
Praesulis, et curiosam figurarum, quibus
adumbratur, adinventionem. Est illud
cum duobus lateralibus ex puro argento,
habens cum illis insimul pondo centum
sexaginta quinque, et aliquot lothones,
seu ut alii vocant, marcas trecentas
triginta. In medio majoris (ut descripta
mente intuearis) repraesentatur domun-
cula D. Joseph, quam idem dum sepire
condit, ascia pallum dolans, Christum
aeque palum in terram malleolo urgen-
tem identidem miratur. In proximo ad
partem dexteram est Angelus, qui sepi-
mentum positurus, infra palos virgulta,
collocat et disponit; quae dein alter An-
gelus, ut magis coalecant impellit, et pro-
trudit; tertius vero excitato igne palorum
adustioni incumbit, eidemque superstat
grandis arbor quercea, folio et glande ex-
plicata. Ad partem demum sinistram est
Virgo in actu sessionis acu et filo suitio-
ni intenta, habens in latere plures quer-
cus foliis, et fructibus fecundas. Porro ex
lateralibus unum exhibet S. Stephanum
paludatum, aliud S. Ladislaum thoraca-
tum, reges Hungariae, et Patrones Eccle-
siae. Uterque de genu offert coronam, ille
Christo et Virgini, hic Santissime Triadi.
Omnium autem valor est exaequat sum-
mam Rhenensium octies mille; et in ma-
jori haec inscripta leguntur:

HoC aMatae Sponsae, bInaqUe Laterls
AntlpenDIa

PraesentaVerat PraesUL Zagrablensls.

Alia aliis Ecclesiia dona collata.

Neque vero ille exornandae Ecclesiae
suae ita intendit, ut ad alias munificam
manum non extenderet. Poseganam vide-
licet religiosorum D. Francisci Seraphici
nobilissima ara sub invocatione omnium
Sanctorum eximie decoravit; nec minus
Zagrabiensium Vestalium D. Clarae, ubi
honori D. Catharinae Bononiensis aram
erexit, capellamque exaedificavit. Erga
Virginem Remetensem (veluti cui suam ad
Episcopatum Zagrabiensem provectionem
potissimum tribuit) eam animo nutrivit
devotionem, ut nullum sabbathum omit-
teret, quin ad eam venerandam sacrum
eo die faciendum curaret; cui etiam casu-
lam praetiosissimam, et calicem pretiosis-
simum dono consecravit. Divum quoque
Franciscum Xaverium speciali cultu pros-
ecutus, ad ornatum ejus capellae prope
Zagrabiam tot singulis annis Rhenenses,
quot aetatis annos numeraret, adminis-
trari curavit, composita etiam ad ejusven-
erationem devotissima oratione. Ut prae-
terae Augustissimae Eucharistiae publica
veneratio frequentio fieret in Ecclesia sua,
instituit, ut singulis diebus Dominicis no-
vilunii in summa Missa Venerabile expo-
natur, praemissa processione, et recitatis
in fine litaniis Lauretanis. Eodem pariter
sedente, ut in dominiis et statibus domus
Austriacae atque adeo et in dioecesi Zagra-
biensi, officium de Corpore Christi, quavis
seria V. non impendita de praecepto, re-
citetur, ad preces Augustissimi obtentum
est placitum summi Pontificis Clemetis XL
an. 1715. Denique fuerat pio ac munifico
Praesuli firmum propositum ad decorem
Ecclesiae suae adjicere adhuc quatouor
grandes statuas argenteas, jamque ad hoc
necessarias praemiserat delineationes:
ast superveniente diaeta Posoniensi aes
copiosum absumptum, non sine dolore,
optimarum intentionum filum praecidit,
utinam vero tantum ad tempus.
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Maja Z/vORc*

17*-Century Tomb Monuments
in Continental Croatia as Testaments
of Social Class: Reception of Visual
Models among Croatian Nobility**

Sepulkrédlne (hrobové) pamatniky 17. storocia ako svedectvo
o socialneho rozvrstvenia: Recepcia vizualnych modelov
medzi chorvatskou slachtou / Nadgrobni spomenici 17. stoljeca
u kontinentalnoj Hrvatskoj kao svjedoc¢anstvo drustvenog poloZaja:
prihvacanje likovnih rjeSenja medu hrvatskim plemstvom

U prvoj polovini 17. stolje¢a nadgrobna skulptura danasnjih hrvatskih i slovackih prostora
dozivjela je znalajne promjene udaljujuci se od srednjovjekovnih prikaza pokojnika
i pribliZavajuci se djelima suvremene portretistike. Ovaj rad istrazuje kako je novo likovno
riesenje, prvotno zastupljeno medu ugarskim magnatima, postupno prihvatilo i hrvatsko
plemstvo. Analiziraju¢i primjere nadgrobnih spomenika podignutih u kontinentalnoj
Hruvatskoj, rad razmatra drustveno-politicki kontekst njihova nastanka te simbolicko znacenje
njihovih likovnih elemenata koji naglasavaju pokojnikov vojni i drustveni status. Posebna
je pozornost usmjerena na prijenos umjetnickih ideja unutar plemickih krugova i ulogu
nadgrobne plastike u oblikovanju plemickog identiteta.

Kljucne rijeci: rani novi vijek, nadgrobni spomenici, pokojnikov lik, likovno rjesenje,

plemstvo, reprezentacija

Tomb monuments, as sculptural works
erected in memory of the departed,
have a prominent commemorative func-
tion. Regardless of who commissioned
them - whether individuals who ar-
ranged for their own memorial during
their lifetime, their relatives, heirs, or
another party — their primary purpose is
to mark the burial site and preserve the
memory of the deceased. The choice of

material, the complexity of form, and the
visual and textual content of the mon-
ument often reflect the social status, fi-
nancial standing, and significance of the
individual within their community, or at
least the image of importance that they
and their heirs wished to convey. While
these commemorative and representa-
tive functions apply to tomb monuments
in general, they are particularly evident

* Maja Zvorc PhD, Senior Assistant, Department of Art History, Faculty of Humanities and Social
Sciences, University of Zagreb (Republic of Croatia).
** This work was supported by the Croatian Science Foundation under the project Patterns of
Patronage. Commissioners, Artists and Public in Zagreb in 17" and long 18" century [IP-2022-10-3190].

52

ART AND IDENTITIES



in those from the early modern period,
which are the focal point of this study.

The 16" and 17* centuries in the King-
dom of Croatia were marked by wars
against the Ottoman Empire, whose ad-
vance began with the fall of the King-
dom of Bosnia in 1463. Ottoman forces
gradually conquered Croatian territory,
which, by the end of the 16" century, was
reduced to a narrow strip of land along
the border with the Habsburg hereditary
lands — a region referred to in historiog-
raphy as reliquiae reliquiarum olim magni
et inclyti regni Croatiae (“the remnants of
the remnants of the once great and illus-
trious Kingdom of Croatia”). A turning
point in the conflict came with the Battle
of Sisak (1593), which halted the Ottoman
advance westward. However, the strug-
gle to reclaim lost territory continued
throughout the 17" century, and only
with the end of the Great Turkish War
(1683-1699) and the signing of the Treaty
of Karlowitz in 1699 did a more peaceful
period begin, during which Kingdom of
Croatia could focus on rebuilding and
renewal.

Toma Erdédy II (?, 1558—Krapina, 1624)
was a prominent member of the Croatian
high nobility who distinguished himself

in warfare against the Ottoman Empire.
His life was defined by military service
and the defence of Croatian territory, for
which he expended a significant portion
of his wealth, although he was never fully
compensated.? Among his most notable
military achievements was lifting the Ot-
toman siege of the Sisak fortress in 1593
in alliance with Habsburg forces. News
of the Christian army’s victory quickly
spread across Europe, earning Erdddy
widespread recognition. Among the
many accolades he received was a letter
from Pope Clement VIII, who praised his
valour and encouraged him to persist in
the fight against the Ottomans.* In addi-
tion to military service, Toma Erdédy II
held many political offices: he served as
Viceroy (Latin banus) of Croatia, Dalma-
tia, and Slavonia (1584-1595, 1608-1614),
Master of Stewards (1598-1603), Treas-
urer of Hungary (1603-1608, 1615-1624),
and Captain of the Kingdom (1603-1605,
1607-1619), as well as the Varazdin Coun-
ty Prefect (Latin comes) and the Heredi-
tary Captain of Varazdin (1607-1618).*
Despite being nominated four times for
the office of Palatine (1608, 1609, 1618,
1622), the position was ultimately award-
ed to Hungarian magnates.® Erd6dy was

! In addition to their commemorative and representational functions, early modern tomb monuments
also had an eschatological purpose, as they expressed belief in the afterlife and the resurrection of
the soul. In Christian eschatology, graves are considered temporary resting places for the bodies
of the faithful, which, upon Christ’s Second Coming, will reunite with their souls and rise again.
Katekizam Katolicke Crkve (Zagreb: Glas Koncila, 2016), 280, no. 997; 281, no. 1001; 285, no. 1016.

o

Tatjana Radaus, “Erdédy, Toma IL.,” in Hrvatski biografski leksikon. 4, E-Gm, ed. Trpimir Macan

(Zagreb: Leksikografski zavod Miroslav Krleza, 1998), 71.

w

For more information see: Boris Prister, “Hrvatski ban Toma Erdédy — vitez Reda Otkupitelja,”

in INCC-98: zbornik radova 2. medunarodnog numizmatickog kongresa u Hrvatskoj, Opatija, 15. —17.
listopada 1998., ed. Julijan Dobrini¢ (Zagreb: Dobrini¢ & Dobrini¢; Hrvatsko numizmaticko
drustvo, 2000), 141; Zrinka Blazevi¢ and Daniel Premerl, “Christianae Reipublicae Propugnator:
Reformnokatolicka mitopoetika bana Tome Erdodyja (1558-1624),” in Tridentska bastina: katolicka
obnova i konfesionalizacija u hrvatskim zemljama. Zbornik radova sa znanstvenog skupa odrzanog u
Zagrebu 6. i 7. prosinca 2013., eds. Zrinka Blazevi¢ and Lahorka Pleji¢ Poje (Zagreb: Matica hrvatska;
Katolicki bogoslovni fakultet; Filozofski fakultet Druzbe Isusove, 2016), 395.

IS

Radaus, “Erdédy, Toma II.,” 71-72. Toma II handed over the honours of Varazdin County Prefect
and Hereditary Captain of Varazdin to his son Zigmund I in 1618.

® Orsolya Bubryak, “Athleta Christi. Political Propaganda in the Art Patronage of Tamas Erdédy, Ban
of Croatia and Slavonia,” Acta Historiae Artium Academiae Scientiarum Hungaricae 57, no. 1 (2016): 133.

Maja Zvorc: 17*-Century Tomb Monuments in Continental Croatia as Testaments 53



also a fervent defender of the Roman
Catholic faith, opposing not only the Ot-
tomans but also Protestant influences.
At a session of the Croatian-Hungarian
Diet in Bratislava (Possonium/Pressburg/
Pozsony), he firmly rejected the propos-
al of Hungarian nobles to settle Protes-
tants in Croatia, reportedly drawing his
sword and vowing to fight against “that
plague”. In recognition of his contribu-
tions to the defence of the Catholic faith
and the papacy, the Duke of Mantua,
Ferdinando Gonzaga I, awarded him the
Order of the Redeemer (full title Ordine
del Preziosissimo Sangue del Redentore) in
1619. This chivalric order had been es-
tablished in 1608 by Ferdinando’s father,
Vincenzo I, with the purpose of strength-
ening Catholicism and reinforcing alli-
ances among European noble houses.”
Toma Erdédy II passed away at his
estate in Krapina at the age of sixty-six,
weakened by age and illness. According
to his contemporary and chronicler Juraj
Ratkaj (Veliki Tabor, 1612-Zagreb, 1666),

preparations for his funeral lasted six
months.® His body was transported from
Krapina via Samobor to Zagreb in a sol-
emn procession led by horses adorned
with golden harnesses and three hun-
dred horsemen dressed in black and
armed with spears. Upon arrival in Za-
greb, the body was placed overnight in St
Mark’s Church before being transferred
the following morning to the cathedral.
Ratkaj noted that the procession was so
vast that “by the time the first pairs entered
the Basilica of St Stephen, the last had not
yet left the town,” i.e. Gradec.’ The cathe-
dral, still damaged from a fire that had
broken out earlier that year, was special-
ly prepared for the occasion. Its walls
were draped in black and adorned with
funerary emblems, and the interior was
illuminated by a multitude of candles.”
In the central nave stood a towering cat-
afalque, “rising nearly to the vault of the
church, adorned with wondrous stained glass
and an array of colours.”" According to the
Jesuit College’s chronicle, the opulent

¢ Juraj Ratkaj described the event and recorded the sentence that the ban shouted on that occasion:
“Hoc inquie ferro, si aliter fieri non poterit, pestem istam a nobis eliminabimus, tresqlue] nobis adsunt
fluuis Drauus, Sauus & Colapis, e quibus unum nouis hospitibus sorbendum dabimus.” (“With this sword,
if it cannot be done otherwise, we will eliminate that plague from among us; we have three rivers
— Drava, Sava, and Kupa - from which we will give our new guests to drink.”) Gregorio Rattkay
de Nagy Thabor, MEMORIA REGVM ET BANORUM, REGNORVM DALMATIZE, CROATIZE &
SCLAVONIZ, INCHOATA Ab Origine sua, & vsqlue]; ad prZEsentem Annum M. DC. LII. DEDVCTA
AVCTORE GREGORIO RATTKAY, DE NAGY THABOR, Lectore & Canonico Zagrabiense (Viennae:
Ex Officina Typographica Matth Z£i Cosmerouis, Sac: CZs: Maiestatis Typographi Aulici, 1652),
162. The work is also available in Croatian translation: Juraj Rattkay, Spomen na kraljeve i banove
kraljevstava Dalmacije, Hrvatske i Slavonije od njihovih pocCetaka, pa sve do ove 1652. godine koji je sastavio
Juraj Rattkay od Velikog Tabora, zagrebacki kanonik i lektor, trans. Zrinka BlaZevic et al. (Zagreb:

Hrvatski institut za povijest, 2001), 229.
7 Prister, “Hrvatski ban Toma Erdody,” 142-45.

8 Rattkay de Nagy Thabor, MEMORIA REGVM ET BANORUM, 163-64. See also: Rattkay, Spomen na

kraljeve i banove, 230-31.

9 “[...] ea fuit comitantium hominum copia, ut binis & binis incedentibus, dum primi Basilicam Divi Stephani
ingrederentur, postremi nondum urbe egressi fuerint, quod fat notabilem distantiam efficit.” Rattkay de
Nagy Thabor, MEMORIA REGVM ET BANORUM, 163.

10 Rattkay de Nagy Thabor, MEMORIA REGVM ET BANORUM, 163-64; Rattkay, Spomen na kraljeve

i banove, 231.

1 “[...] inter alia maxime spectandum erat lectus fastigiatus in altitudinem prope concamerationis Templi,
luminibus vitreis miro modo colorumque varietatibus distinctis.” Rattkay de Nagy Thabor, MEMORIA
REGVM ET BANORUM, 163. See also Rattkay, Spomen na kraljeve i banove, 231.
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Figure 1: Epztaph of Toma Erdody II (1 1624),
Zagreb, Cathedral of the Assumption of the Blessed
Virgin Mary and St Stephen and St Ladislaus
(source: Institute of Art History, Zagreb).

decorations were commissioned by the
Jesuit Order, whom Erdédy had ardent-
ly supported throughout his life."* After

the coffin containing the deceased’s body
was placed on the bier, Zagreb Bishop Pe-
tar Domitrovi¢ (?—Varazdin, 1628; episco-
pate 1611-1628) first celebrated a requiem
mass and then delivered a funeral ora-
tion, in which he praised Erdédy’s nu-
merous virtues and accomplishments.”
After the speech, the coffin was lowered
into the tomb in the southern apse near
the altar of the Blessed Virgin Mary. As a
final tribute, the three hundred soldiers
who had accompanied the procession
ceremonially broke their spears against
the cathedral walls, symbolizing the
grief and profound loss the Kingdom
had suffered with Erdédy’s passing.
After the funeral, an epitaph bear-
ing Erd6dy’s effigy was installed in the
southern apse near his tomb, designed
as a simple retable [fig. 1]. It consists of
a predella, which bears an inscription
detailing the count’s life and accom-
plishments, and a central relief flanked
by shallow wings adorned with military
trophies — symbols of Erdédy’s military
career. The relief depicts Erd6dy in full
armour and a firm stance, his gaze fixed
on Christ on the cross shown to his left.
His left hand rests on the sabre belted
around his waist, while his right hand
is placed on a helmet set upon a pedes-
tal. Around his neck, he wears the Order
of the Redeemer,’®> and above his head

12 Franjo Fancev, “Grada za povijest $kolskog i knjizevnog rada isusovackog kolegija u Zagrebu
(1606-1772.),” Starine 37 (1934): 40; Blazevi¢ and Premerl, “Christianae Reipublicae Propugnator,” 398.

B “IOlmnium enim maiorum suorum Thomam Cardinalem sequentium, hic Thomas maior fuit.” Rattkay
de Nagy Thabor, MEMORIA REGVM ET BANORUM, 163. Vidjeti i: Rattkay, Spomen na kraljeve

i banove, 231.

4 Stone, traces of polychromy, circa 340 x 190 x 14 cm, Zagreb, Cathedral of the Assumption of
the Blessed Virgin Mary and St. Stephen and St. Ladislaus, south apse. For an overview of the
literature on the epitaph see: Maja Zvorc, Preci, potomci, prestiz: Naruciteljske elite i nadgrobni
spomenici na podrucju Zagrebacke biskupije od XV. do XVIII. stolje¢a (Zagreb: Institut za povijest
umjetnosti, 2023), 120-23, 259-60. In contrast to tomb slabs, which are placed on the church floor
and cover an individual grave or the entrance to a tomb, epitaphs are built into the wall and are
located in the immediate vicinity of the grave or tomb containing the body of the deceased.

5 The necklace consists of oval medals inscribed with the Order’s motto, “Domine, probasti [me]”
(“Lord, thou hast searched [me],” Ps. 139:1), and a pendant featuring a pair of angels holding
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is inscribed the motto “IN-
‘DEOVICI” (“In God I have
conquered”), which he adopt-
ed after his victory at Sisak.
The epitaph is topped with a
broken pediment displaying
the united coat of arms of the
Kingdoms of Dalmatia, Cro-
atia, and Slavonia,® flanked
by the emblem of the Soci-
ety of Jesus and the Marian
monogram.

So far, researchers have
not identified a source that
could definitively confirm
the commissioner of Erdédy’s
monument. Drawing on the contempo-
rary chronicles of Juraj Ratkaj (1652) and
Grgur Pethé de Gerse (1660), Orsolya
Bubryak has suggested that the mon-
ument was commissioned by Toma’s
son, Zigmund 17 However, while both
chroniclers describe Erdédy’s elaborate
funeral, neither mentions the epitaph
or its commissioner.”® Zrinka Blazevi¢
and Daniel Premerl have proposed an
alternative hypothesis, arguing that

N\

Figure 2: Epitaph of Ivan Draskovic II (t1613), Bratislava,
St Martin’s Cathedral (photo: M. Zvorc).

the monument was commissioned by
the Jesuits. Their reasoning is based on
Erdédy’s patronage of the Society of Je-
sus and the presence of the Jesuit coat of
arms on the epitaph.” However, the cler-
gy primarily erected tombs for their own
members, whereas tombs for laypersons
were typically commissioned by imme-
diate family members — spouses, chil-
dren, or siblings.®® Given these consid-
erations, Bubryak’s hypothesis appears

the reliquary of Christ’s Blood from the Church of St Andrew in Mantua. Prister, “Hrvatski ban
Toma Erdédy,” 142, 144; Blazevic¢ and Premerl, “Christianae Reipublicae Propugnator,” 397.

16 Boris Prister identified this coat of arms as that of the Triune Kingdom of Croatia, Slavonia, and
Dalmatia (1868-1918) and concluded that it was most likely added in the 19" century. Prister,
“Hrvatski ban Toma Erdddy,” 142. However, the coat of arms uniting the heraldic symbols of
all three kingdoms began to be used as early as the 17" century as an expression of the political
aspiration to unify Dalmatia, Croatia, and Slavonia into a single legal and political entity. The coat
of arms on the epitaph of Toma Erdddy II is one of the earliest known examples of this kind. An
earlier example is the united coat of arms presented on the grant of arms issued by King Matthias
ITin 1610 to Ivan Budor and his successors. Mate Bozi¢ and Stjepan Cosi¢, Hrvatski grbovi: geneza,
simbolika, povijest (Zagreb: Hrvatska sveucilisna naklada; Filozofski fakultet Sveucilista u Zagrebu;
Institut drustvenih znanosti “Ivo Pilar”, 2021), 104, 189-91.

17 Orsolya Bubryak, “In Deo vici'. Kegyesség és reprezentaciéo Erdédy Tamas (1558-1624) horvat ban
miipartolasaban,” Studia Agriensia 27 (2008): 268; Orsolya Bubryak, “Athleta Christi,” 153.

18 Rattkay de Nagy Thabor, MEMORIA REGVM ET BANORUM, 163-64; Rattkay, Spomen na kraljeve
i banove, 230-31; Gergely Pethé, ROVID MAGYAR CRONICA. SOK RENDBELI FO HISTORIAS
Konyvekbol nagy szorgalmatossiggal egybe szedegettetet és IRATTATOT (Bécsben: Cosmerovius
Matthé, 1660), fol. 133r. The latter chronicle was published posthumously, some thirty years after

the author’s death (1629).

19 Blazevi¢ and Premerl, “Christianae Reipublicae Propugnator,” 403.
% For an overview of the most common patterns in tomb monument patronage in continental

Croatia see: Zvorc, Preci, potomci, prestiz, 195-98.
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more plausible than that of Blazevi¢ and
Premerl. The Jesuit coat of arms on the
epitaph more likely signifies Erdédy’s
support for the Jesuits as key figures in
the Catholic Reformation rather than
their direct involvement in commission-
ing the monument. Nevertheless, in the
absence of definitive historical or archi-
val evidence, neither hypothesis can be
confirmed or entirely dismissed.

Tomb sculpture is a branch of sculp-
tural art governed by established con-
ventions and tradition, which is reflected
in its enduring visual and iconographic
models. The epitaph of Toma Erdédy II
belongs to a group of monuments that
depart from the traditional knightly
tomb slabs and align more closely with
contemporary portraiture.” By omitting
elements typical of gisants (such as the
pillow motif, closed eyes, or hands rest-
ing on the chest), modifying the posture
so that the deceased is depicted standing
rather than reclining (employing contrap-
posto, shifting the figure from an en face

to a half- or three-quarter profile), and
incorporating a pedestal with a helmet
resting upon it, these tomb effigies resem-
ble formal court portraits. In addition to
Erdddy’s epitaph, other monuments that
belong to this group include the tombs
of Palatine Stjepan Illéshazy (t1609) in
the parish church of Pezinok, Palatine
Ivan Draskovi¢ II (+1613) in St Martin’s
Cathedral in Bratislava [fig. 2],% Palatine
Juraj Turzo VII (11616) in the court chapel
of Oravsky Hrad, and Gaspar Illéshazy
(t1648) in the parish church of Trencin,®
as well as a smaller group of monuments
from Croatian Zagorje — tomb of Ben-
edikt Thurdczy de Ludbreg in Vinica,
Ivan Peth6 de Gerse IV in Ivanec, and
Vragovi¢ family in MaruSevec. In each
of these examples, the deceased are de-
picted in a very similar manner: clad in
armour, they stand in contrapposto hold-
ing a weapon (either a sword or a mace)
in one hand, while the other rests on a
helmet placed atop a pedestal. The most
significant monument within this group

21

22
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Géza Galavics, “A magyar kiralyi udvar és a kés6 reneszans képzémtvészet,” in Magyar reneszinsz
udvari kultiira, ed. Julia Székely (Budapest: Gondolat Konyvkiado, 1987), 247-48.

Sandstone, 192 x 100 x 18 cm, Bratislava, St Martin’s Cathedral, sanctuary outer northern wall. On
the monument see: Ivan Rusina, Renesancnd a barokovd plastika v Bratislave (Bratislava: Tatran, 1983),
8, 54-55; Galavics, “A magyar kiralyi udvar,” 248; Arpa’d Miké and Géza Palffy, “A pozsonyi Szent
Marton-templom késé reneszansz és kora barokk siremlékei (16-17. szazad),” Miivészettirténeti
Ertesitd 51, no. 1-2 (2002): 115, 149-51.

For more information on the monuments and their similarities see: Maria Agghazy,
“Grabdenkmaler des Hochadels in Oberungarn aus dem XVII. Jahrhundert und ihre Stilquellen,”
Acta Historiae Artium Academiae Scientiarum 5 (1958): 108-10; Rusina, Renesancnd a barokovd plastika,
8; Galavics, “A magyar kiralyi udvar,” 246-48; Mik¢6 and Palffy, “A pozsonyi Szent Marton-
templom,” 113; Géza Palffy, “Die adelige Funeralkultur und Typen von Grabdenkmalern im
Konigreich Ungarn im 16. und 17. Jahrhundert,” in Macht und Memoria. Begribniskultur europdischer
Oberschichten in der friihen Neuzeit, ed. Mark Hengerer (K6ln/Weimar/Wien: Béhlau Verlag, 2005),
504-7; Jozef Medvecky, “Novovek,” u Umenie na Slovensku.: strucné dejiny obrazov, ed. Zuzana
Bartosova (Bratislava: Slovart, 2007), 83.

In parallel with the described “more contemporary” solution, the traditional gisant motif
continued to be used. One such example are the tombstones of the Turzo family members who
were interred in the church of St Jacob in Levoca, specifically those of Kristof III (+1614) and
Stanislav III (1625). Galavics, “A magyar kiralyi udvar,” 246; Palffy, “Die adelige Funeralkultur,”
506; Zuzana Ludikova, Arpéd Mikoé and Géza Palffy, “A 16csei Szent Jakab-templom reneszansz és
barokk siremlékei, epitéfiumai és halotti cimerei (1530-1700),” Miivészettorténeti Ertesité 55 (2006):
365-68, 374-77; Zuzana Covanovd Janosikov4, “Renesanén architektira a sochdrstvo v 16. a prvej
polovici 17. storocia na Spisi,” in Historia Scepusii: vol. II: Dejiny Spisa od roku 1526 do roku 1918, eds.
Martin Homza and Stanistaw A. Sroka (Bratislava/Krakow: Katedra slovenskych dejin Filozofickej
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— which likely served as a model for the
others — is the epitaph of Nikola Palffy de
Erdéd II (2, 1552 — Hrad Cerveny Kamen,
1600) from St Martin’s Cathedral in Bra-
tislava [fig. 3].%

Similar to Toma Erdédy II, Nikola
Palffy II devoted his life to military ser-
vice and state duties. Throughout his
career, he held numerous prominent mil-
itary and political positions, including
Royal Chief Chamberlain (1582-1600),
Chief Captain of Komarno/Camarum/
Komorn/Komarom (1584-1589, 1594—
1600), Nové Zamky (1589-1600), and Esz-
tergom (1595-1600), Prefect of Komarno
County (1584-1600), Hereditary Prefect
of Bratislava County (1599-1600), and
Hereditary Captain of Bratislava (1599—
1600).* His wife, Maria Fugger, erected a
monument in his memory in the sanctu-
ary of Bratislava Cathedral. The epitaph,
originally designed as a retable, was cre-
ated by the Augsburg sculptor Caspar
Menneler (Augsburg, 1575 — ?, 1630).”
The central portion of the monument
was divided into three niches: the central
niche contained a statue of the deceased,
while the side niches housed sculptures
of the archangels Gabriel and Michael.
The attic of the epitaph was adorned with
arelief depicting a battle against the Otto-
mans, above which was the Palffy family

Figure 3: Caspar Menneler, Epitaph of Nikola
Palffy de Erdéd II, 16Q1, Bratislava, St Martin’s
Cathedral (photo: M. Zvorc).

coat of arms, flanked by a pair of muses.
During the neo-Gothic renovation of the
cathedral in the latter half of the 19" cen-
tury, much of the epitaph was removed.
Only the central niche, with the figure of
the deceased, was preserved and relocat-
ed to the northern wall of the sanctuary,
where it remains to this day.?® The tombs’
original appearance can be reconstructed

fakulty Univerzity Komenského; Instytut Historii Uniwersytetu Jagiellonskiego, 2016), 832-35.

» Limestone, 195 x 92 x 30 cm, Bratislava, St Martin’s Cathedral, sanctuary northern wall.

% Miké and Palffy, “A pozsonyi Szent Marton-templom,” 138-39.

¥ The wife of the deceased initially signed a contract with the Augsburg master Paul Mayr, who
was obliged to create an architectural-type epitaph. Upon completion, the monument was
transported to Bratislava, but it was not to the commissioner’s taste, who subsequently hired
another artist, Caspar Menneler, to create a new monument. Mayr’s epitaph was stored in the local
Franciscan church, where it remains today. Only the central niche with the figure of the deceased
has been preserved, but the original appearance of the monument can be reconstructed based
on a photograph of its model, which has since been lost. Rusina, Renesancna a barokovd plastika,
52; Galavics, “A magyar kiralyi udvar,” 247; Arpéd Mikoé and Géza Palffy, “A pozsonyi ferences
templom kés6 reneszansz és kora barokk siremlékei,” Miivészettirténeti Ertesité 54, no. 3—-4 (2005):

329-31; Palfty, “Die adelige Funeralkultur,” 506.

% For more information on the monument see: Rusina, Renesancnd a barokova plastika, 8, 48—49;
Galavics, “A magyar kiralyi udvar,” 247-248; Rusina, “Nahrobna plastika,” in Barok: Dejiny
slovenského vytvarného umenia, ed. Rusina (Bratislava: Slovenska narodna galéria, 1998), 12, 14-15;
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Figure 4: Franz Alt, Interior of the Sanctuary of
St Martin’s Cathedral in Bratislava, 1848, Vienna,
Liechtenstein Museum, The Princely Collections
(© The Princely Collections, Liechtenstein
Museum, Vienna).

based on written and visual sources, in-
cluding a watercolour by Franz Alt (1848)
[fig. 4], which documents the sanctu-
ary’s appearance before the renovation.”
The Zagreb Cathedral also underwent
a neo-Gothic renovation following the
1880 earthquake. However, the epitaph
of Toma Erdédy II fortunately remained
intact, preserving its original form.

Figure 5: Votive Painting of Toma Erdddy II,
1620, Bojnice, Slovak National Museum —Bojnice
Museum (© Slovak National Museum — Bojnice
Museum, Bojnice).

The primary distinction between the
epitaphs of Toma Erdddy II and Nikola
Palffy II — and, by extension, other tombs
within this group - is the inclusion of the
motif of Christ on the Cross in Erd6dy’s
monument. This element is more com-
monly associated with monuments on
which the deceased are presented kneel-
ing in prayer. The presence of the Cruci-
fied Christ is unsurprising given Erdédy’s
reputation as athleta Christi — a status he
acquired during his lifetime through his
participation in battles against the Otto-
mans and his steadfast Roman Catholic
identity, which his successors actively
upheld after his death. Orsolya Bubry-
ak has observed that the Zagreb epitaph
bears similarities to a votive painting

421, cat. no. 91; Miké and Palffy, “A pozsonyi Szent Marton-templom,” 137-42; Palffy, “Die adelige

Funeralkultur,” 506-7.

¥ Watercolour, 387 x 285 mm, Vienna, Liechtenstein Museum, The Princely Collections.
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B Linal

(© Hungarian National Gallery, Budapest).

housed in the Slovak National Museum
in Bojnice (Slovenské narodné mtizeum —
Muzeum Bojnice) [fig. 5],*° which Erdédy
commissioned upon his admission to the
Order of the Redeemer.” In the painting,
the count is depicted kneeling before the
Crucified Christ, clad in chain mail and
equipped with a sword, while the Battle
of Sisak unfolds in the background. The
use of similar motifs in the votive paint-
ing and the epitaph (Erd6dy’s image,
Christ on the Cross, motto, family coat
of arms, mascaron) suggest that this ex
voto, along with Palffy’s tomb, served as
a key visual reference for the design of
Erdédy’s monument.

el Ry

Figure 6: Tomb Monument of Hans Rueber Pixendorf, 1591, Budapest, Hungarian National Gallery

There is another monument from
the then Upper Hungary (today the
territory of eastern Slovakia, Transcar-
pathian Ukraine, and north-eastern
Hungary), predating both the epitaphs
of Nikola Palffy II and Toma Erdédy II,
which exhibits compositional similari-
ty. It is the tomb of Hans Rueber Pixen-
dorf (Piichsendorf, Puxendorff; ?, 1529
- Velky Saris, 1584), Chief Captain of
Upper Hungary, who was interred in
the Cathedral of St. Elizabeth in Kosice.
The monument was erected in 1591 in the
Chapel of the Holy Cross, also known
as the Kromer Chapel after its commis-
sioner, which today serves as the chapter

% Oil on panel, 184 x 147 cm, Bojnice, Slovenské narodné mtzeum — Miizeum Bojnice, inv. no. XI-1173.

31 Bubryak, “Athleta Christi,” 269-70.

% Galavics, “A magyar kiralyi udvar,” 247; Palffy, “Die adelige Funeralkultur,” 505-6; Arpéd Miko,
“IX-4, Hans Rueber von Piichsendorf (11584), fels6-magyarorszagi f6kapitany siremlékének
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Figure 7: Master of the Trantner Epitaph
Workshop (?), Tomb Monument of Benedikt
Thuroczy de Ludbreg (+1616), Vinica, Church of
St Mark the Evangelist (source: Institute of Art
History, Zagreb).

sacristy.” The tomb was dismantled in
1733 to make way for a new altar. Only
the central sculpture of the deceased has
been preserved, and it is now housed in
the Hungarian National Gallery (Magyar
Nemzeti Galéria) in Budapest [fig. 6].*
Discussing the transfer and influence
of new visual models in tomb sculpture

among Hungarian noblemen, Géza Gala-
vics has observed that Pixendorf’s tomb
did not exert as significant an influence
in Upper Hungary as Palffy’s epitaph did
in Lower Hungary (present-day western
and central Slovakia).** Nevertheless, it
was a part of the visual repertoire avail-
able to commissioners when selecting a
design that best aligned with their pref-
erences and requirements. All the mag-
nates mentioned thus far — Hans Rueber
Pixendorf, Nikola Palffy II, Toma Erdédy
II, Ivan Draskovi¢ 11, Juraj Turzo VII, and
Gaspar Illéshazy — belonged to the same
social stratum. They were members of
the high nobility, prominent state offi-
cials, and military commanders. They
shared a similar lifestyle, moved within
the same political and social circles, and
were connected through familial and
marital ties.® This network facilitated the
exchange and transmission of artistic ide-
as among them, who appeared to share
similar aesthetic sensibilities and prefer-
ences. These social and political connec-
tions played a crucial role in disseminat-
ing innovative forms of tomb sculpture,
as reflected in the stylistic consistency of
their monuments. On each of the tombs,
the deceased is depicted in a command-
ing and dignified manner, emphasising
their role as military leaders by incorpo-
rating symbols of their rank and honour.

This new visual model was also
adopted by less influential nobles seeking
to align themselves with the social and
political elite. This is evident in a group

fétiguraja Kassardl,” in Mdtyds kirdly 6roksége, Késd reneszansz mifvészet Magyarorszigon (16-17. szdzad),
eds. Arpad Miko, Maria Ver6 and Anna Javor (Budpaest: Magyar Nemzeti Galéria, 2008), 253.
% Marble, 185 x 73 x 45 cm, Budapest, Magyar Nemzeti Galeria, inv. no. 55.1593.

* Galavics, “A magyar kiralyi udvar,” 247.

% Maria Agghazy particularly emphasises the role of family ties in the transmission of artistic ideas.
Agghazy, “Grabdenkmaler des Hochadels in Oberungarn,” 108-9, 116. Among the aforementioned
nobles, several were connected through multiple familial relations. For instance, Barbara, one of the
daughters of Juraj Turzo VII, married Krsto, a son of Toma Erdddy II, while another daughter, Helena,
married Gaspar Illéshazy. Additionally, Stjepan Illéshazy and Nikola Palffy II were brothers-in-law.
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of monuments created in the first half of
the 17* century within a relatively small
geographical area — the northern part of
the Croatian Zagorje. These are the tomb
monuments of Benedikt Thuréczy de
Ludbreg (+ 1616) in Vinica [fig. 7],*® Ivan
Pethd de Gerse IV (t 1616) in Ivanec [fig.
8], and a member of the Vragovi¢ fami-
ly in Marusevec [fig. 9].* All three mon-
uments follow the same compositional
model: the deceased is clad in armour,
holding a mace in the right hand - raised
high at the elbow — and a sabre in the
left, except for the Marusevec figure,
who grips a banner instead. They wear
a kalpak, a headgear characteristic of
the Croatian-Hungarian nobility, while
their helmet rests on a profiled pedestal
to their right. The Marusevec tomb also
features a lion positioned behind the de-
ceased’s legs, symbolizing strength and
serving as an additional means of glori-
fication. None of these monuments has
survived in its original form; all were
displaced from their original setting
and embedded into inner church walls.*
It remains unclear whether they were
initially part of a larger architectural
framework, like the epitaphs discussed
earlier, or whether they consisted solely
of a niche containing the figure of the de-
ceased. The MaruSevec monument even
lacks an inscription, making it difficult
to determine which family member it

Figure 8: Tomb Monument of Ivan Pethd de Gerse
IV (t 1616), Ivanec, Church of St. Mary Magdalene
(Source: Institute of Art History, Zagreb).

commemorates. The only identifying el-
ement is the coat of arms carved into the
arch of the semicircular opening beneath
which the deceased stands.

The circumstances surrounding the
commission of these three monuments
remain unclear. It is unknown who

36 Marble, 181 x 95,§ x 11,5 cm, Vinica, Church of St Mark the Evangelist. For more information on the
monument see: Zvorc, Preci, potomci, prestiz, 69-75, 80, 89, 278; and the literature listed there.
¥ Stone, 221 x 74 x 13 cm, Ivanec, Church of St Magdalene, originally in the castle chapel of St John

the Baptist at the Ivanec Castle.

% Stone, 118 x 100 x 11 cm, Marusevec, Church of St George.

¥ Thurdczy’s monument was located in the old parish church, which was demolished in 1808
and replaced with a new one. During the construction of the new church, the monument was
embedded into the northern wall of the sanctuary. The monument of Ivan Pethé de Gerse IV
was initially housed in the chapel of Ivanec Castle, which was demolished in 1844. Before the
chapel’s demolition, the monument was removed and installed in the southern wall of the parish
church. Vragovi¢’s monument, originally placed on the sanctuary floor of its current church,
was relocated and built into the northern wall of the sanctuary during its renovation in 1913. For
more information on the monuments see: Zvorc, Preci, potomci, prestiz, 69-75, 268, 272, 278; and the

literature listed there.
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Figure 9: Tomb Monument of Vragovi¢ Family
Member, first half of the 17" century, Marusevec,
Church of St. George's (source: Institute of Art
History, Zagreb).

commissioned them, who created them,
or when they were made. A partial ex-
ception is the tomb of Benedikt Thuréczy
de Ludbreg, which Emilijan Cevc attrib-
uted to the workshop of the Master of
Georg Trantner’s Epitaph based on sty-
listic analysis.* This sculptural work-
shop was active in the first half of the 17
century in Ptuj and Slovenske Konjice,
supplying works to Slovenian Styria and
the Croatian Zagorje region. The year

of death of Benedikt Thuroczy de Lud-
breg and Ivan Peth6 de Gerse IV (1616)
provides a reference point for estimating
the approximate date of their construc-
tion. However, while tombs were typi-
cally commissioned by family members
shortly after the deceased’s passing,
there are documented cases in which
individuals commissioned tombs dur-
ing their lifetime or descendants erected
monuments several decades after their
death.* Consequently, without specif-
ic archival evidence, it is impossible to
determine the precise date of the tombs
in Vinica and Ivanec, and even less so
for the one in MarusSevec. Variations in
sculptural style suggest that different
masters or workshops were responsible
for their execution. However, their strik-
ing compositional similarities indicate
a strong interrelationship. It remains an
open question which of the tomb monu-
ments was created first and thus served
as a model for the other two.

Among the three monuments, the
tomb of Benedikt Thurdczy de Ludbreg
stands out for its craftsmanship and the
quality of its material. Of the three fam-
ilies — Thurdczy, Pethd de Gerse, and
Vragovi¢ — it was Benedikt who attained
the highest social status. He belonged to
a branch of the Thuréczy family that re-
located from Turiec (Turcianska stolica/
Comitatus T[h]Jurociensis/Turéc varm-
egye/Turzer Gespanschaft) to Croatia at
the end of the 15" century.* As the lord of
Ludbreg, Belec, and Vinica, he served as
a royal advisor and was one of the signa-
tories of the Peace of Vienna (1606), which

“ Emilijan Cevc, Kiparstvo na Slovenskem med gotiko in barokom (Ljubljana: Slovenska matica, 1981),

197; Zvorc, Preci, potomci, prestiz, 72.

# One such example is the epitaph of Canon Nikola Gotal (+ 1723), which was erected more than
forty years after his death by the last family member in the female line, the Zagreb canon provost
and titular bishop of Belgrade and Smederevo, Stjepan Puc, in 1765 in the Zagreb Cathedral, where
the deceased had been interred. Zvorc, Preci, potomci, prestiz, 178, 198.

2 Ivan von Bojnici¢, Der Adel von Kroatien und Slavonien (Niirnberg: Bauer und Raspe, 1899), 190.
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ended the anti-Habsburg uprising in the
northern parts of the remnants of the
Kingdom of Hungary (mostly in today
Slovakia) and Transylvania.*®* According
to Juraj Ratkaj, he distinguished himself
in battles against the Ottomans, and in
1615, following the resignation of Toma
Erdédy II, he was appointed Viceroy of
Croatia, Dalmatia, and Slavonia — a posi-
tion he held until his death in 1616.* Ivan
Peth6 de Gerse IV belonged to the Croa-
tian branch of a Hungarian noble family
with estates in Bela, Ivanec, and Jurket-
inec®® Although little is known about his
life, that of his brother, the chronicler and
politician Grgur Pethé de Gerse, is bet-
ter documented. The author of the Short
Hungarian Chronicle (Révid magyar kronika,
published posthumously in 1660), Grgur
served as a representative in the joint
Croatian-Hungarian parliament and,
like Benedikt Thuroczy, was a signatory
of the Peace of Vienna (1606). In the 17
century, the Vragovi¢ family belonged to
the lesser nobility, with MaruSevec and
Krizovljan as their main estates.”” Certain
members held administrative and polit-
ical positions, albeit of somewhat lower
rank than those previously mentioned, in-
cluding the roles of (sub)prefect of Varaz-
din County and parliamentary delegate.
Giventheavailableinformation, among
the mentioned nobles from Croatian
Zagorje, Benedikt Thurdczy de Ludbreg
appears to have been the one most closely
connected to the social and political elite
of the period. It is, therefore, likely that he

— or rather the person who commissioned
his monument — was the first to adopt the
tomb model favoured by Hungarian mag-
nates, with Peth6 de Gerse and Vragovic¢
families following suit, embracing its
visual and symbolic connotations. How-
ever, the question of whether the tomb of
Benedict Thurdczy was also created prior
to that of Toma Erdddy II remains open.
Thuré6czy’s Slovak origin, along with his
high-ranking official position, suggests
that he may have been acquainted with
the new visual model that had emerged
among the Hungarian nobility regardless
of Erd6dy’s epitaph in Zagreb. Neverthe-
less, in the absence of concrete evidence
or a clearer understanding of the circum-
stances surrounding the execution of the
two monuments, it is difficult to reach a
definitive conclusion.

Early modern tomb monuments
served as reflections of both the social
status and aspirations of the deceased
and their heirs. The emergence of a new
visual model, which departed from me-
dieval conventions and aligned with con-
temporary portraiture, symbolised power
and reinforced a sense of belonging to
the elite. Initially accepted and promot-
ed by Hungarian magnates, this visual
language was gradually adopted by less
influential nobles, affirming their social
ambitions and ties to the aristocracy. The
monuments’ recurring iconographic and
compositional elements testify to visual
influences, and the choice of the described
visual type reveals the commissioners’

# Ivan Nagy, Magyarorszdg csalddai czimerekkel és nemzékrendi tablakkal, Tizenegyedik kotet (Pest: Rath

Mor, 1865), 188.

# Rattkay de Nagy Thabor, MEMORIA REGVM ET BANORUM, 186-87; Rattkay, Spomen na kraljeve

i banove, 246-47.
# Bojnici¢, Der Adel, 145.

* Ivan Nagy, Magyarorszdg csalddai czimerekkel és nemzékrendi tablikkal, Kilenczedik kotet (Pest: Rath

Mor, 1862), 262.

“ Krsto Vragovié received the title of baron in 1716. Ivana Supljika, “Gospodari Krizovljan-grada:
povijest obitelji Vragovi¢ s posebnim naglaskom na posljednjeg ¢lana Kristofora i njegov posjed
u Krizovljanu (1724. - 1725.),” Podravina 13, no. 25 (2014): 176-81.
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awareness of the importance of visual expressing personal piety and commemo-
identity in aristocratic culture. By embrac- rating the deceased but also played a cru-
ing this new artistic approach, tomb sculp- cial role in social representation and the
ture not only functioned as a medium for legitimisation of status.
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KATARINA ORVISKA*

Former Coronation Altar by
G. R. Donner in Saint Martin’s
Cathedral (Bratislava), Civic Identity
and Emericus Esterhazy

Byvaly korunovacny oltar od G. R. Donnera v Déme sv. Martina,
bratislavska mestianska identita a Imrich Esterhazi/ Bivsi krunidbeni
oltar G. R. Donnera u katedrali sv. Martina, Bratislava, gradanski
identitet i Emerik Esterhazi

Stisosie sv. Martina so Zobrikom sa povodne nachddzalo na dnes uz znicenom hlavnom a
korunovacnom oltdri v Dome sv. Martina v Bratislave. Tvorcom stisosia bol Georg Raphael
Donner (1693-1741), objedndvatelom ostrihomsky arcibiskup a primas Imrich Esterhizi
(1664—-1745). Hoci sa vsetci odbornici zhodujii, Ze sv. Martin obleceny v uhorskom odeve je
vel'mi vzdcnym vikazom, neexistuje zhoda v otdzke, o md vlastne na sebe. PredloZeny cldnok
sa z tohto dovodu venuje analyze svitcovho uhorského odevu a jeho kontextu s bratislavskou
mestianskou identitou a identitou objedndvatela, Imricha Esterhdziho.

KItcové slova: Sv. Martin, Dém sv. Martina, Imrich Esterhazi, Georg Raphael Donner,

Bratislava, 18. storodie, identita

his article explores a particular ele-
ment that can be found on the sculp-
ture of St Martin and the Beggar [Fig. 1]
— specifically, the saint’s Hungarian-style

clothing! — and its context in relation to
Bratislava’s civic identity.? The sculpture
was originally located on the nonextant
coronation altar of Saint Martin in St

* Mgr. Katarina Orvisk4, PhD., Centre for Sciences on Arts of the Slovak Academy of Sciences
(SAV), Public Research Institution, Research Fellow, Bratislava (Slovak Republic).

! Since English, unlike Slovak and Croatian, cannot distinguish between the concepts of Uhorsko
and Madarsko (both being translated as Hungary), which greatly reduces the possibility of
understanding the nuances of identity in the 18" century, the following terms will be used in
this thesis: Hungary (Kingdom of Hungary = Uhorsko, Ugarska), Hungarian (collective identity
of all inhabitants in Kingdom of Hungary = uhorsky, ugarski), Magyar (present-day Hungary =
Madarsko, Madarska), Magyar (= madarsky, madarski).

N}

As the term ‘identity” has a great number of meanings, as well as its opponents and proponents,

I decided to use the following general definition, which was elaborated in detail by James

D. Fearon: identity means either (a) a social category (age, gender, race, nationality, family or

local origin, language, religion, sexual orientation, class, occupation, beliefs, but in the case of
individuals it can also be visual or character specifics or hobbies, etc.), defined by membership
rules or (presumed) distinctive attributes or expected behaviour; or (b) a socially distinguishing
feature of which the person is particularly proud or which he or she considers immutable but
socially significant; where only (a), only (b), or both may apply. — James B. Fearon, “What Is Identity
(As We Now Use the Word)?” (Stanford: Stanford University, 1999), 14, 36, https://shorturl.at/vZFIL
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Figure 1: Georg Raphael Donner, St. Martin
and the Beggar, 17341735, alloy of lead and
tin, 275 cm, St Martin’s Cathedral, Bratislava,
Source: Katarina Orviskad.

Martin’s Cathedral in Bratislava. [Fig. 2
and 3] The author of the sculpture was
Georg Raphael Donner (1693-1741) and
the commissioner the Archbishop of Esz-
tergom, Emericus Esterhazy (1664-1745).?
Although all experts agree that it is rare
to see Saint Martin depicted in Hungar-
ian clothing, there is no consensus on
what he actually wears. According to
some experts, it is a magnate’s dress,*

Figure 2: Georg Raphael Donner, Main altar of
St. Martin in St. Martin’s Cathedral, Bratislava,
ca 18 m, preserved photograph from 1865.

others speak of a hussar uniform,® some
use the general term Hungarian dress/
costume.® This led me to carry out some
research on this garment, which brought
the following findings.

The typical hussar uniform [Fig. 4]
consisted of a short dolman coat with a
row of frogging with loops, over which
hussars wore a similarly laced and
fur-trimmed coat called pelisse. They

3 Emericus Esterhazy signed most of his life as Frater Emericus. Because of that I decided to use this
equivalent of the first name. Other variations of his first name: Imrich, Emmerich, Imre, Imbrih,
Emerik, Mirko. Variations of his surname: Estoras, Eszterhazy, Esterhaszy, Esterhazij.

* Maria Malikov4, Juraj Raphael Donner a Bratislava (Bratislava: Pallas, 1993), 39; Maria Potzl-
Malikova, “Zu Leben und Werk von Georg Raphael Donner,” in Georg Raphael Donner. 1693-1741.
Katalog der Ausstellung: Unteres Belvedere 2. Juni bis 30. September 1993, ed. Michael Krapf (Vienna:
Osterreichische Galerie, 1993), 54; Maria Potzl-Malikov4, “Georg Raphael Donner: Sv. Martin so
zobrakom”, Pamiatky a miized, no. 5-6 (1992), 29; Miklés Mojzer, “Egy jelmezes mecénas. Esterhazy
Imre hercegprimas”, Sub minervae nationis praesidio, ed. Ferenc Tékei et al. (Budapest: ELTE, 1989), 65.

5 Jozef Hal'ko and Stefan Komorny, Dém: Katedrdla sv. Martina v Bratislave (Bratislava: Lag, 2010), 339;
Péter Kovacs, Donner (Budapest: Corvina, 1979), 18.

¢ Ingeborg Schemper-Sparholz, “Lovasszobor az oltaron: gondolatok Georg Raphael Donner pozsonyi
fooltararol, Josef Thadd&dus Stammel graci Szent Marton-oltaraval 6sszehasonlitva,” Mifvészettorténeti
értesitd 45, no. 3—4 (1996), 161; Andreas Pigler, Georg Raphael Donner (Leipzig: Verlag Dr. Hans Epstein,
1929), 45; Ivan Rusina, Renesancnd a barokovd plastika v Bratislave (Bratislava: Tatran, 1983), 94.
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Figure 3: Franz Messmer and Wenzel Pohl,
Coronation of Maria Theresa in Bratislava (1741),
1768, oil on canvas, ca 250 x 140 cm, Hungarian
Embassy in Vienna, Source: bratislavskerozky.sk.

matched it with narrow trousers featur-
ing two richly decorated front slits. A
sash of coloured wool, on which knitted
tubes were strung as buttons, encircled
the waist (barrel sash). A colback of black
or brown fur served as a headdress. A
special feature of the hussars” equipment
was a sabretache worn over the right
shoulder. The lid of the bag, especially
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Figure 4: Martin Engelbrecht, Portrait of colonel
count von Schluga, about 1740, coloured etching,
29,4 x 18,4 cm, Source: Vienna University Library,
license CC BY-NC.

when owned by officers, was richly dec-
orated with embroideries of folk motifs,
later with the coat of arms of the regimen-
tal owner. The armament consisted of a
curved sabre of oriental type in a leath-
er scabbard, a carbine and two pistols.
The horses had saddles of the Hungarian
type, and the ornamented saddlecloth
(shabrack) was commonly used. Colour
played an important role in recognis-
ing regiments. This often changed over
time, e.g,, when the regiment had a new
owner, the colour of the dolman and the
pelisse was often modified accordingly.”
The clothing of the nobles also consisted

7 Harald Skala, Sldvne Casy cisdrskej jazdy v 17-19. storoci (PreSov: Universum, 2005), 26; Gyorgy Sagvari
and Gy6z6 Somogyi, Das Buch der Husaren (Budapest: Magyar Kényvklub, 1999); Vojtech Dangl and
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of a dolman, a pelisse, narrow trousers,
boots and a colback. [Fig. 5] The dolman
was decorated and the front of the gar-
ment fastened at the chest with precious
buckles and chains. Winter pelisses were
lined with fur.®

It is therefore not possible to deter-
mine from St Martin’s clothing what
exact type it is. The colour of the uni-
form, the sabretache, the saddle, the sad-
dlecloth, and the armour which would
identify the hussars” uniform and allow
assignment to a specific regiment, are all
missing. The main element suggesting
that the figure depicted is a hussar is its
military officer’s colback. Hussar officers
commonly decorated their uniform ac-
cording to their own taste and pinned all
sorts of ornaments on the colback.’ It is
also remarkable that the saint is sitting
on a lion skin. It was popular among
hussars to wear a lion skin slung over
the shoulder, but it was not common to
sit on one. Such a depiction of a hussar is
therefore highly schematic. For the sake
of completeness, let us add that there
were other cavalry troops at the time —
cuirassiers, carabiniers and dragoons —
but only hussar regiments were formed
in the territory of today’s Slovakia. More-
over, these other uniforms differed from
those of the hussars; for example, only
the hussars wore a colback.”

The massive chain on the pelisse
speaks in favour of the assumption that
the person depicted is a nobleman. Its
appearance resembles the chain of the

Figure 5: Daniel Schmidelli, Portrait of Josef
Ileshdzy, 1764, oil on canvas, 237 x 157 cm,
Source: Trenc¢in museum.

Order of the Golden Fleece, however the
pendant itself is missing. St Martin is
therefore dressed in clothes from which
it is impossible to determine whether
they are military or noble; he is wear-
ing a military hussar officer’s hat on his
head and a chain similar to those worn
by the nobility on his pelisse. However,
several hussar noble commanders have
demonstrably been portrayed in the hus-
sar uniform with all the attributes, to-
gether with the officer’s colback and the
noble chain / decorated buckle (agraffe)."

Vladimir Seges, Vojenské dejiny Slovenska, vol. 3: 1711-1914 (Bratislava: Vojen. inform. a tisk.
agenttra, 1996), 36; Zoltan Barcy and Gy6z6 Somogyi, Magyar huszirok (Budapest: Mora F, 1987), 6.
8 Tiinde Lengyelova, Zivot na §lachtickom dvore: odev, strava, domdcnost, hygiena, volny cas (Bratislava:
Slovart, 2016), 80-81; Jozsef Hollrigl, “Magyar és torok viseletek a XVI-XVIL Szazadban,” in
Magyar mifvelddéstorténet, vol. 3. A kereszténység véddbdstydja, ed. Sandor Domanovszky (Szekszard:

Babits Magyar-Amerikai Kiadd, 1993), 360-61.
° Barcy and Somogyi, Magyar huszirok, 33.
1 Dangl and Seges, Vojenské dejiny Slovenska, 35.

I Martin Engelbrecht, portrait of Count Anton von Kalnocki, print, c. 1740, inv. no. HB 2392747,
Germanisches Nationalmuseum, Nuremberg; Martin Engelbrecht, portrait of Count Johann
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[Fig. 4] Conversely, non-military noble-
men used to be portrayed in Hungarian
attire and occasionally in the colback, but
not with military insignia. In this con-
text, therefore, St Martin must be under-
stood as both a nobleman and a military
commander, which represents an anom-
aly within his iconography.'?

Moreover, in Baroque era St Martin of
Tours was perceived as a Hungarian saint
in Hungary” — notwithstanding the fact
that he can be regarded as an internation-
al saint popular throughout Europe and
the patron saint of many European noble
families. The veneration of St Martin was
established in Hungary by King Stephen
(reign 1000-1038) and his father Géza, who
built a monastery and a temple dedicated
to him in Pannonhalma. In his struggle
against Lord Koppany and the spread of
paganism, Stephen asked for the inter-
cession of St Martin, who thus became
the main patron of the whole of Hungary
and of the House of Arpad. Stephen’s wife

Gisela also contributed to this veneration.
She had already been taught to esteem
this saint in her native Bavaria. Similar-
ly, Bishop Gerhard, the tutor of Stephen’s
son St Emeric, brought the cult with him
from Italy. In 1074, before the Battle of Mo-
gyordd, Ladislaus (later St Ladislas, 1040—
1095) also made a vow to St Martin. After
his victory over Solomon (1053-1087), he
founded a Benedictine abbey in the saint’s
honour at the site of the battle. The Arpad
family often chose St Martin as the patron
saint of churches. Three chapters (in Bra-
tislava, Spisska Kapitula, and Arad) even
bore his name. His role as patron saint of
the country persisted even after the ex-
tinction of the House Arpéd. In 1427, King
Sigismund of Luxembourg (1368-1437)
named him the country’s most important
patron in his charter."

Many newspaper articles, mainly
Magyar, have survived from the 19** and
early 20™ centuries, from the period of
nationalism, which depict the sculpture

Baroniay (Baranyay), print, c. 1740, inv. no. HB 23927115, Germanisches Nationalmuseum,
Nuremberg; Martin Engelbrecht, portrait of Count Franz Leopold von Nadasdy auf Fogaras, print,
c. 1740, inv. no. HB 23927,109, Germanisches Nationalmuseum, Nuremberg; Martin Engelbrecht,
Portrait of Prince Paul Anton Esterhazy, print, c. 1740, inv. no. HB 23927,109, Germanisches
Nationalmuseum, Nuremberg; Martin Engelbrecht, portrait of Count von Schluga, coloured print,
c. 1740, inv. no. II1,263,31, Kunstsammlungen der Veste Coburg, Germany; Martin Engelbrecht,
portrait of Count Johann Joseph von Herberstein, coloured print, 1731-1755, inv. no. 111,263,39,
Kunstsammlungen der Veste Coburg, Germany; Martin van Meytens, portrait of Count Sandor

Karolyi, painting, before 1743, private collection.
There is a large body of scholarly texts on St Martin and his iconography; see, for example,

Raymond van Dam, Leadership and Community in Late Antique Gaul (Berkeley: University

of California Press, 1992); Raymond van Dam, Saints and Their Miracles in Late Antique Gaul
(Princeton: Princeton University Press, 2011); Yossi Maurey, Medieval Music, Legend, and the Cult
of St. Martin: The Local Foundations of a Universal Saint (Cambridge: Cambridge University Press,
2014); Ferenc Toth, “Szent Marton, a katona. Gondolatok a Szent Marton-kultusz Szombathely
fejlédésében betodltott kora tjkori szerepérdl”, Vasi Szemle 69, no. 1 (2015), 705-14; Judith Rosen,
Martin von Tours: der barmherzige Heilige (Darmstadt: Wissenschaftliche Buchgesellschaft, 2016);
Martin Scheutz, “Geteilte Méntel, ein Hauch von Fasching und ein neuer Martinskult. Die
Verehrung des Martin in der Frithen Neuzeit”, Archiv fiir Kulturgeschichte 98, no. 1 (2016), 95-134.

13 Potzl-Malikova, Georg Raphael Donner, 28.

4 However, the role of St Martin as the country’s patron saint was not exclusive in the then Hungary.

In addition to St. Stephen, also St. George, St. Michael and especially the Virgin Mary appeared

in a similar role in the early period. — Laszlé Koszta, “Szent Marton tiszteletének magyarorszagi
kezdete. Megjegyzések az els6 magyar bencés monostor, Pannonhalma alapitasdhoz”, in Annales
Historici Presoviensis, ed. Martin Pekar, Patrik Derfinak and Peter Zmatlo (Presov: Universum, 2005),
71-74; Richard Prazak, Legendy a kroniky Koruny uherské (Prague: Vysehrad, 1988), 82, 84, 98, 351-52.
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of St Martin with his specific garment
as a representation of Magyar identity."
But what was the identity of the peo-
ple in the Bratislava of the 18" century?
Civic identity in the early modern peri-
od has been discussed, for example, by
Barbara BalaZzova. She notes that the life
of a person in early modern society and
his or her success in a professional career
was determined from the beginning by
having an honourable origin. In a civic
environment, it was unthinkable for an
individual of illegitimate origin to join
the society. Parents had to marry pub-
licly and the first child was not expect-
ed to be born until nine months after
the wedding. If anyone tried to break
this rule in any way, sanctions awaited
upon discovered. A proper birth certifi-
cate accompanied a person throughout
his or her life and represented their tick-
et to decent society. Anyone applying to
become a burgher, enter a guild or get
married had to produce a birth certifi-
cate, which stated his or her name, date
and place of birth, as well as parentage
and occupation of the parents. Thus, the
primary identification of a modern per-
son in Hungary was linked to his or her
micro-origin — to a particular town and a
particular family. Thus, as late as the 18
century, nationality did not play a signifi-
cant role in the Hungarian environment.
This is evidenced by the fact that for-
eigners were also admitted to guilds in
Hungarian towns, mainly from the ter-
ritories of present-day Germany, Austria,

Bohemia, Moravia, Silesia, and occasion-
ally from more distant parts of Europe
(Switzerland, Prussia or Spain). Barbara
Balazova notes that neither place of birth
(due to significant — not only internal —
migration) nor language can be used to
determine the nationality of a Hungar-
ian inhabitant. As an example, she cites
the 1762 census of the members of the
Kremnica town administration. Knowl-
edge of German was a matter of course,
but knowledge of Slovak, Magyar and
Latin was not lacking either. Language
proficiency for twenty-one members was
reported, while eight people also men-
tioned knowledge of Slovak among other
languages."

One of the most accurate summaries
of Hungarian identity among the nobil-
ity is offered by Jézsef Demmel. In his
research on the Hungarian nobility with
Slovak as their mother tongue, he points
out that the understanding of identity
differed from the nationalism of the 19*
century as we understand it today in the
“post-nationalist” era. Before national-
ism, there were two basic components
of the identity of a nobleman — political/
national affiliation and linguistic affilia-
tion."” In defining the Slovak nobility, he
comes to a conclusion: “If we were now to
define the most important characteristics of
this stratum, we would state that it was that
the noble elite of Upper Hungary strongly
considered themselves part of the Hungarian
nation of nobles, natio Hungarica, and yet at
the same time, as the dominant language, or

15 Let us remember at least some: Porzé Feldunai, “A piispok ur pongyolaban”, Pozsonyvidéki Lapok
8, no. 4 (6 June 1880), 1; Sandor Vutkovich, “A nemzeti {igy Pozsonyban”, Nyugatmagyarorszigi
Hiradé 14, no. 23 (27 January 1901), 1-2; Kornél Divald, “Lathatatlan mtiemlékek,” in Miivészet 4,
ed. Kéroly Lyka (Budapest: Az Orszagos Magyar Képzémivészeti Tarsulat, 1905), 164; Halko and

Komorny, Dém, 339.

16 Barbara Balazova, “Linguarum Hungaricae, Germanicae et Slavonicae gnarus. K otazke
‘narodnosti’ mestianskeho umelca raného novoveku,” in Socidlne vedy a humanistika ocami mladych:
zbornik zo stretnutia v Tresti, 14.-16. 3. 2005, ed. Tatiana Sedova (Bratislava: Veda, 2006), 147-50.

17 J6zsef Demmel, “Stav zemiansky naroda slovenského. Uhorska 8lachta slovenského povodu”,

Forum Historiae 6, no. 2 (2012), 59.
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as one of the dominant languages in several
important spheres of life (such as family com-
munication), as well as in local public admin-
istration, in the administration of property,
and/or in regional political life, they used one
of the written variants of Slovak.”®

The multilingualism of the Hungari-
an identity has been discussed from dif-
ferent perspectives by Juraj Sedivy and
Jozef Tancer. Juraj Sedivy comes to an
interesting conclusion when research-
ing medieval identities in Bratislava.
The preferred language — or even ethnic-
ity — of an individual was a second- to
third-order group identification factor
for medieval townspeople. Moreover, it
is questionable whether such group iden-
tity coincided with one’s preferred lan-
guage. Except for explicit identifications,
ethnic identity cannot be ascertained,
so any quantifications of ethnic groups
in towns are at best hypothetical and
speculative. Bratislava’s multilingualism
corresponds to the anthropological prin-
ciple that smaller localities tend to be
unitary and, conversely, larger centres
promote (linguistic) diversity. His work
also shows that multilingualism was a
reality in medieval Bratislava, but a lim-
ited one. German was truly predominant
in both speech and in writing — whether
in documents or in inscriptions. How-
ever, this does not mean that it was the
native language of those in communica-
tion. German replaced Latin during the
14" century, but Latin remained the ec-
clesiastical language, and was also used
within the church administration. These

phenomena then continued seamlessly
into the early modern period. Until the
second half of the 19* century German
was the predominant language in the
streets of the city (yet Czech/Slovak be-
gan appearing in diplomatic communi-
cation and administration from about
1430 and Magyar as the 15" century
ended), the inhabitants presented them-
selves as proud Hungarian patriots.”

From the above it should be clear that
in the 18" century Germans, Austrians,
Slovaks, Magyars and Croatians in Brati-
slava could all consider St Martin in Hun-
garian clothing “their man”. Moreover,
in this period clothing was a distinctive
expression of one’s own identity. Differ-
ent states were characterised by different
clothing, and the upper classes (nobility,
wealthy burghers) used it to demonstrate
their political identity.”® In practice, this
means that St Martin, dressed in Hun-
garian clothing as a hussar commander
and a nobleman, represented Hungar-
ian identity, regardless of whether its
member had a native language of Slovak,
Magyar, German or Croatian. Clearly,
the political identity of natio hungarica
was common not only to the noble and
civic populations of Bratislava, but to the
entire kingdom.

In other words, when ordering the
altar Emericus Esterhdzy must have
been aware of the multilingual Hun-
garian identity of his worshippers, for
whom the Hungarian dress was con-
sidered a sign of identity for its mem-
bers regardless of language. In the 18"

18 Jozsef Demmel, Pansldvi v kastieli. Zabudnuty pribeh slovenského nirodného hnutia (Krasno nad

Kysucou: Kalligram, 2017), 23.

1 Juraj Sedivy, “Jazykové a etnickd pluralita v stredovekom Pre$porku/Bratislave — stredoveka realita
alebo moderny obraz?” Forum Historiae, no. 2 (2012) 16, 26, and 31; Jozef Tancer and Elena Mannova,
“Od uhorského patriotizmu k mensinovému nacionalizmu. Zmeny povedomia Nemcov na Slovensku
v 18. az 20. storoci,” in My a t{ druhi v modernej spolocnosti: konstrukcie a transformdcie kolektivnych identit,
ed. Gabriela Kilidnov4, Eva Kowalskd and Eva Krekovicova (Bratislava: Veda, 2009), 368.

2 Irena Turnau, History of Dress in Central and Eastern Europe from the Sixteenth to the Eighteenth Century
(Warszawa: Institute of the History of Material Culture, Polish Academy of Sciences, 1991), 7.
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century, a Bratislava-based Hungarian
Slovak, Magyar, Croat, German or Aus-
trian could “devoutly and passionately
concentrate on prayers” at the altar and
“rightfully seek their home here”, as the
19 century newspaper Pozsonyvidéki
lapok put it*' This statement is support-
ed by the fact that at the time of the
construction of the altar, the official lan-
guage in Bratislava was German and the
language of the church was Latin, and
the city contained a barely identifiable
volume of members of particular nations
or linguistic groups.

At this point we can focus our atten-
tion on the identity of the commissioner,
Emericus Esterhazy. [Fig. 6] In the course
of his lifetime, he reached the highest
possible ecclesiastical positions within
the Hungarian state; and in the secular
sphere, he was one of the most prominent
politicians. He achieved these successes
during his lifetime thanks to the unwa-
vering support of the Habsburg kings —
Joseph I (1678-1711), Charles VI (as King
Charles III of Hungary, 1685-1740) and
Maria Theresa (1717-1780). On various
occasions he pushed their will in an ab-
solutist manner, often at the expense of
the domestic nobility. In 1680 he entered
the Pauline Order, and eight years later
he was ordained a priest. He received a
doctorate in philosophy in Wiener Neus-
tadt and a doctorate in theology in Rome
at the Jesuit Collegium Germanicum et
Hungaricum. He successfully completed
his theological studies in 1687, when he
wrote his dissertation, Theses ex univer-
sa theologia. From 1688 to 1692 he taught
philosophy in the Croatian town of Lep-
oglava, from which he moved to Trnava
where he taught philosophy and the-
ology until 1695. The following year he
published part of his Trnava lectures as

Figure 6: Josef Kurtz, Portrait of Archbishop
Emericus Esterhazy, about 1735, oil on canvas,
Source: Slovak national gallery, Public Domain.

a book titled Theses theologicae. De Jure &
Dominio. This work, as well as his disser-
tation, is now lost. After leaving Trnava,
he went to Remete, a former village and
now a neighbourhood of Zagreb, where
he became Prior of the Pauline monas-
tery located there. In 1702-1707 he served
as the superior General of the Pauline Or-
der. Subsequently, he became the Bishop
of Vac (1706) and Zagreb (1708). He was
appointed to these posts by Joseph I. He
was bishop of Zagreb until 1723, when he
became bishop of Veszprém. Two years
later Esterhazy became Archbishop of
Esztergom, Primate of Hungary, Prince
of the Holy Roman Empire and Ispan of
Esztergom (the Archbishop of Esztergom
becomes Primate, Prince of the Holy Ro-
man Empire and Ispan of Esztergom at

2 Porz6 Feldunai, “A plispok tr pongyolaban”, Pozsonyvidéki Lapok 8, no. 4 (6 June 1880), 1.
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the same time).22 He held this office un-
til his death in 1745. As for his political
career, he was appointed chancellor of
the Hungarian court by Charles VI on
January 23rd 1725. However, he held
the post only until the death of Primate
Christian August of Saxony (1666-1725)
on August 23rd. In 1715, he received the
title of count and the post of royal privy
councillor, which he also held during
the reign of Maria Theresa. In the same
year he was also elected a member of
the commission appointed to revise the
laws and the judicial system, the Com-
misio Systematica. He held the post un-
til 1723. From about 1700 to the 1720s, he

regularly participated in the Croatian
and Hungarian assemblies.?®

Official documents prove that he
communicated with the imperial court
in German and with the clergy in Latin.*
He demonstrated his knowledge of sev-
eral languages in printed sources. Dur-
ing his episcopate in Zagreb, he wrote a
prayer to St Francis Xavier. Interestingly,
he wrote this work in two languages —
Latin and Croatian. As Archbishop of
Esztergom, he wrote the introduction
to the Biography of St John the Almoner
in Latin, German, Slovak and Magyar,
where he signed his name each time as
Frater Emericus.” Thus we can see that

2 Although this information is not commonly found in scholarly publications, there was a regulation
within the Hungarian administration from the Middle Ages onwards, according to which the
Archbishop of Esztergom automatically became both count (Latin = comes, Slovak = Zupan, Magyar
= Ispin and German = Gespan) of Esztergom and the Chief count at the same time. In the 16"
century, the function and powers of the count were mainly exercised by the vice-count. His powers
included the judiciary, the defense of the state and the collection of taxes. From the 17" century
onwards, county autonomy developed. The county assembly (diet/Komitatsversammlung), which also
elected the vice-count, played an increasingly important role. He thus had real power in his hands.
In this period, the title of Chief count was more of a rank and titular title, designating membership
of the high nobility, without any real powers. The change came only in the 18" century. From 1711
onwards, the chief count became the king’s representative in his county and had to hold a real
office. If the candidate was unable to perform it, the office was not filled. See Zoltan Fallenbiichl,
Magyarorszdg fGispdnjai 15261848 (Budapest: Argumentum, 1994), 29, 30-32, 38—40, and 75.

» Emericus Esterhazy, Theses ex universa theologia sub Auspiciis Reverendissimi Patris Tyrsi Gonzalez
Praepositi Generalis Societatis Jesu publice propugnande [...] (Romee: ex Typographia Pauli Monetze,
1687); Emericus Esterhazy, Theses theologicae. De Jure & Dominio, Quas in Congregatione Generali
Ordinis S. Pauli, Primi Eremitae Anno M.DC.XCVI. Die XI. Junij Defendendas suscepit Venerabilis
Pater Fridericus Geiseler [...] (Tyrnaviae, 1696); Katarina Orviska, “Imrich Esterhdzi a jeho
historiografia pri vyskume dejin umenia”, Ars 55, no. 2 (2022), 172; Katarina Orviskd, “Obraz
Imricha Esterhaziho v panegyrikach v kontexte jeho osobnosti a osobnych ambicii”, in Kapitulskd
od minulosti po budiicnost (Bratislava: RKCMBF UK, 2025), 243—44.

2 For more on the administrative documents related to the Primate’s work, see Katarina Orviska,
“Imrich Esterhdzi”, ibidem, 171-72.

% Imbrih Esterhazi od Galanthe, Molitva k-sz. Otczu Ferenczu Xaveriussu velikomu indianszkomu
apostolu, Zagreb, 1715; Emericus Esterhazi de Galantha, Oratio a celsissimo, ac reverendissimo S. R. 1.
principe Emerico e comitibus Esterhazi de Galantha, metropolitanae Strigoniensis ecclesiae archi-episcopo,

& Hungariae primate, &c. tunc Dignissimo Episcopo Zagrabiensi composita, & certo, ac perpetuo voto

suo ad Thaumaturgum S.Franciscum Xaverium facio [...], 1715; Emericus Esterhazy, Vita S. Joannis
Eleemosynarii Alexandrini Patriarchae, ex Antiquo Autographo In Vitas Patrum De verbo ad verbum
excerpta, et Quatuor linguis Latind, Germanicd, Hungaricd, Slavonicd Posoniensium (Possonium: Joannis
Pauli Royer, 1732); Emericus Esterhazy, Zywot S. Yana Almuznara, alexandynskeho patryarchy ze
Starodawnej Knihi Zywoti Otczuw nazwanej od slowa do slowa wibrany A sstwerim jazikem Latinskim
Nemeczkim Uherskim Slowenskim (Presporok: Yan Pawol Royer, 1732); Imre Esterhazy, Alamisnds Sz.
Janosnak Alexandriai patridrkinak Elete. Melly, ey régi, Atyak életekrdl kolt irdsb6l, Sz6rdl Széra Szedetett,
és Négy: ugymint Dedk, Német, Magyar, Tot (Posony: Janos Pal Royer, 1732); Emericus Esterhazy, Leben
Des Heiligen Allmosen-Gebers Joannis Alexandrinischen Patriarchens, Aus einer Mehr denn tausend Jahr
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when he spoke to the general population,
he used their mother tongue. Consider-
ing the Primate’s career and linguistic
skills, we can assume that he considered
himself a member of the natio Hungarica.

Conclusion

It is impossible to determine the exact
type of clothing worn by the statue of St
Martin. The colour of the uniform, the
sabretache, the saddle, the shabrack and
the armament are not depicted, rending
it impossible to identify the hussars” uni-
form, thus preventing from assigning to
particular regiment. The element that
suggests that it is a hussar is the military
officer’s colback. Such a depiction of a
hussar is therefore highly schematic. The
massive chain on the pelisse favours the
assumption that he is a nobleman. In its
appearance it resembles a chain of the
Order of the Golden Fleece, though the
pendant itself is missing. St Martin is
therefore dressed in a way that make itim-
possible to determine whether his cloth-
ing is military or noble; he wears a mili-
tary officer’s hat and a nobleman’s chain
on his pelisse. However, several hussar
noble commanders have demonstrably
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been portrayed in the hussar uniform
with all the attributes, together with the
officer’s colback and a chain or decorat-
ed agraffe of the nobility. In this context,
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as a military commander from the noble
class, though this represents an anomaly
within his iconography.

A saint dressed in the Hungarian
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represented an aspect of Hungarian iden-
tity, regardless of whether its representa-
tive’s mother tongue was Slovak, Magyar,
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Emericus Esterhazy’s decision to trans-
late the biography of St John the Almoner
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sioning the altar, the Primate must have
been aware of the multilingual Hungar-
ian identity of his faithful, wherein the
Hungarian dress of St Martin would sig-
nify the identity of its members regard-
less of language. In this sense, the Pri-
mate produced an altar that reinforced
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identity of the ordinary believers through
a counter-Reformation disposition.
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SaNJA CVETNICH

Between KoSice and Knin (Tinninum):
Alexius Jordanszky’s Contribution
to the Hortus Marianus in Croatia*™*

Izmedu Kosica i Knina (Tinninum): doprinos Aleksija Jorddnskoga
,Marijinu vrtu” (lat. Hortus Marianus) u Hrvatskoj / Medzi KoSicami
a Kninom (Tinninum): Prispevok Alexandra Jordanskeho k Hortus
Marianus v Chorvatsku

Prilog predstavlja znacenje marijanskoga atlasa Kratki opis milostivih prikaza BlaZene Djevice
Marije u Ugarskoj i njezinim dijelovima (1836. na njemackome i madarskom jeziku; 1838.
na slovackome) i njezina autora Aleksija Jordinszkoga (KoSice, 1765. — Ostrogon, 1840.),
naslovnoga biskupa Knina u Hrvatskoj. Kratki opis vaZan je marijanski topografski album koji
nudi povijesni uvid u osam hodocasnickih mjesta na podrucju hrvatskih biskupija: Trsat (Senjska
biskupija), Marija Bistrica, Remete, Krapina / Trski Vrh (Zagrebacka biskupija) te Aljmas,
Dragotin, Sotin, Petrovaradin (Bosanska ili Dakovacka i Srijemska biskupija). Jorddnszky je
bio zapazena crkvena i intelektualna licnost u Austrijskom Carstou, a kao gorljivi Marijin
poklonik prvi je (i jedini) zabiljeZio u Kratkom opisu neke od marijanskih prikaza, ukljucujuéi
sliku u Dragotinu i oltar iz kasnoga osamnaestog stoljeca (sada unisten) u Mariji Bistrici.

Kljuéne rijeci: Aleksij Jordanszky, 19. stoljece, Marijina prostenista u Hrvatskoj,
knjiZna ilustracija

Doctor of theology, canon of Bratisla-
va (Posonium/Pressburg/Pozsony)
and later Esztergom (Strigonoim/Gran/
Ostrihom), and titular bishop of Knin,
Alexius (Ale$/Alex/Elek) Jordanszky is
a little-known historical figure in Croa-
tia, especially considering the significant

contributions he made to Croatian Mar-
ian culture. Before we measure his con-
tribution to Mariology, we will share a
few biographical details. He was born
in Kosice (Cassovia/Kaschau/Kassa) on
September 15, 1765, and died in Eszter-
gom on February 17, 1840.! The respect

* Sanja Cverni¢ PhD, full professor, University of Zagreb, Faculty of Humanities and Social
Sciences, Department of Art (Republic of Croatia).
** This work was partially supported by the Croatian Science Foundation under the project
Patterns of Patronage. Commissioners, Artists and Public in Zagreb in 17" and long 18" century number

[IP-2022-10-3190].

! Dr. Rumy [Karl Georg Rumy], “Nekrolog des Alexius von Jordanpky,” Der Adler 53 (Montag, den
2. Mirz 1840): 421; Constant von Wurzbach, “Jordanfiky, Alexius von,” in Biographisches Lexikon
des Kaiserthums Oesterreich: X: Jablonowski — Karolina (Wien: Druck und Verlag der k. k. Hof- und
Staatsdruckerei, 1863), 267-68; Imrich Kotvan, Bibliografia bernolikovcov (Martin: Matica slovenska,
1957), 186-92. Due to the relative obscurity of the protagonist in this study, biographical data are
presented in the text in an encyclopaedical format.
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he gained during his life is evidenced by
obituaries published in various newspa-
pers of the Austrian Empire, for example,
the distant Salzburger Zeitung informed
readers on its front page on March 4,
1840:

“[...] the most respectd Bishop of Knin,
Abbot of Szdszvdr, and canon, Mr. Alex-
ius von Jorddnszky, has died in Gran.
Tireless work, apostolic zeal, an excep-
tionally good education, sincere piety,
and a kind heart adorned his life.”

In Kosice, Jordanszky was early exposed
to the trilingual culture of the state-offi-
cial classes, to which his father and ex-
tended family belonged, so as a child,
he learned “the three main languages of the
Kingdom of Hungary: Hungarian, German,
and Slovak, and throughout his life, he flu-
ently spoke these languages, alongside Lat-
in.”® Later, during his schooling, he also
mastered French and Italian.* In the fam-
ily of this high-ranking prelate, and one

of the protagonists of the ecclesiastical,
political, and cultural life of the conserv-
ative Empire, the circumstances of his
parents’ marriage were unusual. Gabor
Tiiskés and Eva Knapp (1990) particular-
ly emphasize:

“His father was a former Jesuit who,
under unclear circumstances, left the
order and married Maria Uher, who was
ten years younger than him. This event
in the family’s history reflects, on the one
hand, the breakdown of church discipline
for monastic life in the second half of the
18" century and, on the other hand, later
influenced Jordanszky’s life path. The
same year that his father passed away at
the age of 44, Jorddnszky entered the sem-
inary in Esztergom. He studied philoso-
phy and theology in Pozsony (Bratislava)
and Trnava (Nagyszombat). Among

his professors, besides the conservative
majority, were those who supported the
ideas of Febronianism, Jansenism, and
enlightened Josephinism.”

2 “Am 17. d. M. Starb zu Gran der Hochw. Tinninier Weichbischof, Abt zu Szaszvar und Canonicus,
Hr. Alexius von Jordanszky. Unermiidliche Thitigkeit [sic], apostolischer Eifer und vielseitige hohe
wissenschaftliche Bildung, wahre Frommigkeit und Herzensgiite schmiickten seinen Lebenslauf.” See
Kaiserl. Konigl. privilegirte Salzburger Zietung 46 (Mittwoch den 4. Mirz 1840.), s. p. [p. 1].

3 “Der Umstand, dafi er in Kaschan geboren wurde und seine Kinderjahre verlebte, trug dazu bei, dafl er die drei
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Haupt = Landessprachen Ungarns, die magyarische, deutsche und slawische auf die leichteste Weise erlernte
und bis zu seinem Tode, nebst der lateinischen Sprache, fertig sprach.” Dr. Rumy, “Nekrolog des Alexius
von Jordanfky,” 421. In the translation “slawische” was understood and translated as “Slovak”.

* Dr. Rumy, “Nekrolog des Alexius von Jordanky,” 421; Wurzbach, “Jordanfiky, Alexius von”.

5 “Sein Vater war friiher Jesuit. Dann trat er unter unklaren Umstanden aus dem Orden aus und hat mit
Maria Uher die Ehe geschlossen, die zehn Jahre jiinger war als er. Dieses Ereignis der Familiengeschichte
spiegelt einerseits den Auflosungsprozess der kirchlichen Disziplin, fiir die Lebensform der Orden in der
zweiten Hiilfte des 18. Jahrhunderts, andererseits wirkt es sich spater auf die Laufbahn von Jorddnszky
bestimmend aus. Im selben Jahr, als sein Vater im 44. Lebensjahr stirbt, wird Jorddnszky Seminarist der
Exztergomer Didzese. Er studierte Philosophie und Theologie in Pozsony und Nagyszombat. Unter seinen
Professoren finden wir neben der konservativ eingestellten Mehrheit auch jene, die sich zu den Ideen des
Febronianismus, des Jansenismus und des aufgeklirten Josephinismus bekannt haben. 1789 wird er zum
Priester geweiht.” Gébor Tiiskés i Eva Knapp, “Revitalisierung zwischen Barockfrommigkeit und
Massenreligiositét: ein ungarischer Versuch,” in Papers II. SIEF 4" Congress, eds. Bente Gullweig
Alver and Torunn Selberg (Bergen: European Culture Fundation. 1991), 645-73. Constant von
Whurzbach writes that he studied theology according to his father’s wishes and entered the
seminary: “Auf des Vaters Wunsch, der selbst schon Mitglied des Jesuitenordens und Novize gewesen,
studierte der Sohn Theologie und trat zu PrefSburg in das General-Seminarium ein.” Wurzbach,
“JordanfSsky, Alexius von”, 267.
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He was ordained a priest on September
26, 1789, and after gaining initial experi-
ence as an educator, he became the nota-
ry of the Archbishop of Esztergom, Count
Jozsef Batthyany, Primate of Hungary. He
then served as a parish priest in Svodin
(Szblgyén) in the Diocese of Nitra, and
this pastoral experience preceded the rap-
id development of Jordanszky’s ecclesias-
tical career: he was appointed professor
of theology at the archdiocesan lyceum in
Trnava, a canon of the Collegiate Chap-
ter of Bratislava, and vice-rector of the
royal academy there. He became a canon
of the Esztergom Metropolitan Chapter
and was confirmed on February 28, 1831,
and consecrated on April 24 as the titular
bishop of Knin.® He celebrated his golden
jubilee of priesthood half a year before
his death at the most famous Austrian
Marian shrine, Mariazell in Styria.”

In addition to his political and literary
activities—important within the context
of Bernolak’s standardization of the Slo-
vak language and the entire movement
inspired by Bernolakov¢ina—Jordanszky
is also notable for his numerous schol-
arly, ecclesiastical, and political contacts,
and his stimulating correspondence,
announcing the age of the founders

(Griinderzeit).? Particularly notable are his
connections with historian, archivist of
the Hungarian Court Chamber, and pro-
lific writer Martin Juraj Kovaci¢ Senkvicki
(Kovachich, Senkvicky, Senquiciensis,
Senquicziensis; Marton Gyorgy, Martinus
Georgius; Velké Senkvice near Pezinok,
1744 — Buda, 1821).° He was a descendant
of Croats who had left Kostajnica, Sisak,
and its surroundings due to Ottoman
incursions from the mid-16™ century, set-
tling in Senkvice in western Slovakia,
twenty-five kilometers northeast of Brati-
slava. He maintained his Croatian roots
through visits to Zagreb (on several oc-
casions from 1812), correspondence with
Nikola Skrlec Lomnicki, and especially
with Bishop Maksimilijan Vrhovac (for
whom he arranged the chapter archive in
1814-1815), and he sent his son Josip Niko-
la to study law in Zagreb (1813).1°

The intellectual context and personal
portrait sketched from the life of Alex-
ius Jordanszky provide the backdrop for
understanding his enormous effort and
success in publishing the Marian atlas,
an illustrated topography of its pilgrim-
age shrines in the Kingdom of Hungary,
in three languages—Hungarian and Ger-
man in 1836, and Slovak in 1838." I quote

® Wurzbach, “JordanfSky, Alexius von”. For the chronology of the appointment as titular Bishop of
Knin see: Remigius P. Ritzler, Pirminus P. Seerin, Hierarchia Catholica Medii et Recentioris Aevi sive
Summorum Pontificum — S.R.E. Cardinalium Ecclesiarum Antistitum Series: Volumen Septimum: PII
PP. VII 1800 — Gregorii PP. XVI 1846 (Patavii: Typis Librariae “Il Messaggero di S. Antonio” apud

Basilicam S. Antonii, 1968.), 370.
7 Wurzbach, “JordanfSky, Alexius von”.

8 Miroslav Vojtech, “Podoby slovenskej literattiry okolo 1800,” in Umenie a umelci v meste okolo
roku 1800/Art and Artists in the City around 1800, eds. Katarina Beriova and Katarina Kolbiarz
Chmelinova (Bratislava: Stimul; Katedra dejin vytvarného umenia Filozofickej fakulty Univerzity

Komenského, 2023), 527-51.

? St. Kn. and R. [Stjepan Krpan and Editorial Office], “Kovaéi¢ Senkvicki, Martin Juraj (Kovachich,
Senkvicky, Senquiciensis, Senquicziensis; Mérton Gyérgy, Martinus Georgius, Martin Duro),”
in Hroatski biografski leksikon: VIL: Kam-Ko, ed. Trpimir Macan (Zagreb: Leksikografski zavod
“Miroslav Krleza”, 2009), 814-15; St. Kn. [Stjepan Krpan], “Kovaci¢ Senkvicki, Josip Nikola
(Kovachich, Senquiciensis, genkvick}'r; Jézsef Miklos, Josephus Nicolaus, Jozef Mikulas),” 813-14.

10 Tvica Filipovi¢, “Martin Juraj i Josip Nikola Kovaci¢ u Hrvatskoj 1812. — 1815.” / ““Martin Juraj and
Josip Nikola Kovacic¢ in Croatia 1812-1815", Arhivski vjesnik IX, no. 1 (1966): 273-84.

' The Hungarian edition was published once more, posthumously (1863), in Pest: “Pesten, 1863.

Nyomatja és kiadja Bucs‘anszky Alajos.”.
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the titles in full in the hope of promoting

wider awareness of the edition:

[Alexius Jordanszky,] Kurze Beschrei-
bung der Gnadenbilder der seligsten
Jungfrau Mutter Gottes Maria, welche
im Konigreiche Hungarn, und der zu
demselben gehorigen Theile und Lin-
dern dffentlich verehrt werden, Nach
dem Vortritte der zwei, von wailand
fiirsten PAUL EZTERAS, Palatins des
Kénigreichs Hungarn, im Jahre 1690.
und 1696. herausgegebenen Biicher,

die eben in dem Hause, welches jetzt
erwihnter Fiirst zu Prefburg in der
grofen Kapitelgasse erbaute, unter dem
Prepburger sammt Landtag 1832/6
sammt den Bildern gesammelt, und zum
Seelentroste der Verehrer der seligsten
Jungfrau herausgegeben hat, Alexius
Jorddnszky, consecrirter Bischof von
Tinninien, Abt der seligsten Jungfrau
Maria zu Szdzvdr, Cantor und Canon-
icus des Graner Domcapitels, Weihbis-
chof in der Tirnauer hilfte der Graner
Erzdiozese, apostolischer Protonotiir,
Doctor und gewesener erdentlicher
Professor der heiligen Theologie, Colle-
gial=Mitglied der geheiligten Facultiit
der Pestcher Universitit (Preffburg,
gedruckt bey Belnay’s Erben, 1836). [fig.
1

[Alexius Jorddnszky,] Magyar Orszig-
ban, ,s az ahoz tartozo Részekben Iévd
béldogsdgos Sziiz MARIA Képeinek
rovid leirdsa. Néhai nagy novti Herczeg
ESZTERAS PALNAK, Magyar Orszd-
gi Palatinusnak két Konyvei nyomdoka
szerint, ugyan ettél a’ Herczetdl a’
Po’sonyi Kdptalan nagyobb titczdjin
épitetett eqykori lakhdzdban, a’ Po’sonyi
Orsziggyiilés alatt szerzette, ,s a’ Szent
Sziiz Mdria’ TisztelGinek lelki vigasz-
talasukra kozrebocsdtotta, a’ Képek’
mdsival egyiitt JORDANSZKY ELEK,
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- Kurge Befchreibung

der

Gunadenbilder der feligften Sungfrau
Mutter Gottesd

Matioa,
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Tinniniai felszentelt Piispok, Szdszvdri
béldog Asszontytdl nevezett Apit, Esz-
tergami Fo Kdptalan Enekes Kanonka,
a’ Nagszombati keriiletben Suffraganeus
,s Piispdk, Apostoli Protonotdrius, (FO
jegyzo) a’ Szentéges Teologidnak Dokto-
ra, a hajdan volt rendeszerienti koz tan-
itéja; a’ Pesti tudominyos Egyetémnek
tarsas tagja (POSONBAN, Belnay’
drokoseinek betiiivel. 1836). [fig. 2]

[Alexius Jorddnszkyl, Krdtki Opis Mi-
lostiwich Obrazow blahoslawenég Panni
Marie Matki Bozég, které w Krdlowstwe
Uherském, a w patricich k tiemu Cdst-
kdch, a Kragnich weregtie sa ctd. Podla
predeslich dwoch od riekdagSého KniZata
PAWLA ESZTERASA Krilowstwa
Uherského Palatina Roku 1690 a 1696
widanich Kiiih ; pram w tom Dome,
kteri wcil zminéné Kitiza v hrubég
Kapitul skeg Ulici, wistaviti dalo, pod
Sriemem 1832/3 spolu ag z Obrazmi ze-
bral a k duchownému PoteSeriti Ctitelow
Panni Marie Widal, Ale§ Jorddnszky
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Tininski (Kniski [sic]) poswdcani Biskup,
blahoslawenég Panni Marie ze Szdsz-
vdru Opidt, Ostrihomskég Kapitula
Spewar, a Kanowriik, Arcibiskupstwa
Ostihomského w Polowici Trnawskég
Mistobiskup, Apostolski Prwoznactiik,
swateho Bohoslawa Ucitel, biwali Pro-
fessor, pri PesCanskich wisokich Skoldch
spolkowni Ud. (Prespurku: pismem
Belnaiho Dedicu, 1838). [fig. 3]

The titles of the editions are long and pro-
vide insight into the book’s content, its
models, as well as information about the
author’s important roles in the Church
(the first indicated is being titular Bishop
of Knin) and in the academic life of the

j Krdtki Opif
g Mitofiimid

Obrazomw blaboflawencg Panni

Maric Matti Bojca,

freve

m Srdlowftwe Uherfecm, a w patvicidy € fiemu Coittddn.a
Sragnddy weregie fa ¢4, LR

Pobia predefid Dwody od efdagfehoNd . |

SKiijata PAWLA ESZTERASA,
Mrifowhoa Uberiteho Palarina Rofu 1690, a 1696 widanidy Kiib; pram
w tom Dome, Feeri witl yuiiené Kiita w brubdég fapimliteg Ulici wifia-
wifi dale, pod Shemem 1837, fvolu ag 3 Obrazmi gebral, a f duchonni.

mu Porefeid Citclor Pamni Marie wival,

Alet Jerdinszky
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Figure 3.

Kingdom. First and foremost, Jordanszky
reveals here that he was inspired by Mar-
ian atlases published nearly a century
and a half earlier by Hungarian Palatine
Count Pal Esterhazy: Az egesz vilagon levi
csudalatos Boldogsigos Sziiz kepeinek rovid-
eden fol tett eredeti [A Brief Description of
the Origins of the Miraculous Images of
the Blessed Virgin around the World ]
(1690), and in its second edition, Mennyei
korona az az Az egész vildgon 1évd csuddla-
tos Boldogsdgos Sziiz Kepeinek rovideden fol
tett eredeti [Heavenly Crown or a Brief
Description of the Origins of the Mirac-
ulous Images of the Blessed Virgin Mary
around the World] (1696).1> These works
presented numerous Marian shrines

12 [Pl Esterhazy,] AZ EGESZ VILAGON LEVO CSVDALATOS BOLDOGSAGOS SZUZ KEPEINEK
ROVIDEDEN FOL TETT EREDETI: Mellyet sok tanusigokbol dszve szerzett, és az aétatos hivek l6lki
iidvasségére ki bocsdtott GALANTHAI ESTERHAS PAL szentséges Romai Birodalombéli herczeg, s
Magyar Orszdgi palatinus. 1690. Esztenddben. Nagy-Szombatban [Trnava], az Academiai Botiikkel;
[Pal Esterhazy,] MENNYEI KORONA az az Az egész vildgon 1évd csuddlatos Boldogsdgos Sziiz Kepeinek
rovideden fol tett EREDETI. Mellyet sok tanusigokbol dszve szerzett, és az aétatos hivek lelki idvisségére
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Figure 4: Dorneck sc., Effigies B. Mariee Virg. In
Ecclesia Remete, prope Zagrabiam in Croatia 1836,
from the Slovak edition (1838.).

globally, and also described five miracu-
lousimages and statues from the Croatian
territory: in Remete, on Trsat — although
incorrectly, as he depicted a standing
statue (possibly of Our Lady of Slunj,
then displayed in the pilgrim church,
now in the treasury), instead of the mi-
raculous image of Our Lady of Trsat (on
the main altar) — and three images from
the Republic of Ragusa / Dubrovnik."
The global concept of Esterhdzy’s atlas
and the examples he transmitted (includ-
ing the three Dubrovnik images) reveal

Figure 5: Dorneck sc., Effigies B. Mariee Virg.
Bistricen in Regno Croatiae, Dicec. Zagrab. 1836.,
from the Slovak edition (1838.).

that his model was the four-volume atlas
of venerated Marian statues and images
by Bavarian Jesuit Wilhelm Gumppen-
berg, Atlas Marianus sive De imaginibus
Deiparae per orbem Christianum miraculosis
(I-II, 1657; 1II-1V, 1659; also published in
German as Marianischer Atlas Das ist wun-
derthitige Mariabilder. So in Aller Christli-
chen Welt mit Wunder Zaichen berhiiembt
[sicl).* These atlases reflect post-Triden-
tine efforts to revive a diverse collection
of Marian sculptures and images, there-
by supporting the growing reputation of

ki bocsdtott ujjonann GALANTHAI ESTERHAS PAL, Sentlégres Romai Birodalombeli HERCZEG
Magyar Orszagi PALATINVS 1696. Esztenddében. Meg szaporittatott pedig az erl6bbeb Kényu ugy hogy az

Historidknak szama Ezer Hirom Szdz. [Trnaval.

15 [Esterhdzy,] AZ EGESZ VILAGON LEVO CSVDALATOS BOLDOGSAGOS SZUZ KEPEINEK, 84-86
(Remete and Trsat), 200-2 (Republic of Ragusa / Dubrovnik).

4 Pavao Knezovi¢, “Dubrovacka Gospina svetista 17. stolje¢a prema Atlas Marianus W.
Gumpennberga” [Seventeenth-Century Marian Schrines of Dubrovnik According to Wilghelm
Gumppenberg’s Atlas Marianus], in Anali Zavoda za povijesne znanosti Hrvatske akademije znanosti
i umjetnosti u Dubrovniku / Annals of the Institute for Historical Sciences of the Croatian Academy of

Sciences and Arts in Dubrovnik, 43 (2005): 75-92.
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Figure 6: Dorneck sc., Altare B. Mariee Virg.
Bistricz in Croatia, Dicecesi Zagrabieniensi. 1836.,
from the Slovak edition (1838.).

the Blessed Virgin Mary in various forms
of (pilgrimage) veneration, prayers, and
visual and musical devotion.

Alexius Jordanszky’s Marian topog-
raphy was focused on the Kingdom of
Hungary (as stated in the title), where
he depicted sixty-nine images and stat-
ues. He did not include images from the
historical territories of the Republic of
Dubrovnik / Ragusa (abolished in 1808),
as it they were not part of the Kingdom,
but he significantly expanded the Croa-
tian section from Esterhazy’s Marian al-
bums with new pilgrimage centres that
emerged after the liberation of Slavo-
nia, Baranja, and Srijem from Ottoman
rule (Peace of Karlowitz, 1699; Peace of

Figure 7: Effigies B. Mariee Virg. In Eccles.
Krapina in Croat. Dicec. Zagrab. 1836., from the
Slovak edition (1838.).

Passarowitz 1718; Treaty of Belgrade
1739). To the old medieval center found-
ed by the Pauline friars in Remete [Fig.
4] in the historical Diocese of Zagreb, he
added Bistrica (now known as Marija Bis-
trica) [Fig. 5, 6] and Krapina (Trski Vrh)
[Fig. 7], which had not yet gained fame
as Marian shrines (Bistrica) or did not yet
exist (Trski Vrh) in Esterhdzy’s time. In
the historical Diocese of Senj-Modrus, he
accurately depicted the Marian figure of
Trsat (type Virgo lactans), the central part
of a Trecento triptych on the main altar
of the pilgrim and Franciscan monastery
church on Trsat, crowned with crowns of
the Virgin and Child Jesus, which were
ceremoniously crowned in 1715 [Fig. 8].

15 Zoraida Demori Stanici¢, Javni kultovi ikona u Dalmaciji (Split, Knjizevni krug; Zagreb, Hrvatski
restauratorski zavod, 2017), 277-79; Danko Sourek, “Iconography of the Sacred Stage: Scenography
for the Canonical Coronation of our Lady of Trsat (1715),” in Art and Politics in the Modern Period.
Conference Proceedings, eds. Dragan Damjanovié, Lovorka Magas Bilandzi¢, Zeljka Mikloevié,
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Figure 8: Imago B. Maria Virg. Tersacti in Eccl.
P.P. Franciscan. in Croat. maritima in Dicec.
Segnien. 1836., from the Slovak edition (1838.).

Of particular value are the visual testi-
monies of Marian shrines in the histor-
ical Diocese of Bosnia or Pakovo and
Srijem, where he depicted images and
statues in Dragotin [Fig. 9], Aljmas [Figs.
10, 11], Sotin [Fig. 12], and Petrovaradin
[Fig. 13]. The significance of Jordansz-
ky’s Marian album, A Brief Description
of Merciful Images, lies in its key role in
elevating the Marian imago to a central
position, which is particularly evident in
two cases — Bistrica (Diocese of Zagreb)
and Aljmas (Diocese of Bosnia or Dakovo

Figure 9: Imago B. Maria Virg in Ecclesia
Dragotin, Dicec. Diakov. in Slavonia, 1836.

and Srijem) — where Marian statues are
depicted both individually, and in their
altar embedding. In both cases, this is
an extremely valuable visual testimony,
as both altars were destroyed (as well
as that in Petrovaradin), and the Bistri-
ca altar was not visually recorded else-
where, making A Brief Description of Mer-
ciful Images the only place where one can
see what this important and exceptional
commission looked like." Its uniqueness
lies in the historical insight into the de-
velopment of a shrine that became the

Jeremy F. Walton (Zagreb: FF press, 2019), 111-18; Danko Sourek, “Triumphus Coronatee Reginze:
Scenografija krunidbe ¢udotvorne slike Majke Bozje Trsatske 1715. godine” / “Triumphus
Coronatee Reginze: The Scenography of the Coronation of the Miraculous Image of Our Lady

of Trsat in 1715,” in Vera imago G. V. Mariee Tarsactensis, ed. Marina Vicelja-Matijasi¢ (Rijeka:
Sveuciliste u Rijeci, Filozofski fakultet, 2019), 157-72.

16 On the altar commissioned by the Croatian Parliament (completed before July 1731) and this one,
commissioned by paroch of Bistrica Josip Sandor (1791, inaurated in 1794) and shown by Jordanszky,
see Josip Buturac, Marija Bistrica 1209-1996: Povijest Zupe i prostenista (Marija Bistrica: Nacionalno
svetiste Majke Bozje Bistricke / National Shrine of Our Lady of Bistrica, 1996 [1981]), 21-23.
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Figure 10: Dorneck sc., Effigies B. Mariz Virg. in
Eccles. Ab. Almds Dicec. Diakov. in Slavonia Mater
Refugii. 1836., from the Slovak edition (1838.).

national Marian pilgrimage centre in
Croatia.” Through his diligent effort, Jor-
danszky succeeded in creating a richly
illustrated Marian atlas, and it is precise-
ly the book illustrations that distinguish
this work from the earlier Marian treatis-
es in Croatia, initiated in the 17" centu-
ry by Croatian Jesuits Lovro Grisogono
(Mundi Mariani, Vienna 1646, Pars secun-
da, Padua 1651; second edition Augsburg

Figure 11: Dorneck sc., Altare B. Mariee Virg. Ab
Almis Dicec. Diakov. in Slavonia. 1836., from the
Slovak edition (1838.).

1712)"® and Juraj Habdeli¢ (Zerczalo Mari-
anzko [The Marian Mirror], Graz 1662).

In the edition A Brief Description of
Merciful Images by Alexius Jordanszky,
the illustrations are signed “Dorneck sc.”
(Aljmas, statue and altar; Remete; Bistri-
ca, statue and altar), or they are unsigned
(Petrovaradin; Sotin; Dragotin; Krapina,
Trsat), and all are dated 1836. Accord-
ing to the gender indicated in letters

17 For the development of the shrine in Marija Bistrica, see Buturac, Marija Bistrica 1209-1980.

8 [Laurentius Grisogono,] MVUNDI MARIANI : MARIA SPECVLVM MVNDI ARCHETYPI SEU
DIVINITATIS AVCTORE R. P. LAVRETIO CHRYSOGONO DALMATA SPALATENSI SOCIETATIS
JESU THEOLOGO. (VIENNAZ AVSTRIZ: Typis Matthee Cosmerovij, in Aula Coloniensi, ANNO
DOMINI M.DC. XLVI. [1646]); Pars Secunda. PATAVIL. ANNO MDCLI. Suptibus iuncarum,

& Joan. Iacobi Hertz. [1651]; second edition AUGUSTA VINDELICORUM, EXPENSIS PHILIPI
JACOBI VEITH, BIBLIOPLZ GRZCENSIS, ET FRATRUM. ANNO M DCC XII. [1712]).

1 [Juraj / Georgius Habdelich,] ZERCZALO MARIANZKO. To je to PONIZNOZT DEVICZE MARIE,
KAJE BOGA RODILA. USEM SZLOVENZKOga i Horuatczkoga naroda Kerschenikom d onem naulaztito,
zuerhunaturalzke, od dareslyive ruke Bosje prieli, na nasleduvanye, PO JURIU HABDELICHU Tovarustua
JESSUSSEVOGA Mesniku popiszana, i na szuétlo dana (M.DC.LXII Stampano U-Nemskom Gradczu

pri Ferenczu Widmanstetteru. [1662]).
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preserved in the Archdiocesan Archive
in Esztergom, sent from Vienna and
signed “Dorneck”, Gyula Roézsa (2001)
discovered that this was a woman who
was Jordanszky’s main engraver, and
she likely lived in Vienna.” Meanwhile,
in the Archdiocesan Archive in Zagreb,
letters from Alexius Jordanszky to the
Bishop of Zagreb, Aleksandar Alagovi¢
(Manzelice near Trnava 1760 — Zagreb
1837),** have been preserved. Like the
historian Martin Juraj Kovaci¢ Senkvicki,
Alagovi¢ was a Slovak of Croatian ori-
gin. In these letters, Jordanszky requests
that drawings of venerated images and
statues be sent to him, to be forwarded
to Dorneck and others,” and engraved in
copperplates for the book illustrations.
From this correspondence, we conclude
that Jordanszky developed his network
of collaborators by writing to the centres
of dioceses where these images were lo-
cated, addressing bishops directly, and
signing as the titular Bishop of Knin
(“Alexius Jordanszky, Ep. Tinn.”). In Jan-
uary 1836, the same year he published
the German and Hungarian editions of
A Brief Description of Merciful Images, he
wrote to Alagovié:

“Your Excellency, Most Reverend and
Honorable Bishop, Gracious Sir!

The Croatian dignitaries who approve
and admire my efforts in gathering the
gracious images of the Blessed Virgin

MAliare T NMaria Tirg.in Sotinin Sypmie Diiee.et Ce.
milali Syrenierv. 7896,

Figure 12: S. a., Altare B. Mariz Virg. in Sotin in
Syrmio Dicec. Et Comitatu Syrmien. 1836., from
the Slovak edition (1838.).

advise me to request from Your Excellen-
cy both a drawing and a description of
the image of the Virgin of Krapina. For,
they say, it would be regrettable if, in
such a large collection (I already possess
33 thousand engraved images) from all
over Croatia, only the image from Marija
Bistrica were represented, while the one
from Krapina were omitted.

2 Gy. Rézsa [Gyula Rézsa], “Dorneck, Wiener (?) Copper Engraver” in Saur: Allgemeines
Kiinstlerlexikon: Die bildenden Kiinstler aller Zeiten und Vélker: 29: Donny — Du, ed. Giinter Meifiner
(Miinchen/Leipzig: K.G. Saur, 2001), 92. In the art market, Joseph Dorneck, a copper engraver who
worked in Vienna during the 1820s and 1830s, has been identified in connection to the sale of the
separate sheets from the Hungarian edition, although no source is provided for this information.
Cf. “1836 Dorneck, Joseph,” Darabanth Auction House, Budapest, https:/www.darabanth.com,
accessed on 14 October 2024. The identity of the female member of the Dorneck family in relation
to Joseph remains unknown (possibly wife or widow?).

#! Juraj Kolari¢, “Aleksandar Alagovic 1829-1837 in Zagrebacki biskupi i nadbiskupi / Bishops and
Archbishops of Zagreb, ed. Franko MiroSevi¢ (Zagreb: Skolska knjiga, 1995), 446-58.

2 Gyula Rézsa notes that out of ninety-one book illustrations, forty-five were signed by Dorneck,
five by Josef Kern, while the others remain unsigned. Rézsa, “Dorneck, Wiener (?)
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Figure 13: Altare B. Mariea Virg. ad nives intra

Petrovirad. Et Mittrovicz in Slavonia, in Dicecesi

Didkov. 1836., from the Slovak edition (1838.).

Due to what I firmly believe about
Your Excellency’s steadfastness in pious
devotion, based on high opinion and
evaluation, I humbly ask Your Excellen-
cy for the favor of kindly providing me

with: 1° a depiction in octavo (8°) format
of the image of the Blessed Virgin Mary
of Krapina, 2° a brief historical descrip-
tion of its origin, development, and
current veneration. The Mighty Virgin
will reward all efforts to increase her
veneration.

One more (second) thing I would like
to mention: The collection of biographi-
cal images of Francis 1, to whom we owe
our promotion, has been completed these
days. Twenty images can be obtained
from me for 30 forints. May Your Grace
ensure that at least some copies of this
truly beautiful collection are displayed
in Croatia and that Francis’ memory
is passed on to future generations. The
only bishop from the Triune Kingdom
who supported it was Sucic.23 Now,
there is none.

These unfortunate sessions seem una-
ble to reach an end. The knot needs to be
cut, but Scanderbeg’s sword has rusted.
It is rude how the Oligarchs, who hold
all the power, appoint Croats, even the
Bishop of Knin. I recommend myself to
your favour and remain your most obedi-
ent servant, Alexius Jorddnszky, Bishop
of Knin. EM.S.C. et [and] C. (?) / In
Pressburg, January 28, 1836. / Bishop
Madarassy24 is feeling very unwell.”

Kupferstecherin.” Jordanszky was unable to obtain an image from the Greek Catholic Marian
sanctuary in the village of Sajopalfala (formerly Palfalva) in the Eger Diocese (“Palfalvaer Marien-
Bild in der Erlaner Didzese”), so he inserted a book engraving signed “Vinc. Franceschini sculp.”
depicting the sanctuary of Madre delle Grazie della Mentorella, located about sixty kilometres
east of Rome, between Tivoli and Palestrina, which is traditionally considered one of the oldest

Marian shrines outside of Rome.
2!

&

Franjo Sanjek et. al,, Pavao Marija Sucic biskup bosanski ili dakovacki i srijemski (11. sije¢nja 1767. — 13.

travnja 1834.): 250 godina od rodenja. Zbornik radova s medunarodnog znanstvenog skupa odrzanog 15.
prosinca 2017. u Pakovu i 8. ozujka 2018 u Subotici | Pavao Marija Suci¢, Bishop of Bosnia or Dakovo
and Syrmia (11 January 1767-13 April 1834): 250 Years Since His Birth. Proceedings of the International
Scientific Conference held on 15 December 2017 in Dakovo and 8 March 2018 in Subotica (Zagreb/Dakovo:
Hrvatska akademija znanosti i umjetnosti Zavod za znanstveni i umjetnicki rad u Dakovu, 2018).

* s. a., “Madarassy Ferenc,” in Magyar Katolikus Lexikon: VIII: Lone — Meszl, eds. Istvan Dids i Janos
Viczian, (Budapest: Szent Istvan Tarsulat, 2003), sub voce.

% “Excellentissime, Illustrissime, et Reverendissime Domine Episcope, Domine Gratiose! / Domini Croatee
Dignatales, qui meos in colligendis Gratiosis Beatae Virginis Deiparae Imaginibus conatus probant ac
mirantur, suadent mihi ut ab Excellentia Vestra etiam Krapinensis Imaginis delineationem ac descriptionem
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The tone of the letter reveals the closeness
of compatriots and political like-mind-
edness. Nevertheless, the titular Bishop
of Knin, Jordanszky; still had to urge the
Bishop of Zagreb, Alagovi¢, regarding the
drawings, including the one from Bistri-
ca’® (which he had already received by the
time he requested the one from Krapina)
and the newly commissioned depiction of
the small statue from Krapina, which was
only twelve centimeters tall, brought from
the Holy Land in 1669 by Stjepan Balago-
vic (as a Franciscan Friar named Joachim),
around which a shrine developed on
Trski Vrh near Krapina.” In the summer
of 1836, Jordanszky also informed Alago-
vi¢ about the difficulties in correspond-
ence with the Bishop of Srijem (then the
successor to Pavao Marija Suci¢, Josip Ku-
kovic),® and the drawing of the painting

of Our Lady of Sorrows of Dragotin (not
a statue, as indicated in the shrine’s de-
scription) arrived so late that in the ini-
tial list announcing which miraculous
images and statues would be presented,
Dragotin was indicated in all editions as
being “without an image” (“bez Obrazu”,
“ohne Bild”, “Kép nélkiil”). Nevertheless,
the book illustration depicting Our Lady
of Sorrows of Dragotin was eventually
published for the first time in its centu-
ries-long history.”” Thanks to his efforts,
enthusiasm, diligence, and persistence in
motivating and engaging reluctant col-
laborators and correspondents, Alexius
Jordanszky became the first to present
the post-Tridentine Marian shrines in
the southern part of the Empire, earning
himself an important place on the Mario-
logical map of Croatia.

efflagitem. Dolendum enim esset, inquiunt, si in tanta collectione (jam 33 millia Imaginum cupro incisarum
possideo) ex tota Croatia unicam saltem Bisztriczensem Imaginem Collectio mea expromeret et Krapinensem
praeteriret. / Pro ea, quam de Vestra Excellentiz constantia teneris hyperdulico cultu firmam teneo, opinione
et existimatione, imploro Ejusdem Excellentiee Vestree gratiam in eo, ut mihi 1° delineationem in 8° majori
imaginis BMV Krapiniensis, 2° brevem historicam descriptionem originis, progressus et actualis cultus
ejusdem gratiose submitti facere dignetur. Reprendet Virgo potens cuncta in sui cultus augmentum impensa
fatigia. / Alterum est, quod insinuo: Collectionem biographicarum Francisci L., cui nostram promotionem
debemus, Imaginum his diebus conclusam esse. Haberi apud me omnes 20. imagines possunt ad 30 fl MC.
Dignetur efficere, ut in Croatia adminus aliquos hujus certe pulchrae collectionis exemplaria ostendantur
et memoriam Franciscanam posteritati exhibeant. Unicus Epp~us Szucsich e tribus Sociis Regnis
subscripserat. Nunc nullus est. / Inauspicata ista Comitia non sciunt finem invenire. Nodus secari deberet,
sed gladius Scanderbegi ruginavit. Indignum est, quomodo Croatas, et etiam Epp~um. Tinnin. designentur
Oligarcha, quos penes arbitrium est. Commendo me gratiis, et distincta cum veneratione sum Excellentiae
Vestrae humillimus servus Alexius Jorddnszky, Ep. Tinn. E.M.S.C. et C. / Posonii, 28 Jan. 1836./ D. Ep.
Madarassy aegerrime valet.” HR- NAZg, Officium praesidiale episcopi Alexandri Alagovich, no.
56/1836., 28. Januarii 1836.

% HR-NAZg, Officium praesidiale episcopi Alexandri Alagovich, no. 134/1835. 17. Martii 1835.,
after which the request was forwarded to the parish priest of Bistrica (“Requisitus D. Abbas
Bistriczensis”*).

¥ For the history of the statue and shrine see: s. a. [Mikula /Nikola Gorup], ZERCZALO
MARIANSZKO KIPA JERUSALEMSZKOGA VU KRAPINE Pod Bratovschinum Sz. Skapulara
Podignyenoga (VU ZAGREBU, Stampano pri Andrasu Besse Purgaru Klobucharu, per Anton
Jandera Factorem. 1868. [2" edition 1996]).

% HR-NAZg, Officium praesidiale episcopi Alexandri Alagovich, no. 356/1836. 3. Julii 1836. (“Pro
statu notitia”).

¥ Tllustration before the description on page 131 in the German edition, after the description on page
128 in the Hungarian edition (1836), and after the description on page 149 in the Slovak edition (1838).
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MartA HErRUCOVA*

Menci Clement Crncic
and His Mysterious Painting**

Menci Clement Crnci¢ a zdhada jeho obrazu / Menci Clement Crncic i
zagonetka njegova slikarstva

Menci Clement Crncié (1865—1930) bol zniamy maliar aj grafik, vyraznd osobnost chorvitskeho
vytvarného umenia, najmd impresionizmu a pointilizmu. Chorvdt pévodom, narodeny v
Rakiisku, studujiici na Morave a v Bavorsku, casto sa zdrZiavajiici pri Jadranskom mori a
v mnohych eurdpskych krajindch, sa stal autorom mnohych krajinomalieb. Jeho jedind mal'ba
zachovand na Slovensku sa odchyluje od jeho tvorby inklinujiicej k symbolizmu. Otvdra

viaceré otdzky v oblasti ikonografie a pribuzmych tém.

KItcové slova: maliarstvo okolo 1900, secesia, symbolizmus, homage, klinceky

n the depository of the Bratislava City

Gallery there is a painting by Crn¢i¢
entitled Portrait with Seven Carnations,
which is signed but not dated (fig. 1).!
Its provenance is unknown, all we can
say is that it used to be part of the old
collection of the city museum. It first
appeared coincidentally in 1978 on the
cover of a vinyl record of the Sympho-
ny in C major, the overture to Georges
Bizet’s opera Carmen,” and in 1980 it was
purposefully displayed as a part of the

exhibition Hladanie slohu: Umenie oko-
lo 1900 (The Search for Style: Art around
1900) as well as on the title page of the
exhibition catalogue.®* Later it became
part of the now defunct permanent ex-
hibition of the Bratislava City Gallery. In
the exhibition guide it is listed as a work
by a Croatian-Austrian painter and it is a
piece of art with an atmosphere of mys-
terious melancholy, on the border of Art
Nouveau and Symbolism.* Portrait with
Seven Carnations has never left Slovakia,

* PhDr. Marta Herucova, PhD., Centre for Sciences on Arts of the Slovak Academy of Sciences,
Public Research Institution, Research Fellow, Bratislava (Slovak Republic)..
** The study was made with the support of the project VEGA 2/0062/23 Orient in Fine Arts in Slovakia.
! Menci Clement Crnci¢, Portrait with Seven Carnations, circa 1910, oil on canvas, 60 x 49 cm, acquired
by transfer from the Municipal Museum of Bratislava (currently the Bratislava City Museum)
in 1959, Bratislava City Gallery, inv. no. A 1411 (dated 1895-1910). Upper right corner is signed

“Menci Cl. Crnc¢ic”.

2 The record was released by Opus record label in cooperation with the Gramophone Club and
recorded by the Slovak Philharmonic under the baton of Zdenék Kosler.
3 Radmila Trojanova, Hladanie slohu: Umenie okolo 1900 (Bratislava: Bratislava City Gallery, 1980),

non-paginated exhibition catalogue.

* Zelmira Grajciarova and Zséfia Kiss-Szemaén, Stredoeurdpske maliarstvo a sochdrstvo 18001918
(Bratislava: Bratislava City Gallery, 2008), 52 (Crnc¢ic). The artists’ biographies: Marta Rysava.
The permanent exhibition was located in the Palffy Palace and Crnci¢’s painting in room 7.
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Figure 1: Menci Clement Crncié: Portrait with
Seven Carnations, around 1910, oil on canvas, 60
x 49 cm, Bratislava City Gallery. Photo Bratislava
City Gallery.

it has not been part of any of Crncic’s ex-
hibitions, not even his last retrospective,
which took place in Zagreb in 2016.5
Menci Clement Crnci¢, born in 1865 in
Styria, was supposed to become a soldier
like his father, who came from Slavonia
and served as a frontiersman. However,
he was not physically cut out for this job

Figure 2: Wilhelm Leibl: Head of a Girl — so-called
Malresl, 1897, oil on wood, 22.7 x 24.1 cm, offered by
the auction house Lempetz, Cologne. Photo Lempetz.

and was expelled from military school in
Hranice na Moravé as unfit for service.®
He went to study at the Academy in Vien-
na’ and later, in 1886, in Munich. However,
he was soon short of funds to finance his
studies. Thanks to “a beautiful lady”, as
the catalogue of the last retrospective put
it, he painted theatre sets for the Landes-
theater in Coburg to earn some money:.
Eventually his situation brightened as he
received a scholarship from the Slavonic
borderlands® and probably also by the
support of his sister Marija, who lived

® Petra Vugrinec et al., Retrospective of Menci Clement Crnci¢ (1865-1930) (Zagreb: Klovicevi dvori

Gallery, 2016).

¢ Menci Clement Crnci¢ was born on 3 April 1865 in the Styrian town of Bruck an der Mur, where
his father Gaspar Crncic¢ served as a border guard. His father came from the small Slavonian
village of Raji¢, his mother was called Maria Clementina, née Mayer. Menci had an older sister,
Marija (1851-1929), who settled in the village of Nova Gradiska (in Slavonia), and a brother, Albert,
who lived in Lovran (in Istria). He attended primary school in Vienna, a military real gymnasium
in St. Polten, Upper Austria (1876-1880), and studied for two years at the Higher Military Real
School in Hranice na Moravé. See Vugrinec et al., Retrospective of Menci Clement Crncic, 237, www.

familysearch.org/ark:/61903/1:1:Q2Z6-J1TQ.

7 He studied there between 1882 and 1855. See Vugrinec et al., Retrospective of Menci Clement Crncic, 15.

8 The Krajina Property, Development and Education Fund (Krajiska imovna, uzgojna i obrazovna
zaklada) was a special fund in Krajina (Vojna Krajina), in the border zone of the Austro-
Hungarian and Ottoman Empires. It was financed by money from house owners who did not
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Figure 3: Menci Clement Crncic: Little Girl
(Djevojcica), 1890, oil on canvas, 66 x 53 cm,
National Museum of Modern Art, Zagreb. Photo
Goran Vrani¢ © National Museum of Modern Art,
Zagreb, 2022.

in Slavonia and was married to the well-
to-do merchant Josip Schwartz. Crnci¢ fi-
nally enrolled at the Munich Academy in
1889; he was 24 at that time.” He studied

Figure 4: Achic (Akos) Aranyossy: Little Girl,
1893, oil on canvas, 57 x 45 cm, East Slovak
Gallery, Kosice. Photo East Slovak Gallery.

there under the Greek painter Nikolaos
Gyzis (1842-1901), known for his academ-
ic allegorical and genre paintings. Crnci¢
adopted rather Munich realism, which
features a Leiblenian character that was
based on tonal modelling of figures, re-
duction of the colour palette, as well as on
a pretended incompleteness (fig. 2)."° The
painting A Young Girl (Djevojéica) is one
of the few surviving from the period, as
Crncic’s early work was destroyed in a fire
in his Zagreb studio."" A similar picture

choose to provide accommodation for the prescribed number of soldiers, from fees for permits
to sell alcoholic beverages, to operate mills, butcheries, etc., from fees for the sale of animals,
from various fines, etc. The purpose of the fund was to improve education and schooling in the
Krajina. The fund was used for scholarships and aid to students, for the construction of schools
and churches, and, to a small extent, for the relief of frontiersmen affected by natural disasters. —
Available at www.enciklopedija.hr/clanak/krajiske-imovne-zaklade.

©

He is listed in the Academy’s registry incorrectly as “Klement Crucic”. — https://matrikel.adbk.de/

matrikel/mb_1884-1920/jahr_1889/matrikel-00658.

!

S

Dajana Vlaisavljevic (https:/nmmu.hr/en/2022/11/25/menci-clement-crncic-a-young-girl-1890). For an

example of Leibl’s style, see e.g., Wilhelm Leibl (1844-1900), Girl” Head — so-called Malresl, 1897, oil on
wood, 22.7 x 24.1 cm, offered by Lempetz Auctioneers, Cologne, 21 May 2016, auctioned for €86,800.
According to the auction catalogue, the model for this intimate portrait was Leibl’s cook and model
Therese Haltmeier (www.lempertz.com/en/catalogues/lot/1067-2/1544-wilhelm-leibl.html).

1

=

Menci Clement Crnéi¢, A Young Girl, 1890, oil on canvas, 66 x 53 cm, National Museum of Modern

Art, Zagreb, inv. no. MG 447. Crncic¢’s studio burned down in 1927. Vugrinec et al., Retrospective of

Menci Clement Crncic, 237.
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Figure 5: Menci Clement Crncié: Rainy Day on the Coast, undated, oil on canvas, 50 x 73.5 cm, offered

by the auction house Dorotheum, Vienna. Source https://artvee.com/artist/menci-clement-crncic/.

was painted by the painter Achac (Akos)
Aranyossy (1870-1898) from KoSice dur-
ing his Munich studies.”?

After his stay in Munich, Crnci¢ set-
tled in Zagreb. His works attracted the
attention of the Slavonian painter and
art historian, then Minister of Education
and Religion Izidor Krsnjavi (1845-1927).
He offered him a professorship at the
school for craftsmen.”® Crnci¢ accepted,
but soon administrative duties began to
overwhelm him. Krénjavi therefore ar-
ranged a scholarship for him and sent

him to Vienna, the native city of his wife
Wilhelmina, to study at the University of
Applied Arts. He became not only a pupil
but also a friend of the German printmak-
er William Unger (1837-1932). Crncic¢’s
etchings of bleak landscapes with lone-
ly figures drew him into the current of
European Symbolism. They had a Bock-
lin-esque ambiguity to them, offering no
explanation as to who these people were
or why they stood sad and dejected on
the seashore® (As for Crnci¢’s graphic
work, he also created a graphic portrait

12 Achac (Akos) Aranyossy, A Young Girl, 1893, oil on canvas, 57 x 45 cm, East Slovak Gallery, Kosice,

inv. no. O 94.

3 He worked at the Royal Regional School of Arts and Crafts (Kraljevska zemaljska obrtna gkola) in
1892/1893. See Vugrinec et al., Retrospective of Menci Clement Crncic, 237.

4 Menci Clement Crnci¢: Osamljena (Lonely), 1895, etching, paper, 337 x 608 mm, Kabinet grafike,
Hrvatska akademija znanosti i umjetnosti, Zagreb; also offered by Dorotheum Auction Company,
Vienna, 18 September 2019, lot 129 (auctioned for € 576). Compare, e.g., with Arnold Bécklin’s Villa
by the Sea (Version III), 1871-1874, oil on canvas, 108 x 154 cm, Stadel Museum, Frankfurt am Main,
inv. no. 1260 (https://sammlung.staedelmuseum.de/en/work/villa-by-the-sea); the work was known
through prints. Hecht, Wilhelm (sculp.) — Bécklin, Arnold (pinx.), Villa by the Sea (Version II), 1897,
etching on paper, Ernest Zmetak Art Gallery, Nové Zamky, inv. no. G 1329.
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of the Croatian Baron Teodor Pejacevi¢
after Vlaho Bukovag; in Slovakia, only his
graphic depiction of two winged cherubs
after Raphael has been preserved)."”

In 1894 Crnci¢ went to Istria with Unger,
who had a lung disease. It was a key mo-
ment, because Crnci¢ encountered plein
air painters there and fell in love with the
sea for good, which he then painted and
photographed for the rest of his life (fig.
3). Crnci¢ became for Croatia not only
the first trained printmaker, but also a
painter who was able to ride the wave
of a modernism with an impressionistic,
almost Monet-like, spirit'® (similar to the
Slovak painter Pavol Szinyei Merse, who
was much older than Crnci¢ — lived be-
tween 1845 and 1920, mostly in his native
Saris region).”” In 1900 Crn¢i¢ had his first
solo exhibition in Zagreb and the pub-
lic was enthusiastic about his paintings.
The very next year he went on a tour of
Dalmatia, then to the Plitvice Lakes and
later again south to the sea. At the sea he
stayed with various artists and exhibited
with them in the Art Salon Eugen Artin
in Vienna, an event hosted by a semi-Ar-
menian who had briefly studied art his-
tory and who was annoyed by the “cheap
and bad” art that was otherwise on of-
fer in the monarchy’s capital.’® In 1903
Crnci¢, together with the painter Bela
Cikos Sesija (1864-1931) who also came

from Slavonia and was also the son of a
frontiersman, founded a painting school,
the nucleus of the future Zagreb Acade-
my.”” The school was also attended by the
pious Karolina (Lina) Virant (1879-1949),
whom he married in 1910; he was then
45 years old. Soon they had a son, Menci
Clement Jr. (1911-1985) and then a daugh-
ter, Branka, of the name Koscec after mar-
riage (1915-2003). Crncic rotated between
stays in Zagreb and by the sea in Novi Vi-
nodolski. In Zagreb, he regularly exhibit-
ed in the Ullrich Salon, a private gallery
owned by the Slavonian gallerist Antun
Ullrich (1872-1937). The painter owned
a villa in Novi Vinodolski.?® Crnci¢ died
suddenly after wandering near Sava on 9
November 1930 at the age of 65.

The Bratislava painting of the mys-
terious woman could have been made
well before the wedding, it could have
immortalised a model of his or his lov-
er; also, it may have been commissioned
by a third party. The thing is that Crncic¢
did not usually paint portraits; if he did,
it was only on commission — which he
very seldom did, or he portrayed peo-
ple from his close circle, more at their
request than on his own initiative. Be-
fore the First World War, for example,
he portrayed Krsnjavi’s daughter Roza
(1894), Mrs. Sch., Mrs. R., Mrs. N., Mrs.
V. (all 1902), Count Pejacevi¢, Mrs. A. P,
Nina (all 1904), and Dr. Theodor Graf

15 Menci Clement Crnci¢ (sculp.) — Raphael (pinx.), Two Winged Cherubs (detail of the Sistine
Madonna), after 1894, copper engraving, paper, 412 x 470 mm, 285 x 700 mm, Bratislava City
Gallery, inv. no. G 11027 (as Angels, dated 1850-1875 sic!).

16 See the comparison of Crncic’s painting Izgled z Bellaviste (View from Bellaviste) (1901-1902) and
Monet’s Manneporte (Etretat) (1886). See Vugrinec et al., Retrospective of Menci Clement Crncic, 22.

7 Cf. e.g., Pavol (Pal) Szinyei Merse, Poppies in the Field, 1901-1902, oil on canvas, 89.5 x 80 cm,
Hungarian National Gallery, Budapest, inv. no. 2285, https://en.mng.hu/artworks/50517; Menci
Clement Crn¢i¢, Red Poppies, undated, 50 x 79 c¢m, collection of Dr. Vink Per¢i¢, Klovicevi dvori

Gallery, Zagreb.

8 Gunter Vogl, Eugen Artin: Ein Wiener Kunstsalon um 1900 (Vienna: Gunter Vogl, 2019).
1 During his time at the school he travelled to Italy, Switzerland, France, Belgium (1905, 1907) and

Bosnia (1908).
2 His Villa Lada was built between 1910 and 1915.
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Figure 6: Lucien Lévy-Dhurmer: Beethoven's
Mask, around 1906, pastel, paper, 91 x 61.3

cm, offered by Sotheby’s, Paris. Source https://
commons.m.wikimedia.org/wiki/File:Beethoven_
Mask_(c._1906)_-_Lucien_Lévy-Dhurmer.jpg.

(1905). Of these, Count Pejacevi¢ could
be connected with Slovakia; members of
the family were also known for organiz-
ing the settlement of Slavonia by people
from Slovakia and for having a summer
palace in the High Tatras around 1900.%
On the frame of the Bratislava paint-
ing there is a German inscription “ER-
INNRUNG”, translating into English

Figure 7: Odilon Redon: Hommage to Goya

(1), ca. 1885, oil, canvas on cardboard, Scharf-
Gerstenberg Collection, Berlin. Source https://
commons.wikimedia.org/wiki/File:Hommage_a_
Goya,_by_Odilon_Redon,_view_1,_c._1885,_oil _
on_cardboard, _mounted_on_canvas_-_Scharf-
Gerstenberg_Collection_-_DSC03859.JPG.

as REMEMBRANCE, or it would if we
omit the fact that the word lacks a letter
“E”, as it would properly be read “ERIN-
NERUNG". Also missing are the embel-
lishments at the beginning and end of
the word, of which only holes remain.
The texture of the swampy back-
ground in visible brushstrokes, similar
to that of the 1908 painting Sluka (Wood-
cock)® gives the painting the subtle

2 The years in brackets indicate when the work was exhibited. See Vugrinec et al., Retrospective of

Menci Clement Crncié, 238—40.

2 Rodina Pejacevic a kultiirno-historické vztahy Chorvitov a Slovikov [The Pejacevic Family and Cultural and
Historical Relations of Croats and Slovaks], exhibition, SNM-Museum of Croatian Culture in Slovakia
in Bratislava (in cooperation with the Slovak Cultural Centre and the Homeland Museum in
Nasice), 2019. The Pejacevi¢ family’s summer house (today the Pension Bélin) in Tatranska Lomnica
was primarily occupied by the daughters of Marko Pejacevic¢ (1818 Osijek — 1890 Budapest) and
Hermina, née Bethlen (1828 Cluj — 1911 Budapest), that is: Katarina (1848-1918 Budapest) and Jolana
(1859-1932), who were the sponsors of the building of the local Evangelical (Calvinist) church. —
Ivan Bohus st. and Ivan Bohus ml., Premeny tatranskyjch osdd (Tatranskd Lomnica: 1&B, 2008).

2 Menci Clement Crnéi¢, Sluka (Woodcock), 1908, oil on canvas, 55.5 x 38.5 cm, private property. See
Vugrinec et al., Retrospective of Menci Clement Crncic, 42.
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Figure 8: Fernand Khnopff: White Mask,
1907, watercolor and pastel, paper, Ca’
Pesaro, International Gallery of Modern Art,
Venice. Source https://commons.wikimedia.
orglwiki/File:%22Un_masque_au_manteau_
blanc%22_de_F._Khnopff %28Petit_Palais, _
Paris%29_%2840382834143%29.jpg.

rhythmic flow of another world from
which emerges the head of a young
woman with porcelain skin and red
hair combed into a typical Art Nouveau
hairstyle. Her blue-grey eyes, glossy and
flushed as if in tears, are fixed directly on
the viewer, while the tiny open red mouth
evokes a smile. Thus, in the face one can
read both pain and joy, and in the red
carnations both life and death. For the

Symbolists, the very concept of depicting
only the head, stripped of corporeality,
would be understood as a homage. Lu-
cien Lévy-Dhurmer (1865-1953), Crncic’s
French contemporary who was coinci-
dentally born in the same year as him-
self, also resorted to it, as did the slightly
older luminaries of French and Belgian
Symbolism, Odilon Redon (1840-1916)
and Fernand Khnopff (1858-1921) (figs.
4, 5, 6).* Crnci¢ was close to this style,
and was familiar with the works of the
Symbolists, his favourite book was Brug-
es-la-Morte, and on his studio wall he had
reproductions of Rops and Moreau.”
The carnation had been a relatively
well-known motif used since the Re-
naissance. It appeared in devotional
paintings as well as in secular portraits.
It was an allusion to the divine origin of
Jesus, since its Greek name dianthus, giv-
en in Theophrastus’ Historia Plantarum,
was derived from Greek dios (god) and
anthus (flower), i.e., the flower of God. It
was also a harbinger of Christ’s Passion
— according to legend, it appeared when
Mary wept at his crucifixion.?® In some
languages is there a similarity in the
name of the flower and the instrument,
carnation (klincek in Slovak) — nail (klinec
in Slovak), which further amplifies the
allusion to Christ’s Passion. The carna-
tion can frequently be found laid on the
windowsill near the Madonna and Child
in paintings by Juraj Culinovi¢ (+ 1504),
also known as Giorgio Schiavone or
Giorgio Dalmaticus (George the Slav or
George of Dalmatia / Juraj Slovan or Ju-
raj z Dalmacie), and is held in the hand

# Lucien Lévy-Dhurmer, Beethoven Mask, circa 1906, pastel on paper, 91 x 61.3 cm, offered by Sotheby’s,
Paris 26 June 2019, estimated price €15,000-20,000; Odilon Redon, Hommage to Goya (I), circa 1885,
oil on canvas on board, Scharf-Gerstenberg Collection, Berlin; Fernand Khnopff, White Mask, 1907,
watercolour and pastel on paper, Ca’ Pesaro International Gallery of Modern Art, Venice.

% See Vugrinec et al., Retrospective of Menci Clement Crncic, 43.

% Elisabeth Wolffhardt, “Beitrdge zur Pflanzensymbolik”, Zeitschrift fiir Kunstwissenschaft 8, (1954):

177-96.
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with Angels, 1459/1460, oil on wood, 69 x 56.7 cm,
Walters Art Museum, Baltimore. Source https:/
commons.wikimedia.org/wiki/File:Giorgio_di_
Tomaso_Schiavone_-_Madonna_and_Child_
with_Angels_-_Walters_371026.jpg.

of the Madonna and Child in paintings
by both Leonardo da Vinci (1452-1519)
and Raphael (1483-1520) (figs. 7, 8).” In
secular portraits, the carnation is inter-
preted as a symbol of piety (fig. 9)*® and/
or betrothal, emotional bond, and love
(fig. 10).* Engagement portraits with a
carnation were thus a reference to the

Figure 10: Leonardo da Vinci: Madonna with
the Carnation, 1478-1480, oil on wood, Alte
Pinakothek, Munich. Source https://commons.
wikimedia.org/wiki/File:Leonardo_da_Vinci_
Madonna_of_the_Carnation.jpg.

tradition that at her wedding a bride
would have a carnation hidden in her
dress, which the groom would have to
find.* The carnation has also been given
a role over time in the context of the me-
mento mori, in the thematization of van-
itas and death in general.®® However, its
meaning in paintings is not always clear.

¥ Juraj Culinovié, Madonna and Child with Angels, 1459/1460, oil on wood, 69 x 56.7 cm, Walters Art
Museum, Baltimore, Maryland, USA, inv. no. 37.1026; Leonardo da Vinci, Madonna of the Carnation,
1478-1480, oil on wood, since 1889 Alte Pinakothek, Munich, inv. no. 7779; Raphael, Madonna of the
Pinks, 1506, oil on wood, 29 x 23 cm, The National Gallery, London, inv. no. NG 6596. In Raphael’s
painting, the baby Jesus is also holding carnations.

% E.g., Barthel Bruyn the Elder, Portrait of Sophie von Schwelhem, née Korth (1498-1573), circa 1538, oil
on wood, 37 x 30 cm, Wallraf-Richartz-Museum & Fondation Corbout, Cologne, inv. No. WRM 266.
Bruyn the Elder painted numerous portraits of women with a carnation in their hands.

¥ E.g., Andrea Solario, A Man with a Pink (Carnation), circa 1495, oil on wood, 49.5 x 38.5 cm, since
1875 in The National Gallery, London, inv. no. NG 923; Adrien Ysenbrandt, Portrait of a Young Man
Holding a Carnation, 1520/1530, oil on wood, 48 x 30.8 cm, Portland Art Museum, Portland, Oregon,

USA, inv. no. 65.18.

% Colombi, Martina, L'uomo con il garofano rosa (https://errareumano.org/luomo-con-il-garofano-rosa,

cited 12 May 2024).
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Figure 11: Bartholomdus Bruyn the Elder:
Anne of Cleves, 1570s, oil on wood, 50.2 x 36.8
cm, St John's College, University of Oxford.
Source https:/lartuk.org/discover/artworks/
anne-of-cleves-223303.

The acceptance of the carnation with-
in the iconic fin-de-siecle universe was
also influenced by purely aesthetic con-
siderations related to visual pleasure. We
encounter it in the Munich realism of the
Leiblenian character, which Crnci¢ knew
well (fig. 11).2 The short story Karanfil sa
pjesnikova groba (Carnation from the Poet’s
Grave),® written by August Senoa (1838-
1881), one of the best-known Croatian
writers who lived in Zagreb, may have
resonated with him in the same way.

Figure 12: Adrien Ysenbrandt: Young Man
with a Clove, 1520/1530, oil on wood, 48

x 30.8 cm, Portland Art Museum. Source
http://portlandartmuseum.us/mwebcgi/mweb.
exe?request=record;id=12188;type=1014.

In connection with factory work and
the redemption of the worker, the carna-
tion appeared at the Paris Congress in
1889 and in 1905, when Gabriele Galan-
tara (1867-1937) designed a socialist Art
Nouveau leaflet with a carnation. Since
that time, it has been used ad hoc in var-
ious campaigns.®

3 Dirck Jakobsz, Pompeius Occo, circa 1531, oil on wood, 66.5 x 55.1 cm, Rijksmuseum, Amsterdam,
inv. no. SK-A-3924. Pompeius Occo (1483-1537) was one of the wealthiest residents of Amsterdam.
Around 1511 he represented the banking and trading house of the Augsburg Fuggers there. His
portrait expresses the commonly held view that all worldly prosperity is ephemeral: he is holding
a carnation in one hand and is touching a skull with the other.

32 Wilhelm Leibl, Right Hand of the Girl with Carnation, circa 1880, oil on canvas, 13 x 17.5 cm,
Staatliche Kunsthalle, Karlsruhe.

% It was first published in 1878.

% E.g., on a poster opposing the repeal of the abortion law. —- Manuel Barrese,
https://www.engramma.it/eOS/index.php?id_articolo=1533.
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Figure 13: Wilhelm Leibl: Right Hand of a Girl with a Carnation,
around 1880, oil on canvas, 13 x 17.5 cm, Staatliche Kunsthalle,
Karlsruhe. Source www.kunsthalle-karlsruhe.de/kunstwerke/
Wilhelm-Leibl/Rechte-Hand-des-Midchens-mit-der-Nelke/

EE3FFAF741903899FF1C4FB2BCEC38B0.

The carnation has thus throughout
history become a visual identity of divin-
ity, piety, emotional bonding, redemp-
tion and the phenomenon of beauty, but
like most symbols the connection to their
meanings has, in their evolutionary pro-
cess, gradually been lost.®

The mysterious woman in Crn¢i¢’s
painting represents a remembrance, ac-
cording to the inscription; the seven car-
nations may refer to seven years, months
or possibly days. There are no clues to

Sources and Secondary Literature

Figure 14: Adolfo Guiard: Peasant
Girl with a Carnation, 1903, oil on
canvas, 73 x 60 cm, Museo de Bellas
Artes de Bilbao. Source https://
commons.wikimedia.org/wiki/
File:Adolfo_Guiard_-_The_Little_
Village_Girl_with_Red_Carnation_-_
Google_Art_Project.jpg.

uncover a deeper meaning. The woman'’s
certain resemblance to the Croatian deaf-
mute painter Slava Raskaj, who died in
1906 at the age of 29 but was a pupil
and lover of Cikos Sesija and a protégé
of Minister Krsnjave, is too little to form
a hypothesis. However, the painting re-
mains a unique example of Crncic’s sym-
bolistic tendencies.

Grajciarova, Zelmira and Kiss-Szeman, Zsoéfia. Stredoeurdpske maliarstvo a sochdrstvo
1800-1918. Bratislava: Bratislava City Gallery, 2008.
Trojanova, Radmila. Hladanie slohu: Umenie okolo 1900. Bratislava: Bratislava City

Gallery, 1980.

Vogl, Gunter. Eugen Artin: Ein Wiener Kunstsalon um 1900. Vienna: Gunter Vogl, 2019.
Vugrinec, Petra et al. Retrospective of Menci Clement Crncic¢ (1865-1930). Zagreb:

Kloviéevi dvori Gallery, 2016.

Wolffhardt, Elisabeth. “Beitrage zur Pflanzensymbolik.” Zeitschrift fiir Kunstwissen-

schaft 8, (1954), 177-96.

% Adolfo Guiard, Country Girl with a Red Carnation, 1903, oil on canvas, 73 x 60 cm, Museo de Bellas

Artes de Bilbao, inv. no. 82/31.
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DanierL GRON*

Towards Transregional Art Histories:
Some Notes on Artistic Exchanges

Between Czechoslovakia and
Yugoslavia in the 1970s and 80s**

K transregiondlnym dejindm umenia: Niekol'ko pozndmok k umeleckym
vymenam medzi Ceskoslovenskom a Juhoslaviou v 70. a 80. rokoch /
Prema transregionalnim povijestima umjetnosti: BiljeSke o umjetnickim
razmjenama izmedu Cehoslovacke i Jugoslavije 1970-ih i 1980-ih godina

Stiidia sa zaoberd fragmentami umeleckych sieti, ktorjch medzindrodné pdsobenie zasahovalo
aj byvalii Juhosldviu a Ceskoslovensko od druhej polovice Sestdesiatych rokov do zdveru
osemdesiatych rokov. Zameriava sa vybrané priklady, ktoré su dokladom umeleckej viymeny
v oblasti vizudlnej poézie, konkrétnej poézie, konceptudlnej fotografie a performance. Stidia
sa zameriava na niekolko osobnosti, ktorych usilie smerovalo k vystavdim a publikdcidm
realizovanym za hranicami danej krajiny. Inicidtormi takiychto umeleckych vymien boli
Ji¥i Valoch z Brna a Bogdanka Poznanovié z Noveho Sadu. Stidia sa venuje aj dalsim
predstavitelom novej umeleckej praxe v Juhosldvii. Na priklade niekol'kiyjch vystav naznacuje
moznosti transregiondlneho vyskumu umenia vijchodnej Eurdpy. Stiidia je vijsledkom vyjskumu
zameraného na porovndvacie pristupy k umeniu v krajindch byvalej Juhosldvie a Ceskoslovenska.

KTItcové slova: siet, komunikdcia, konkrétna poézia, Ceskoslovensko, vychodna
Eurdpa, Mail-Art, fotografia, performance, vizualna poézia, Juhoslavia

Visual Poetry and in Brno. Please send us regular materials
the Communicative Networks about your work for our documentary, infor-
of Mail-Art mational and operational centre Atelje DT/

Favit 00010!"" Since 1972 Bogdanka and

“We'd like to have permanent contact with
you, Bogdanka and Dejan Poznanovi¢ from
Novi Sad wrote on 17. 10. 1973, replying to a
letter with a postbox project from Jiti Valoch

Dejan had been collecting prints and
documentary items for publication in the
journal Uj symposion, which appeared
in Novi Sad in Serbo-Croat, Hungarian

* Mgr. DanieL GrON, PhD., Centre for Sciences on Arts of the Slovak Academy of Sciences, Public
Research Institution, Research Fellow, Bratislava (Slovak Republic).

** This study is the outcome of the project Transregional, National and Horizontal Art Histories of the Second
Half of the 20" Century (Scientific Grant Agency of the Ministry of Education, Science, Research and
Sport of the Slovak Republic and the Slovak Academy of Sciences - VEGA No. 2/0039/25).

1 Archiv a zbierka Jifiho Valocha (Archive and collection of Jifi Valoch), Moravska Galerie Brno.
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and English. In the early 1970s Bogdan-
ka Poznanovi¢ had accomplished sever-
al significant actions, making her one of
the acknowledged pioneers of the “new
artistic practice” in Yugoslavia. Some of
her actions which had “rivers” in their ti-
tles, Cubes-Rivers (1971) and Rivers-Trans-
missions (1972), were performed on the
bank of the Danube and were dedicated
to the idea of communication: the flow
of a river that unites. Subsequently she
conducted the participative action Feed-
back Letterbox — Information — Decision —
Action (1973-1974), which made her one
of the leading representatives of mail
art. Thirty eight artists from a variety of
countries took part in her action, sending
her a description of their own mailbox.
The outcome was a photo collage printed
as a poster, with a selection of the con-
tributions submitted. The concept and
medium of postal communication was
a new meta-medium for presentation of
intersubjective relations on an interna-
tional level.? Contact achieved between
the sender and receiver of a signal be-
came a form of art work. Jifi Valoch was
one of the artists who responded to the
call. In this paper I will be concerned
with two levels of communication be-
tween artists in Czechoslovakia and Yu-
goslavia: visual poetry and conceptual
photography. Both of these planes of ar-
tistic communication, thanks to their un-
demanding and dematerialised nature,
enabled direct or indirect exchanges of
performance-orientated, ephemeral and
marginalised forms of art.

Bogdanka Poznanovi¢ frequently em-
ployed humour and absurdity, together

VIA LATTEA

Figure 1: Poznanovié, Bogdanka: Via Lattea.
Contact Art. Documentation, 1972-1976, mixed
media, print on paper, dimensiones variable.
Collection Darko Simicic, Zagreb.

with reflections on a socialist consumer
society. (fig. 1) The aim of her mail-art
strategies was not only to overcome the
depressing isolation of artists, but above
all to test out a more democratic alter-
native for communication in planetary
dimensions, one that was not stringent-
ly governed by restrictive rules. Post-
al communication assumed a stance of
inconspicuous criticism of the socialist
bureaucratic system, the practice of in-
stitutions (and above all galleries) with
its inclination towards a sacralisation
of art objects and a hierarchisation,
classification, and valorisation of ar-
tistic production.® In the course of the
1970s Poznanovi¢ extended her artistic
practice to new communication media

2 Migko Suvakovi¢, Bogdanka i Dejan Poznanovié. Umetnost mediji i aktivizam na kraju moderne
[Bogdanka and Dejan Poznanovié. Art, Media, and Activism at the End of Modernity] (Zagreb:

Institut za istrazivanje avangarde, 2012), 100-1.

* Sanja Koji¢ Mladenov, Bogdanka Poznanovic: Contact Art (Novi Sad: Muzej savremene umetnosti

Vojvodine, 2016), 56.
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(especially sound media, telecommuni-
cation media and video). An advantage
of the ephemeral works that were placed
in an envelope was that they relatively
quickly reached distant places, for exam-
ple in Latin America, and thereby also
participation in exhibitions which one
could not have reached in person. Like
Jifi Valoch, Bogdanka Poznanovi¢ also
took on the role of critic and wrote as-
siduously about important international
exhibitions, festivals and performances.
On the pages of Uj symposion she gave
information about the Festival of Snow
in the High Tatras (1970), which Alex
Mlynarc¢ik accomplished together with
Milan Adamciak and Roébert Cyprich.*
As a pioneer of video art, she initiated a
joint work with Stano Filko, Bioelectronic
Communication (1980), which prefigured
later technologies of video call.® Bogdan-
ka Poznanovi¢’s multilateral domestic
and international activities in Novi Sad
are of key significance for the Yugosla-
vian alternative scene in visual art, and
likewise for the experimental literary
scene. Similarly, the networking, curato-
rial, critical and artistic activities of Jifi
Valoch in Brno made a fundamental con-
tribution to the art scene in Czechoslova-
kia. Both of these artists were capable or-
ganisers who created alternative spaces
for the presentation of new avant-garde
art; their art network united places and
people, effectively creating a social field
which transcended the borders of states.

Somewhat earlier, Jifi Valoch on his
own initiative had collaborated with the

4 Ibidem, 58.
5 Ibidem, 100-1.

entire spectrum of artists active in the
fields of concrete art and visual poetry
in Yugoslavia. Responding to an invi-
tation by Radoslav Putar, Valoch took
part in the international colloquium
Computers and Visual Research in Zagreb
(August 3-4, 1968). This event was part
of the programme of the international
project Tendency 4, and its outputs, with
Jifi Valoch’s contribution included, were
published in issue No. 3 of the journal
bit International. Issue Nos. 5/6 included
an essay by Branimir Donat, Konkretna
poezija — poetska kozmogonia tehnoloske ere
[Concrete Poetry: A Poetic Cosmogony
of the Technological Era]. Here Donat
provided a comprehensive overview
of what was happening in the world in
visual poetry. He did not fail to mention
Czechoslovak artists; needless to say, he
did not omit Valoch, who had a visual
poem of his reproduced in the jour-
nal. Subsequently Valoch, as a creator
of visual poetry, participated in several
profile exhibitions, including for exam-
ple Vizuelna poezija with the subtitle Vizu-
elna i konkretna poezija—fenomen suvremene
epohe komunikacija [Visual and Concrete
Poetry: Phenomena of the Current Epoch
of Communication] (1969).”

In her wide-ranging publication on
Valoch, Helena Musilova mentions nu-
merous international activities and con-
tributions to foreign publications. She
sees the activities he engaged in princi-
pally as those of a curator, theoretician
and collector, not an experimental poet
and networker, even if in his case the

¢ Klara Kemp-Welch, Networking the Bloc: Experimental Art in Eastern Europe 1965-1981 (Cambrigde

[MA]: The MIT Press, 2018), 10.

7 Ivana Jankovi¢, “Here/There and Somewhere Else: The Artistic Connections of Jifi Valoch with
Former Yugoslav Territory during the 1960s and 70s.,” Miejsce 5 (2019), http://miejsce.asp.waw.
pl/english-here-there-and-somewhere-else-the-artistic-connections-of-jiri-valoch-with-former-
yugoslav-territory-during-the-1960s-and-70s/ (May 25" 2024).
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latter roles also are inseparably pres-
ent. Right from the inception of his in-
terest in visual and concrete poetry
(1964-1966), Valoch thought of his own
creative work as a form of communica-
tion: he composed an entire typological
gamut of typewritten non-semantic po-
ems, visual poems with semantic ele-
ments, graphemes and symbols, while at
the same time his creative work reflect-
ed his professional interest in semiotics
and structuralism.® He was interested in
the simultaneity of seeing and reading,
understanding the art work as an open
field of visual relations and connections.
In Concrete Poetry. A World View, an ex-
tensive survey published in 1968, Mary
Ellen Solt argues that Jifi Valoch’s Optickdi
baseri (Optical Poem), liberated from se-
mantics, is identical in its visual effect
with optical painting, the only difference
being that it is created on a typewriter.’
Solt emphasises that Valoch’s “trembling
microstructures” teach us not merely
that we must look actively at the written
text, but also that the impulse of these
typewritten texts leads towards the cre-
ation of a new communicative sphere.
With the loss of original communicative
linkages, a visual meta-language emerg-
es, where visual poems perform their
own theoretical postulates. Jifi Valoch’s
theoretical texts appeared almost in
parallel with the art works and artistic
trends that they were describing.” The

international postal communicative net-
work consisted of numerous creators,
consumers, publishers and promoters.
Valoch was not only its active participant
but also its co-creator; he both respond-
ed to proposals and himself composed
them. From this it is evident that he saw
the international network as an opportu-
nity to effectively disseminate his own
works, and therefore it became an ex-
tended instrument of his artistic practice.

Jean-Marc Poinsot used the term
“long-distance communication”, corre-
sponding to mutual exchange via mail-
art. Poinsot declared that power was in
the hands of those who owned the ex-
change and communication systems.
Incidentally, today his thesis is persua-
sively confirmed by the global players
who control the social networks and
audiovisual media. Partly for this reason,
some artists reject the mediating role of
galleries and museums and attempt by
their own means to disseminate their
works and the pertinent information."
Valoch deliberately made his position
opaque,”? because although he was em-
ployed as a representative of the House
of Art in Brno, in private he was build-
ing his parallel institution on the basis
of international contacts. If artists func-
tioning in socialist countries had a global
reach and universal forms of communi-
cation, these were derived from their ar-
tistic programmes and their efforts, via

8 Helena Musilova, Ji¥i Valoch. Kuritor, teoretik, sbératel: Léta 1965—1980 [Jifi Valoch. Curator,
Theoretician, Collector. Years 1965-1980] (Brno: Galerie a nakladatelstvi Stara posta, 2020), 40.

® Mary Ellen Solt, “A World Look at Concrete Poetry”, in Concrete Poetry. A World View, eds. Mary
Ellen Solt a Willis Barnstone (Ontario: Fitzhenry & Whiteside Limited, 1968), 24-25.

1 Jana Pisafikova, “Jifi Valoch’s Archive”, in Grun, Daniel (ed.). Subjective Histories. Self-historicisation
as Artistic Practice in Central-East Europe (Bratislava: Veda, 2020), 208.

1 Jean-Marc Poinsot, “Utilisations of Postal Institution and Long-distance Communications,” in
Poinsot, Jean-Marc (ed.), Mail art, communication d distance concept (Paris: Editions CEDIC, 1971),
13-18, https://artpool.hu/Mail Art/chrono/1971/Poinsot.html (May 25t 2024).

12 T consider this theme more closely in Daniel Grun, “Amateurism Under Socialism. The Politics of
Art Education in the Work of Milan Adamciak, Jalius Koller and Jifi Valoch,” in Third Text, Actually
Existing Artworlds of Socialism 32, no. 4 (2018): 434-49.
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participating bureaucratic apparatuses,
to found their own informal institutions.”

Probably it was Marko Pogacnik who
passed on many important contacts to
Valoch. From their correspondence it is
evident that he, David Nez and Dejan
Poznanovi¢ together visited Valoch in
Brno (both Poga¢nik and Nez were mem-
bers of the OHO group).* At the same
time, Valoch was corresponding with
the Slovenian poet Franci Zagori¢nik.
Living in the city of Kranj in Slovenia,
Zagoricnik also contributed to the OHO
movement’s publications. Collaboration
between Valoch and Zagori¢nik con-
tinued sporadically even into the 1980s.
Valoch also maintained contact with an-
other important representative of visual
poetry, Balint Szombathy, a founding
member of the Bosch+Bosch group (1969-
1976), active in Subotica (in Vojvodina,
Serbia). Among other things, they had
a shared interest in the theoretical prin-
ciples of 20" century concrete poetry,
which Szombathy had discussed in three
issues of Uj Symposion, where he went on
to map this phenomenon in several local-
ities of contemporary Yugoslavia.”®

Photography as Document of Art

The OHO group and its actions in the
countryside undoubtedly had an influ-
ence on the organization of collective
activities by the MPVU society (Young
Friends of Visual Art) in Brno. There are

many parallels in what Bogdanka Pozna-
novi¢ and Jifi Valoch accomplished, in
terms of developing communicative po-
etic interventions on the periphery of
the city or in the countryside. The docu-
ments feu — biseri z léta 1970 (feu — a poem
from the summer of 1970. Photo: Pavel
Travnik) and Rivers-Transmissions (1972)
analogously work with a tautology of lin-
guistic representation and material real-
isation, where the concept of feu (fire) is
identified with the burning of the word,
and the title Rivers with the floating of
the word on the river’s surface. Jifi Valoch
laid emphasis on the process of realisa-
tion and regarded the actual episode (re-
corded photographically) as the artefact.'®

Several Czechoslovak artists partic-
ipated in a travelling exhibition from
May to September 1976 which was co-or-
ganised by Centar za fotografiju film i tv,
Galerijagrada Zagreba, Muzejsuvremene
umetnosti Beograd and Razsavni salon
Rotovz in Maribor. The conception of the
exhibition Nf (Nova fotografija) 2 : Fotografi-
ja kao umjetnost / Fotografija kot umetnost /
Photography as Art was by Biljana Tomic.
In her introductory text, Tomi¢ character-
ised the exhibition’s purpose: to concen-
trate on the photographic medium, not
only exploring its specific nature but also
treating it as an instrument of artistic ex-
pression. Aware of how developing art
movements from the 1960s had tended to
encounter post-conceptual art, she con-
ceived the exhibition as a question about

3 T address this theme in: Daniel Grun, “Seba-historizacia ako umelecka prax = Self-historicisation
as Artistic Practice,” in Daniel Grun, Subjektivne historie. Seba-historizdcia ako umeleckd prax v
stredovychodnej Eurdpe (Bratislava: Veda, 2020), 5-12.

* Letter by Mark Pogacnik to Jifi Valoch, Kranj, 10. 12. 1970. Archive and collection of Ji#i Valoch,

Moravska Galerie Brno.

15 Balint Szombathy, “A Konkrét Kéltészet Utjai L-IIL,” [The Ways of Concerete Poetry L-IIL] Uj

Symposion no. 143 (1977): 9-10-11.

16 Jana Pisafikova, “Neviditelna socha, transcendentni vystava i programované uméni. Kuratorské
aktivity Jifiho Valocha Sedesatych a sedmdesatych let,” [Invisible Sculpture, Transcendent
Exhibition and Programmed Art: The Curatorial Activities of Jifi Valoch during the Sixties and

Seventies] Sesit 25 (2019): 54-55.
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the meaning of the art work in relation to
its setting and to the art systems, and also
its connections with the establishment of
sociological and linguistic models. Tomi¢
emphasised the comprehension of art as
a decentralised practice, with the possi-
bility of comprehending individual and
general models via the model relation-
ship of artist vis-a-vis art.”” Jesa Denegri
stressed a number of basic theoretical
presuppositions about photography as
the work of an artist: 1) it is not based on
a mastery of techniques; often, indeed,
the artists are not the ones who have tak-
en the photographs; 2) it is more about
the conceptualisation of a theme and the
significance of the selected photographic
scene, and the creation of an articulate
structure in the language system which
the artist uses for communication; 3)
the artists speak principally in the first
person.”® In this text Denegri opens up a
reading of photography-as-art from the
position of the self-reflexive medium of
photography-as-documentation-of-art.
In1978 the 11"issue of the photography
magazine Spot was devoted to Czecho-
slovak photography (of the tendency des-
ignated by Denegri), with Katarina Za-
varskd’'s My Alphabet (1976) on the cover.
Helena Kontova and Jarosval Andél com-
piled the selection of artists so as to have
representation of the three largest cities
(Prague, Brno and Bratislava), taking lo-
cal cultural tradition into account.”” Most
of the selected artists were at that time
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Figure 2: Stembera, Petr: Project Dwelling, 1970/1978,
print and felt-tip pen on paper, 30 x 21,5 cm. Collection
Darko Simici¢, Zagreb.

not engaged with art as a profession, and
they devoted themselves to photography
only in their free time. Despite this, some
important names were missing from the
given selection, which meant that the
chains of communication did not always
function effectively. In 1981 a travelling
exhibition entitled Miesta a chvile (Plac-
es and Moments), prepared by Jaroslav
Andél, was reinstalled in Belgrade in
Galéria Sre¢na nova umetnost. Original-
ly it had been held in Poland in 1979, in

17 Biljana Tomi¢, “Entry to the Catalogue,” in Nf (Nova fotografija) 2: Fotografija kao umjetnost / Fotografija
kot umetnost / Photography as Art (Exhibition Catalogue: no pagination) Centar za fotografiju film i tv.,
Galerija grada Zagreba, Muzej suvremene umetnosti Beograd, Razsavni salon Rotovz Maribor, 1976).

18 JeSa Denegri, “Photography as the work of the artists,” in Nf (Nova fotografija) 2: Fotografija kao
umjetnost / Fotografija kot umetnost / Photography as Art (Exhibition Catalogue: no pagination)

1 Helena Kontova a Jaroslav Andjel, “CSSR fotografija,” Spot. Review of Photography 11 (1978): 7-11.

? Jaroslav Andél, Places and Moments — Vladimir Ambroz, Jaroslav Andél, Jan Budaj, Dalibor Chatrny,
Rébert Cyprich, Sony Halas, Vladimir Havrilla, Lumir Hladik, Kim Houdek + Milan Lachman, Michal
Kern, Julius Koller, Jifi Kovanda, Marie Kratochvilovd, Milan Langer, Karel Miler, Jan Micoch, Ladislav
Nowik + Michal Resl, Ludmila Padrtovd, Stanislav Pekdr, Jaroslav Richtr, Rudolf Sikora, Petr Stembera.
(Katalog: nepag.) Gallery Foto-Medium-Art, Wroclaw, November 1979).
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Figure 3: Kern, Michal: Stash of meditations, 1981,
photograph, 57,4 x 47,5 cm, Archive of Michal Kern in
the administration of the Liptov Gallery of Peter Michal
Bohiini, Liptovsky Mikulds, 7254 / LM 241.

Galeria Foto Medium Art in Wroclaw
and Galeria Remont in Warsaw. An in-
teresting feature of this exhibition, high-
lighting the plurality of the individual
approaches, was its focus on territoriali-
ty in relation to time.? It included works
by Michal Kern and Jualius Koller, both of
whom at roughly the same time (20.-30.
9. 1979) were represented in the interna-
tional art demonstration Works and Words
(organised by De Appel Foundation in

Amsterdam), together with artists from
Yugoslavia, Hungary and Poland. At that
event emphasis was laid on connections
between the photographic or film record
and performance. Here, particularly, one
may see the local differences between
cultural policies: the political situation in
Czechoslovakia, which became notably
tighter after 1977, did not enable artists
to travel to Amsterdam; in contrast, the
Yugoslavian artists suffered no such re-
striction, and they had an opportunity to
participate personally and appear in the
programme of performances.”!

We are led once again to Michal Kern
by the efforts of active mediators, one of
whom was Jifi Valoch. His enthusiastic
interest in Kern’s work came from con-
tacts with the OHO group and his own
artistic experiments, and it bore prac-
tical fruit in the holding of two solo ex-
hibitions.** The photographic medium,
supplemented with textual information
and drawing, is used as an instrument
for constructing perceptual and haptic
planes of the artist’s interaction with the
setting. “I want to find a place where the
human being is umbilically linked with
Nature,” Michal Kern wrote in his diary.?
Kern’s essential works (dating from 1975)
have the character of an interaction, a
mutual conjunction, of man and Nature.*
The uniqueness of his art consists in the

2 Zsusza Laszlo, Works and Words. The Invention and Renunciation of the Concept of East European Art.
November 2018, https://institutulprezentului.ro/en/2018/11/15/works-and-words-the-invention-
and-renunciation-of-the-concept-of-east-european-art/ (June 25" 2024).

2 Jifi Valoch, Michal Kern. Exhibition catalogue: (Brno: Klub skolstvi a védy Bedficha Vaclavka,
1982). Another exhibition Michal Kern was organised by Jifi Valoch after the artist’s death. Galerie
U Bilého Jednorozce, Klatovy, 1995. Catalogues were published for both exhibitions, but most
notably in the later one Valoch wrote a synthetic interpretive text on Kern’s work.

» Jifi Valoch, Michal Kern. Exhibition catalogue: (Klatovy Galerie U Bilého Jednorozce, 1995). For
a comprehensive view of Kern’s work, see Daniela Carna, Michal Kern (Bratislava: City Gallery

of Bratislava, 2011).

# The works of Michal Kern should be contextualized alongside other Central European artists
whose attitudes and approaches to the environment significantly shaped ecological thinking. See
Maja Fowkes, The Green Bloc: Neo-Avant-Garde Art and Ecology Under Socialism (Budapest: Central

European University Press, 2015).
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overlap of drawing and photography: a
deeply-thought site-specific work with a
photograph, whose result is an ephemer-
al registration of the process of interac-
tion between the technical medium and
such natural processes as light, shade,
touch, stratification, and growth. Kern’s
interaction with the natural environment
resonates thematically with the works of
Petr Stembera. A good example is Stem-
bera’s series of drawings Dwelling under
roots of a tree (project 1970, realised 1976),
compared with Kern’s project Stash of
Meditations (1981). Both artists advocated
acts of entry to the natural environment,
which they conceptualised via a spatial
projection of geometrical bodies. While
Stembera documented his excavation
of a dwelling-place under the roots of a
tree as a circular incision that penetrated
the tree’s root system, Kern localised his
abode on the bank of the Deméanovka, a
forest stream in the Low Tatras, and con-
structed it of burdock stems in a ground-
plan of triangle and square. Stembera
justified his project simply by the fact of
physically undergoing this interaction.
Kern regarded his dwelling as a refuge
for meditations, a stimulus towards seek-
ing mystic knowledge; he situated there
not only the figure of the performer but
also his personal thoughts.® Apart from
that, for Michal Kern the analytical ap-
proach to the photographic image as a
medium of portrayal overlaps with his
ideas about the dangers of civilisation

and the destruction of the precious natu-
ral locality. (fig. 2, fig. 3)

Exhibitions of Performance Art.
From National to Transregional
Art History

Out of Actions in MOCA, Los Angeles
and Body and the East in Moderna Galeri-
ja, Ljubljana: these were the two exhibi-
tions that laid a paradigmatic foundation
for academic interest in the art of per-
formance in Eastern Europe. In the first
instance there was a highly distorted
image of East European art, which the
exhibition mainly communicated meta-
phorically in the Euro-American context
as balancing between dusthole and eternity,
characterising the performances of East
European artists as “masochistic”** In the
second case there was an open critical
response to these oversimplifications
and distortions in the presentation of
the exhibition model, which even-hand-
edly offered a voice to all localities rep-
resented on the territory of the former
East bloc and thus created a platform
for comparative research.” Action art in
the Czech lands was most extensively
mapped in Pavlina Morganova’s Czech
action art: happenings, actions, events, land
art, body art and performance art behind the
iron curtain® and in Slovakia by the exhi-
bition catalogue Umenie akcie / Action Art
1965-1989, whose editor and co-author
was Zora Rusinova.? Even the placing

» Jaroslava Vydrova, “On Sculpture, Nature, and Touch — from a Phenomenological Perspective,”

Ars 56, no. 1 (2023): 57.

% Kristine Stiles, “Uncorrupted Joy: Inter-national Art Action,” in Out of Actions: Between Performance
and the Object, 19491979, eds. Paul Schimmel a Russell Ferguson (London: Thames and Hudson

for MOCA - Los Angeles, 1998), 306.

¥ Zdenka Badovinac (ed.), Body and the East (Cambridge [MA] a London: MIT Press, 1998).

% Pavlina Morganova, Czech Action Art: Happenings, Actions, Events, Land Art, Body Art and Perfor-
mance Art behind the Iron Curtain (Prague: Karolinum Press, 2014).

¥ Zora Rusinova (ed.), Umenie akcie/Action Art 1965-1989 (Bratislava: Slovenska narodna galéria,
2001). This publication is the work of an authors’ collective Gabor Hushegyi, Ivo Janousek,
Radislav Matustik, Zora Rusinova, Toma§ Straus.
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of a reproduction on the cover brings na-
tional stereotypes into play: Czech action
art is represented by a busy square in the
Prague metropolis, in an international-
ly acknowledged work by Jifi Kovanda
(19. listopadu, 1976. Prague, Wenceslas
Square), and Slovak action art is repre-
sented by a spruce forest setting with
smoke rising under the suspended body
of the performer (Artprospekt P.O.P,, Dar-
ing, 1981. Lubietova). The selection of the
mediating work for the book cover says
a great deal about how the aims are set
in the individual historical approaches.
Although there is actually no marked dif-
ference in the degree to which Czech and
Slovak performers worked with an urban
or a landscape setting, nevertheless the
reader’s attention, even before beginning
to browse the publication, is ineluctably
drawn in two different directions. Why?
Because the authors not only interpret
the local specifics of action art, but at the
same time they confirm the importance
of action art in the national story of art.
Pavlina Morganova, introducing her
book, remarks that although the Czech
and Slovak scenes were connected, in the
course of the united state’s existence they
did not develop into a single whole, and
with the reconstruction of cultural histo-
ry after 1989, both nations began to write
separate versions of the Czechoslovak
story.*® Zora Rusinova gives a somewhat

different opinion of the Czechoslovak
context: in connection with samizdat and
the secretly disseminated typewritten
copies of translations of foreign works
and theoretical articles about action art.*
A Dbook that laid the foundations for
transregional research of the historical
avant-gardes, neo-avant-gardes and post-
avant-gardes in Yugoslavia was Impossi-
ble Histories.> Many other publications
followed its lead. A synthetic approach of
that kind has not been achieved hitherto
in Czech or Slovak art scholarship. In the
case of performance art, it is necessary
to examine diverse local manifestations
and significances: to highlight the hetero-
geneity of artistic practices, including the
differing moments and methods where-
by performances made their appearance
in relation to the socio-political climate in
the given country.®

Conclusion

In this fragmentary essay I have sought
to compare selected examples of com-
munication on a transregional level, and
simultaneously also on a universal level.
The model of a transregional history of
neo-avant-garde and post-avant-garde
art could therefore take inspiration from
functional examples of the internation-
al networks of artists. As a convenient
model of cultural hybridity, the Bosch+-
Bosch group may serve.* It was formed

30 “Both nations began to write increasingly separate versions of their cultural history, despite mapping
a shared Czechoslovakian period and despite endeavours to integrate both cultural fields.” Morganova,

Czech Action Art, 19.

3 Rusinova, “Interpretacné a kontextualne aspekty umenia akcie na Slovensku,” [Interpretive and
Contextual Aspects of Action Art in Slovakia] in Rusinova (ed.), Umenie akcie/Action Art 1965-1989, 7.

22 Migko Suvakovié, “Impossible Histories,” in Dubrovka Djuri¢ a Misko Suvakovié¢ (eds.), Impossible
Histories: Historical Avant-gardes, Neo-avant-gardes, and Post-avant-gardes in Yugoslavia, 19181991
(Cambridge [MA] a London: MIT Press, 2003), 26-27.

% Amy Bryzgel, Performance Art in Eastern Europe Since 1960 (Manchester: Manchester University

Press, 2017), 2-3.

* Apart from Slavko Matkovi¢ and Balint Szombathy, further founding members were Lasz16 Szalma,
Zoltan Magyar, Edit Basch, Istvan Krekovity and Slobodan Tomanovi¢. Laszlé Kerekes joined the
group in 1971, Attila Csernik and Katalin Ladik in 1973, Ante Vukov in 1975. The group ceased to
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in a characteristically multiethnic region
of Europe, as one of the first groups in
Yugoslavian visual culture of the 1970s
that had the intention of making a trans-
regional impact. The Vojvodina region,
and the city of Subotica specifically,
had been a kind of centre for various
left-wing groupings of artists ever since
the first half of the 20" century. Further-
more, the group’s activity revived the
principles of avant-garde poetry and the
editorial work of Lajos Kassak.* Studio
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KATARINA BAjcUROVA*

Jozef Jankovic in Croatia

Jozef Jankovi¢ v Chorvatsku / Jozef Jankovi¢ u Hrvatskoj

Jozef Jankovic (1937-2017) je jednou z najvyznamnejsich osobnosti v dejindch moderného
slovenského sochdrstva. Bol jednou z obeti politickej normalizdcie v Ceskoslovensku po roku
1968 a nasilného potlacenia demokratizacného procesu. Napriek zikazu vystavovat a cestovat
sa mu podarilo udrZiavat neoficidlne a priatel'ské kontakty so zahranicim — aj prostrednictvom
kuratorov a umelcov z byvalej Juhosldvie, kde vystavoval a realizoval diela (od polovice
70. rokov bol pravidelne pozyvany na biendle grafiky v Lublane). V Chorvitsku vznikli a
nachddzajui sa tri ,,emblematické” diela: Brana (1985, Sochdrsky park Dubrova, Labin), Ruky
(1994, Vrsar) a Raspello/Kriz (1995, Dom smiitku, Labin). Prispevok sa zaoberd analyzou a
interpretdciou tychto diel z hladiska kultiirnej (vizudlnej) verzus osobnej (umeleckej) identity.

KItcové slova: Jozef Jankovi¢, monumentalna socha, moderna slovenska socharska
tvorba, normalizacia, medzinarodné socharske sympdézium, Park Dubrova Labin,
Josip Dimini¢, vztahy medzi Slovenskom a Chorvatskom.

t is often stated about Jozef Jankovi¢' hardly disclosable side of the individual,
that he was a figurative artist to his very  generic or social history of man. His in-
essence. The human being was indeed the  terest primarily lay in the figure set in a
key theme of his work, but he was always web of social (and power) relations — sit-
more concerned with the averted, hidden, uated in a context, in a broader historical

* PhDr. Katarina Bajcurova, CSc. PhDr. Katarina Bajcurova, PhD. is an independent researcher and,
since July 2024, Director General of the Art Research Centre of the Slovak Academy of Sciences
(Slovak Republic).

Jozef Jankovic¢ (*8 November 1937, Bratislava — t 6 June 2017, Bratislava) is one of the most
important Slovak sculptors of the 20" century. He studied at the Secondary School of Applied
Art (1952-1956, Anton Drexler, Ludwik Korko$) and at the Academy of Fine Arts and Design

in Bratislava (1956-1962, prof. Jozef Kostka), where he also lectured from 1990, held the post of
the first post-revolutionary rector (1990-1994) and taught as a professor at the Department of
Sculpture (1994-2007). He was a visiting professor at the Hochschule fiir angewandte Kunst in
Vienna (1984). He exhibited at the La Biennale internationale des jeunes artistes in Paris (1969),
twice at the Venice Biennale (1970, 1995) and in many internationally important exhibitions. He
was awarded several prestigious prizes: the Grand Prix of the Danuvius Biennial in Bratislava
(1968), VI Biennale de Paris (1969), the Herder Prize (1983), the Tatra banka Foundation Art Award
(1997), the Pribina Cross of the First Class (1997), and the Order of Tudovit Stur of the Second
Class (2004). In 1998, he was awarded the Croatian Republic’s Red Danice Hrvatske with the
figure of Marko Maruli¢. He created a number of monumental works (Obete varujii! Pamitnik SNP /
Victims warn! SNP Memorial in Banska Bystrica, 1964-1965, removed during normalization, in 1974,
to be placed in Kalisté and returned to the original site in 2004; Pomnik SNP / SNP Memorial in
Kovacova, 1967-1969). He realized numerous works in architecture and at sculpture symposia in
Slovenia (Prison IX, Portoroz, 1971); Croatia (Gate, Labin, 1985; Raspelo, 1995) or South Korea (Place
at the Top, Olympic Park, Seoul, 1987). His sculpture In the Footsteps of Our Fathers became part of
the sculpture collection La Défence in Paris (1987) and he created the sculpture Equilibrium for the
campus of Masaryk University in Brno (2009).
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framework. He came up with another,
different idea and image of man than the
one that the circumjacent socialist soci-
ety wanted and demanded. He brought
into it an a priori tragic being; he replaced
the image of the victor — of man depict-
ed as the builder of the new world — with
the image of a victim, a fragmented and
broken body. Often this was a man who
was powerless, hammered by circum-
stances, manipulated by the powers of
this world, a man whose name did not
“sound proud” at all. Three significant,
emblematic, iconic monumental works
were realised by Jozef Jankovi¢ in Croatia
(he did not even get such an opportunity
at home, in Slovakia) and we will pres-
ent them in the context of his work and
thought, framed by the development of
the symbolic-iconographic form.?

When, after his initial adventure with
structural abstraction and the found ob-
ject, he came up with a new and brutal
form of figuration, his next journey — a
journey to unravel the mysteries of life —
led through the human body. It was the
sculptural body, the embodiment that

appears in his sculptures that reveals the
psychic through the physical and, in turn,
“extends the body into the realms of the inter-
personal and the social”.® He speaks to us
in a visual language, a language that can
reveal the microcosm of the human being
and which at the same time mirrors his
entire social macrocosm. Jankovi¢, the
iconoclastic enfant-terrible of Slovak sculp-
ture, boldly — and by Slovak standards —
unusually loudly and early on began to
vigorously polemicise the artistic and so-
cio-cultural paradigms of his time.*

The new forms of figuration, which
in the mid-1960s were becoming estab-
lished in Slovak art, especially in paint-
ing, represented to a large extent the re-
sult of an encounter of various stimuli of
both older and contemporary European
art (Pop Art, Surrealism, l'art brut, New
Figuration, but also New Realism) and
the broader spiritual breeding ground of
philosophy and literature (philosophy of
life, phenomenology, existentialism), and
were characterised by a completely differ-
entimagery compared to the one still sur-
viving in socialist committed art. It was

2 Jankovic was a leading figure of Slovak modern sculpture, while his characteristic brutal
figurative style, the result of an original synthesis of Pop Art, New Figuration and New Realism
that culminated in the second half of the 1960s in his large-scale sculptural work, received
wide international acclaim. In his work, he presented the problem of human corporeality in a
derivative, inauthentic and deformed manner; he was able to generalise the existential traumas
of modern man and current socio-political contexts in a metaphorical way by means of a moral
appeal. During the era of normalization (1972-1985) he was excluded from the official artistic scene
and was active only unofficially, devoting himself to lesser forms: drawing, jewellery, and as one
of the first in Slovakia to work systematically in the field of computer graphics. From the 1980s
he returned again to large-scale as well as more intimate sculpture and relief. Jankovic’s lifelong
work, oscillating between tragedy and the grotesque, is a suggestive parable about man, about the
limits of his individual and social role, about freedom and its lack, about alienation from oneself
and totalitarian power. For more, see: Katarina Bajcurova, Aurel Hrabusicky and Zora Rusinova,
eds., Jozef Jankovic. Tvorba z rokov 1958—-1997 (Bratislava: Slovenska narodna galéria, 1997); Juraj
Mojzis, Jozef Jankovi¢ 19572007 (Bratislava: Danubiana Meulensteen Art Museum, 2007); Juraj
Mojzis, Jankovi¢. Plynutie asu: Flow of Time (Bratislava: ArtBid a Galéria mesta Bratislavy, 2016);
Katarina Bajcurova, Vsetko je v hlave: It’s All in the Head (Bratislava: Slovart, 2024), etc.

3 Josef Kroutvor, Hlava medusy (Praha: Jazzova sekce, 1985), 105.

* Katarina Bajcurova, Slovenské sochdrstvo 1945-2015: Socha a objekt (Bratislava: Roman Fecik Gallery

with Slovart, 2017).
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Jankovi¢’s work that intervened into it
in an almost iconoclastic way, abolish-
ing the traditional integrity of figurative
sculpture after the mid-1960s and break-
ing the human body into fragments di-
rectly from the outset: featuring moving
limbs, arms and legs, which acted as pars
pro toto of the human body. He developed
the characteristic, indeterminate-looking
shape of the limbs more or less by acci-
dent, experimentally, when he poured
malleable plaster into a stocking or glove
form; later he semantically elevated this
element to the central motif of his work.
A strange effect of alienation was creat-
ed. Human corporeality presented itself:
“[...] in a derivative, inauthentic and there-
fore deformed form. What originally protect-
ed the body now seemed to betray it”.> These
elements, which for years predetermined
Jankovi¢’s morphology, in their alienated
object corporeality became part of nu-
merous assemblages, relief clumps, com-
positional and figurative basis of spatial
assemblages. Increasingly, he pointed to
the alienated human presence and the
feelings of existential trauma of modern
man. Jankovi¢ almost always situation-
ally defined his sculptures by spatially
contextualizing, positioning, and fram-
ing them (in cages, nets, and spider webs;

later in his work, architectural elements
such as arches, windows, walls, doors,
and stairs appeared). By variously situ-
ating bodily fragments into figural-archi-
tectural units he thematized ever-present
socio-political contents and emphasized
the moral appeal of his message.

During the 1960s, Jankovi¢ experi-
enced the first rise of his work and gained
considerable international renown.*
However, he was also one of the first art-
ists to be ostracized by the Communist
regime in Czechoslovakia.” The follow-
ing decade, the 1970s, were characterised
by the harshest normalization. The prior
attempt to give socialism a human face
failed, and the ideas of democracy and
freedom came to an end in August 1968
under the tank tracks of the allied armies
of the Warsaw Pact. A number of artists
who did not profess the ideals of socialist
realism became enemies of the regime —
with Jozef Jankovic one of them. He was
banned from exhibiting, publishing,
travelling, and producing major works.
He was interrogated and persecuted by
the secret police (STB) and became an
exile in his own country. Jankovic, how-
ever, did not give up, and in the 1970s he
found a substitute visual program. He
became one of the personalities of the

° Aurel Hrabusicky, “Situaéné porozumenie svetu,” Slovenské pohlady 104, no. 12 (1988): 108-13.

¢ He exhibited at prestigious international exhibitions: 9" Middelheim Biennial, Openluchtmuseum
voor Beeldhouwkunst, Antwerp (1967); Sculpture Tcheécoslovaque de Myslbek a nos jours, Musée
Rodin, Paris (1968); Arte contemporanea in Cecoslovacchia, Galleria Nazionale d’Arte Moderna,
Rome (1969); VI Biennale de Paris, Musée d’Art Moderne de la Ville de Paris, Paris (1969); Discovery
of Harmony. Contemporary Trends, EXPO Museum of Fine Arts, Osaka (1970), etc. Much later,
after 1989, he was again recognized on the international scene with the exhibitions: Global
Conceptualism: Points of Origin 1950s—1980s, Queens Museum of Art, New York (1999); Aspekten
— Positionen. 50 Jahre Kunst aus Mitteleuropa 1949-1999, Museum moderner Kunst, Vienna (2000);
Villes visionaires. Hommage a Michel Ragon, Collection Frac Centre-Val de Loire; Orléans (2014); World
Goes Pop, Tate Modern, London (2015), etc. The largest retrospective exhibition was organized
for him by the Slovak National Gallery in Bratislava (1997, curated by Katarina Bajcurova, Aurel

Hrabusicky, and Zora Rusinova).

~

Jankovic¢ was criticized expressis verbis in the publication Za socialistické umenie: Materidly zo zjazdov

umeleckych zvizov (mdj—november 1972) (Bratislava: Slovensky spisovatel, 1974).
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Slovak unofficial art scene.® In line with
the advent of new tendencies of concep-
tual art, he dematerialized the means
of creating a work of art and replaced
sculpture with drawing, graphic art, art
projects, or jewellery. As one of the first
in Czechoslovakia at that time, he began
to use the computer to create a work of
art. He was able to smuggle these lesser
works on paper (mainly drawings and
graphic art) abroad more easily — includ-
ing to the countries of the former Yugo-
slavia, where he gained good acquaint-
ances and friends.’

Prison IX

In 1971 he was allowed to participate
in the Forma viva symposium in Porto-
roz (today Slovenia), where he realized
the sculpture Viizenie IX. / Prison IX" —
for an extended period of time the last

Figure 1: Jozef Jankovic, Prison IX, 1971, Forma
viva, Portoroz.

monumental sculpture he was allowed
to realise; a motif of immobility, of being
immured, imprisoned among immobile
frames from which there is no escape.
There is a window in which fragments

8 Aurel Hrabusicky ed. et al., Slovenské vizudlne umenie 1970-1985 (Bratislava: Slovenska narodna
galéria); Zuzana Bartosova, Napriek totalite: neoficidlna slovenskd vytvarnd scéna sedemdesiatych a
osemdesiatych rokov 20. storoéia (Bratislava: Kalligram, 2011), etc.

For closer research on the exchange of works and information between the countries of the former
Yugoslavia and Czechoslovakia, see: Daniel Grun, Haptickd ozvena. Priroda, telo, politika v ument
bijvalej Juhosldvie a Ceskoslovenska: Haptic Echo. Nature, Body, Politics and Art in Former Yugoslavia and
Czechoslovakia (Bratislava: Galéria mesta Bratislavy, 2024). Jankovic exhibited in the countries of
the former Yugoslavia at a number of important and recurrent events to which he was invited, but
could not physically attend for his passport was revoked. His works were sent abroad by several
routes (in rare cases by mail, usually through diplomats, acquaintances and foreign guests). Ivan
Bani¢, a former émigré and gallery owner, played an important role in the transport of Jankovi¢’s
works to the former Yugoslavia. Jankovi¢’s works were presented at the exhibitions: Medunarodna
izloZba na ¢rtez od daritelije, Muzej na sovremenata umetnost, Skopje (1973); Bienale grafike, Moderna
galerija, Ljubljana (1975, 1977, 1979, 1981, 1983, 1985, and 1987; the 1989 edition was represented by
a special collection from the Biennial conceived by Zoran Krzisnik for the Civic Art Museum in
Sakaido, Japan, while the selection jury of this prestigious event included personalities such as
Ryszard Stanislawski, Jorge Glusberg, Jean Clair etc.); at Medunarodova izlozba originalnog crteza,
Moderna galerija, Rijeka (1976, 1984, 1988); in 1980 he had a solo exhibition called Crtezi. Objekti

at Studio galerija Forum / Centar za kulturu i informacije grada, Zagreb (curator: Vladimir
Malekovic), in 1987 he exhibited at Galerija Spektar, Zagreb (together with Rudolf Fila, Daniel
Fischer, Viktor Hulik, and Juraj Melis), etc.

Viizenie IX. / Prison IX, 1971, Istrian marble, 240 x 160 x 60 cm, Forma viva: XI. International
Symposium of Sculptors, Portoroz, today in Slovenia. The Czechoslovak authorities allowed him to
travel to the symposium, but instead of eight weeks, his stay was limited to four weeks, during
which he was able to create his sculpture as well as establish contacts with several artists, among
them Josip Dimini¢. He returned to the Forma viva symposium once more in 2007 (together with
Janes Lenassi, Karl Heinz Deutsch and Makoto Fujiwara).

©

3

ART AND IDENTITIES

118



B —— i

Figure 2: Jozef Jankovic, Jozef JankoviC in front of
The Great Fall, Danuvius Biennial, Bratislava, 1968.

of human limbs are trapped, bodily frag-
ments — remnants of a former human
wholeness. His life and artistic feeling at
the time, as we could metaphorically put
it, was: “immured alive after the Great Fall”
This is vividly shown in the drawing Za-
murovand figira | Walled Figure (1974)
where we can see a thick brick wall from
which bodily fragments emerge: arms
and legs still struggling to step up the
staircase, but the head with its torso al-
ready trapped on the other side of the
wall. “More than any other work, the walled
figure materializes a situation of ‘new immo-
bility’, a brutally interrupted momentum”.?
The work Vel'ky pdd / The Great Fall (1968)*
was Jankovic’s entry to the Internation-
al Biennial of Young Artists Danuvius”
and he won the Grand Prix for it. It can
be described as an inversion of the tragic
myth of Icarus. The basic element of the
work is the multiplied motif of isolated

Figure 3: Jozef Jankovi¢, Walled Figure, 1974,
private collection.

and hypertrophied limbs, giant arms
and legs protruding directly from the
ground as the remains of a monstrous
fall somewhere into the nether world.
Here he “cultishly” demonstrated the
collapse of the old integrity of spirit and
body into horrifying pieces of human
substance. The political subtext of the
work (alluding to the fall of the revival
process in Czechoslovakia) was under-
lined by the use of the colours of the tri-
colour. Jankovi¢ managed to present an
independent collection of sculptures in
the Czechoslovak pavilion at the Venice
Biennale (1970), but shortly afterwards
he was condemned to a long exile from
artistic life.

After The Great Fall came the afore-
mentioned immuring. However, he did
not fully demonstrate the idea of the
prison of Portoroz and the drawing of
the walled figure until more than a dec-
ade later in his sculpture The Gate (1985)

I Hrabusicky, “Zamurovanie po Velkom pade (sedemdesiate roky),” in Bajcurova, Hrabusicky and
Rusinova, eds., Jozef Jankovic. Tvorba z rokov 1958-1997, 79.
12 Zamurovand figiira / Walled Figure, 1974, ink and acrylic on paper, 44 x 62 cm, private property.

3 Hrabusicky, Ibid, 82.

4 Vel'ky pad | The Great Fall, 1968, metal, textile, polyester, 410 x 500 x 400 cm, SNG Collection, inv. no.
P 2634, https://www.webumenia.sk/dielo/SVK:SNG.P_2634 (10 June 2025). Jankovic donated the

work to the Slovak National Gallery in 1999.

15 Vladimira Biingerova, Umenie, ktoré zostalo. Kolekcia Medzindrodné biendle mladych vyjtvarnikov
Danuvius 1968: The Art that Remains: Collection International Biennial of Young Artists Danuvius 1968

(Bratislava: Slovenska narodna galéria, 2024).
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created at the symposium in Labin,
where he was even allowed to travel in
person (after a 14-year ban)'®. By the mid-
1980s, the regime was losing its strength
and perestroika and glasnost were taking
hold in the Soviet Union, which partly
influenced — that is, relaxed — the cultural
situation in the Soviet satellites, includ-
ing Czechoslovakia, and led in 1989 to
the Velvet Revolution and the liberation
from the influence of the Soviet com-
munist empire, in which Jankovic¢ took
an active civic part. But let us return to
the year 1983, when Jozef Jankovi¢ won
the prestigious Herder Prize in Vienna,
which enabled him (among other things
also materially) to gradually return to
sculpture.

Kapija / Brana / Gate

Kapija | Brina | Gate (1985)" was Jank-
ovic’s first monumental realization after
a long forced pause. It shows a figure
stuck in a wall in a moment of movement
that is thus made impossible. The sculp-
ture is framed in a rectangular architec-
tural frame, which in Jankovi¢’s work
always prevents free movement (be it a
cage, an arch or stairs). Here he directly
thematized his life experience of being
“walled up” alive: for the first time he
uses the whole figure, here stuck in the
wall, its swollen and multiplied limbs
frozen in a mute pose, its face unrecog-
nisable. “A foot that wants to make a step
somewhere, a hand that wants to beckon...”®

On the interpretation of the Labin Gate,
Ladislav Snopko remarked two years lat-
er (1987) that

“Jankovi¢’s man in the gate no longer
begs to be let in. He lingers in the
middle, aware that the ‘exposed balance’
of the borderline is the knowledge he
longed for, the answer. Being outside or
being inside is no longer important. It
is always just a movement either within
one or the other, equally firmly defined
structure...”

And Zuzana Bartosova added that “gates
are for people to open and pass through
them outwards, towards each other, into the
world” " Both sentences, quoted from
contemporary reflection of Jankovic’s
work, were, on the one hand, a sceptical
resignation of the then state of affairs
as well as evidence of desired changes.
Jankovi¢ here seemed to anticipate —
through the metaphor of a wall, a win-
dow — something that would soon hap-
pen in politics (the breaking down of
the Berlin Wall dividing West and East,
the opening of windows to Europe). The
Labin Gate, however, became an impor-
tant personal-authorial landmark in
the sculptor’s development: the slightly
swollen, deformed forms of the limbs
with the inert features of the face opened
a new period of Jankovi¢’s work that can
be called monumental classicism.
Jankovi¢ made many human and cre-
ative contacts in Croatia, and found a

16 Jankovic had his passport revoked in 1976 and it was returned to him in 1983 on the occasion of the
Herder Prize in Vienna. It was the first foreign symposium he was able to physically attend in years.
7 Kapija / Brina / Gate, 1985, Istrian marble, 340 x 200 x 60 cm, XV. Mediteranski kiparski simpozij Labin

‘85, Dubrova Park, Labin, Croatia.

18 Aurel Hrabusicky, Jozef Jankovi¢: documentation (Bratislava: SCCA / Soros Center for Contemporary

Art, an undated manuscript).

¥ Zuzana BartoSova and Ladislav Snopko, Jozef Jankovi¢ (Pezinok: Malokarpatské mtzeum, 1987).
Catalogue for the exhibition at the Native House of Jan Kupecky in Pezinok.
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Figure 4: Jozef Jankovi¢, Gate, 1985, Park Dubrova,
Labin.

liking in returning there (in his personal
mythology, he experienced the feeling
— based on his surname - that his an-
cestors might have come from this very
country). The organizer of the Labin
symposium, the sculptor Josip Diminié¢
(1937-2019)® became his close friend.
He was a co-founder of the Labin Inter-
national Sculpture Symposium and the
Montraker Symposium, an internation-
al summer student sculpture school in
Vrsar. He also met and befriended other
important Croatian art personalities and
curators, such as Vladimir Malekovi¢
(1936-2003),** who opened an exhibition
of his works in Zagreb in 1980, as well
as Ante Glibota (1945-2020),* a promi-
nent Croatian intellectual, art and archi-
tectural historian and collector. Glibota

2 Josip Diminic¢ (1937-2019) was a Croatian sculptor who also engaged in graphic art and ceramics,
worked with stone, wood and laminate. He graduated from the Academy of Fine Arts in Zagreb
(1958-1963, prof. Marina Tartaglia), in 1965 he returned to Labin, in 1966 he established a studio
in the historical part of the town, and in addition to his own creative work he was involved in
several organizational activities dedicated to the development of the art scene in Labin. He was
the founder and co-founder of the art group Labin Ateliers, the exhibition Ars Histriae, several
important sculpture events: the Mediteranski kiparski simpozij (since 1969), which included the
Dubrova Sculpture Park in Labin, and the Montraker summer student sculpture school in Vrsar
(since 1991). From 1975 to 1984 he was a member of the group of artists of the Forum Gallery in
Zagreb. He also taught at the Department of Art History at the Faculty of Humanities and Social
Sciences of the University in Rijeka and since 2005 at the Academy of Applied Arts in Rijeka, of
which he was a co-founder. He realized works in several places in Croatia (Labin, Rijeka, Karlovac,
etc.), and participated in numerous exhibitions at home and abroad. For more information see:
Vlado Buzanci¢, Diminié (Rijeka: Izdavacki centar Rijeka, 1982); Vlado Buzanci¢, Mladenka Solman
et al,, Josip Dimini¢ (Zagreb: Hdlu/Hrvatsko drustvo likovnih umjetnika, 2000).

2 Vladimir Malekovic¢ (1936-2003) was a Croatian art historian, graduated from the Faculty of
Humanities and Social Sciences at the University of Zagreb (1962). From 1953 he published
newspaper reviews and articles on culture; from 1964 to 1983 he was an art critic for the periodical
Vijesnik, and from 1983 director of the Museum of Arts and Crafts in Zagreb. He was mainly
devoted to naive art (Hrvatska izvorna umjetnost, 1973; Kosta Angeli Radovani, 1981; Matija Skurjeni,
1982; Josip Generalic, 1988; Duro Seder, 1989; Edo Murti¢, 1990). He was the author of a large number
of exhibitions and publications on Croatian art (Angazirana umjetnost u Hrvatskoj 1919-1969, 1969;
Grupa trojice — aspekti hrvatske likovne umjetnosti 1930-1935, 1976; Ekspresionizam i hrvatsko slikarstvo,
1980; Kubizam i hrvatsko slikarstvo, 1981). He was one of the founders of museums and galleries
in Brdovec, Zlatar and Nova Gradiska. For more information see: Vladimir Malekovi¢, Hrvatski
biografski leksikon (1983-2024), mrezno izdanje (Zagreb: Leksikografski zavod Miroslav Krleza, 2024),
https://hbl.Izmk.hr/clanak/malekovic-vladimir (15 June 2025).

2 Ante Glibota (1945-2020) was one of the most important Croatian post-war intellectuals. He
graduated from the Faculty of Economics in Zagreb, co-founded Hrvatski gospodarski list with
Vladimir Veselic in 1970, and was involved in the events of the Croatian Spring. In January 1972 he
was imprisoned for his activities. After his imprisonment, as he became undesirable to
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personally visited Jankovic in Bratislava
in connection with the preparation and
selection of artists for the pre-Olympic
symposium in Seoul (he was a member
of the selection jury). Jankovic participat-
ed in the symposium and realized two
works there, the monumental sculpture
Miesto hore [ Place at the Top and Sebastidn
| Sebastian (1987).2 The development and
consolidation of intercultural and in-
ter-artistic relations between Slovakia
and Croatia was expressed by the fact = - — —
that he was awarded the Croatian state Figure 5: Jozef Jankovi¢, Hands, 1968, private
decoration Red Danice Hrvatske with cojlection.

the figure of Marko Maruli¢ in 1998.%

e

— were Jankovic¢’s typical motif, the up-
Ruke / Ruky / Hands per limbs — hands — were now added.

Ruke | Ruky / Hands (1993)* was made “In traditional iconography, the hand
during a symposium in Vrsar, Istria, and  is a symbol of caution, divine power
can be found in a picturesque square of  and love, character, authority, humout,
this old town overlooking the sea. Two strength, creation, mastery, pleasure,
large hands in a kind of pleading po-  greeting, generosity, hospitality, but
sition are enclosed between two stone also betrayal. The hand, the arm, the
prisms. Just as the lower limbs — legs  palm of God is the embodiment of logos,

the then regime, he emigrated to France. There he established himself as a gallerist, art historian,
architectural theorist and collector, as well as a curator of prestigious art events (in France

and worldwide). From 1979 to 1994 he was the director of the Paris Art Centre. He received
several international awards for his work as a curator in the field of art and architecture as well
as multimedia activities. He published several books and monographs (150 Years of Chicago
Architecture 18331983, 1985; Helmut Jahn, 1987, Olympiade Des Arts / Olympiad of Art, 1988; Otto
Piene, 2011, etc.). He was a member of the European Academy of Letters, Sciences and Arts and
the American Institute of Architects (AIA). He was involved in the exile movement for Croatian
independence. For more information, see: “Ante Glibota,” in CROWN: Croatian Word Network,
https://www.croatia.org/crown/articles/11250/1/Ante-Glibota-1945-2020-distinguished-Croatian-
patriot-and-historian-of-art-and-architecture.html (15 June 2025).

% Miesto hore / Place at the Top, 1987, granite, 960 x 360 x 140 cm, Olympic Park, Seoul, South Korea;

Sebastidn | Sebastian, 1987, granite, bronze, 120 x 180 x 60 cm, collection of the National Museum of

Modern and Contemporary Art, Seoul, South Korea.

The award was established in 1995 to recognize merit in the development of culture and the arts,

see: “Odluka o odlikovanju Redom Danice hrvatske s likom Marka Marulica broj: 01-051-98-13-

1-2/1 od 26. svibnja 1998,” in Narodne novine: Sluzebni list Republike Hrvatske, 10 June 1998, https://

narodne-novine.nn.hr/clanci/sluzbeni/1998_06_81_1127.html (15 June 2025).

% Ruke / Ruky / Hands, 1993, Istrian marble, circa 120 x 150 x 150 cm, Symposium Montraker, Vrsar,
Croatia. The symposium was founded as a summer sculpture school in 1991 by Josip Dimini¢ and
was intended for university students; Jankovic participated as a teacher at the Academy of Fine
Arts and Design in Bratislava with his pupils Patrik Kovacovsky and Peter Machata.
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Figure 6: Jozef Jankovic, The Draft of a Memorial to
Slovak Sculpture, 1976, Slovak National Gallery.

of creative power: ‘the hand of the Lord
God fell upon me’ (Ezekiel 8:1-3)".%

But the gesture of the hand is often a plea
for help, for support, for rescue. In the
1960s, the motif of the hand (which actu-
ally originated as a cast of matter poured
into a glove) gained independence in
Jankovi¢’s work; alone and multiplied, it
often formed the structure of the work:
Ruky |/ Hands in the 1968 relief” are seen
this time in the overtly political gesture of
SOS, tellingly in the tricolour. In the ob-
ject Pohyblivé ruky | Moving Hands (1970),%
a grid of uniformly formed hands grows

out of a massive plinth, which at certain
intervals of time are equally uniformly
and mechanically set in motion (by vir-
tue of a built-in motor). Are they all red as
a sacrifice to the communist regime? Or
are they there to unthinkingly approve,
to vote for everything that is put before
them by the re-established power?

In terms of our topic, it was Jankovi¢’s
aforementioned substitution programme
in the 1970s, when sculpture was re-
placed by drawings, graphics or pieces of
jewellery, that produced very interesting
results in the form of a series of fictional,
utopian architectural projects. The crea-
tion of utopian projects, or otherwise —
prospective architecture — has a rather
rich history in the history of art, from
French revolutionary architecture to, for
example, the utopian visions of the Rus-
sian avant-garde. In the 1970s it found its
representation in Slovakia in the person
of Alex Mlynarcik and the VAL group
(Viera Meckova — Alex Mlynarcik — Lu-
dovit Kupkovic),” but unlike them, Jank-
ovic’s project thinking lacked any kind
of civilisational optimism.

He was interested in architecture
and designing for architecture since his
youth, and participated in numerous

2% Rusinova, “Od asamblaze k tragickému mytu (Sestdesiate roky),” in Bajcurova, Hrabusicky and
Rusinova, eds., Jozef Jankovic. Tvorba z rokov 1958—1997, 48.

¥ Ruky [ Hands, 1968, wood, polyester, 120 x 150 cm, private collection. The work was created as part
of the Artchemo symposium in Pardubice, thematising new technologies in plastics processing.

% Pohyblivé ruky /| Moving Hands, 1970, polyester, wood, metal, electric motor, 140 x 100 x 100 cm, PSIS
collection. See: Zuzana BartoSova, Sticasné slovenské vytvarné umenie 1960-2000 zo zbierky Prvej
slovenskej investi¢nej skupiny (Bratislava: Orman, 2008); Zuzana Bartosova, “Freedom in Unfreedom:
A Few Notes on the Slovak Unofficial Art Scene in the 1970s,” in Crisis: The Avant-Garde and
Modernism in Critical Modes: European Avant-Garde and Modernism Studies 7, eds. Sasha Bru et al.
(Berlin / New York: De Gruyter, 2022), 210, https://doi.org/10.1515/9783110773637-010 (17 June 2025).

¥ Pierre Restany, Alex Mlyndrcik: INDE (Slovenska narodna galéria, 1995); Ludovit Kupkovi¢, Viera
Meckova and Alex Mlynércik, VAL Cesty a aspekty zajtrajska (Zilina: Expresprint, 1995); Katarzyna
Cytlak, “Larchitecture prospective en Tchécoslovaquie. Convergences et divergences entre
I'approche du groupe slovaque VAL (1968-1994) et la théorie architecturale de Michel Ragon,” in
RIHA Journal [online], 2017, https://journals.ub.uni-heidelberg.de/index.php/rihajournal/article/

view/70264 (17 June 2025).
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competitions; together with architect
Dusan Kuzma, he was co-author of the
sculpting idea of perhaps the most signif-
icant — even signature — piece of Slovak
modern architecture of the 20" century,
the Memorial of the Slovak National Upris-
ing (SNP) in Banska Bystrica (1965-1969),
for which he made the central sculpture,
Obete varuji! | Victims Warn!,*® a dramat-
ically stacked and expressively shaped
jumble of dead and living bodies that
he placed in a narrow gap between two
concrete hemispheres resembling a split
rock. The obligatory image of the hero
is here — iconoclastically - replaced by
the image of the victim, stripping the
uprising of its pathos, of the moral au-
reole of the victors, understanding it in
an all-human, pacifist and anthropolog-
ical way. He also conceived the Memori-
al of the SNP in Kovacova (1968, together
with the architect Anton Cimmermann)
as a fictitious architectural environment,
where the viewer, as he moved, was con-
fronted with ever new sequences of bru-
tal and empty imprints of limbs falling
into nothingness.

Hungarian curator Laszlé Beke de-
scribed Jankovic’s fictional projects
as “gigantic anthropomorphic monu-
ments”,* while Czech conceptualist and
curator Jifi Valoch added the label “hu-
mane architectures, monuments evoking the
idea of the human figure”>* It was Valoch
who first noticed a new semantic turn

in Jankovi¢’s work, where “the tragic is
replaced by the grotesque, the message of
the artworks is no longer protest, but above
all inquiry. It is something halfway between
the tragic and the comic”.*® The projects
brought a new ironic-sarcastic image of
man immured in the immobility of the
years of consolidation, resembling petri-
fied beings trapped by a spell in matter.
In terms of the development of Jank-
ovic’s hand iconography, two examples
are worth mentioning: in his Ndvrh
pamitnika slovenského sochdrstva | The
Draft of a Memorial to Slovak Sculpture
(1976)** he worked with a text — the in-
famous article “Vzostup a pid slovenského
sochdrstva” (The Rise and Fall of Slovak
Sculpture), published in Pravda, the dai-
ly of the Communist Party of Slovakia.
The author, art historian Zita Kostrova,
criticized the so-called right-wing ten-
dencies in sculpture of the 1960s. The
text of the article, divided into individu-
al letters — block capital letters arranged
into a regular geometric grid — is used
to create a pedestal from which grows
a monumental architectural shape de-
picting two hyperbolised human palms.
The sculptor’s hands, which were sup-
posed to knead the mass within it, have
stiffened and turned into shooting tar-
gets. Jankovic here responded in a spe-
cial way to the theme of memorials — to
create monuments, to be a sculptor, was
denied to him during normalization. In

3 In 1972 the sculpture Obete varujii! / Victims Warn! was removed to be replaced by a composition
of a hammer and sickle. In 1974 it was installed at the site of the memorial to the burnt village
of Kaliste and in 2004 it was returned to its original place thanks to Ladislav Snopko. For more
information, see: Ladislav Snopko, et al., Obete varujii. Paralelné pribehy: Victims warn. Parallel Stories

(Banska Bystrica: Mizeum SNP, 2004).

3! Laszl6 Beke, Jankovi¢ (Budapest: Fiatal Mtveszék Klubja, 1974), unpag.

3 Ibidem, unpag.

¥ Jifi Valoch, Jankovi¢ (Brno: Diim pant z Kunstatu, 1973), unpag.
3 Architektiry III. Ndvrh pamitnika slovenského sochdrstva / Architectures III. The Draft of a Memorial to
Slovak Sculpture, 1976, offset on paper, 45 x 58 cm, SNG, inv. no. G 13135, https://www.webumenia.

sk/dielo/SVK:SNG.G_13135 (10 June 2025).
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another anti-utopian piece, Projekt parla-
mentu s pneumatickou strechou [ The Parlia-
ment Project with Pneumatic Roof (1977),%*
he created a roof composed of inflatable
voting hands, whose meaning is now re-
vived and the symbolism of unanimous-
ly voting MPs is eerily relevant. Jankovic
parodied the content in a pseudo-utopi-
an absurdist way. The combination and
subsequent fusion of architectural and
human building blocks, a union of dis-
parate sign systems, created a complex
unity typical of postmodern thought. He
also tried to find his unified vision and
shaping of the hand through the com-
puter, for in the 1970s he was one of the
first artists in Czechoslovakia to exper-
iment with computer graphics (Ruka I.—
II1. / Hand I-111, 1979).3¢

Finally, there is one more work in
which he elevated the motif of the hand
to a symbol: it is a piece of the more in-
timate series Krajiny 1.—XII. / Landscapes
I-XII (1980-1984), all of which had the
character of miniature spatial installa-
tions. In Landscape 1II (1980)” the cen-
tral element is a hand growing out of a
layered plinth (the ground?). It looks as
if the figure had buried itself alive, and
what is more, the hand that sticks out of

the ground is shackled. Again: the man
is prevented from all movement and ac-
tivity here. But Jankovi¢ has cunningly
played with the scale; we have the feel-
ing that this is the hand of the mythical
giant Gulliver, who has been tied up by
the regime — the Lilliputians...

Raspelo / Ukrizovanie /
Crucifixion

The third important work by Jozef Jank-
ovic¢ in Croatia is the monumental Raspe-
lo / UkriZovanie / Crucifixion (1995).® He
realized it in Labin, at the entrance to the
cemetery above the town, as a distinctive
landscape landmark that is visible from
afar. He used a motif that runs through
all his work: the crucified figure. Al-
though the term figure can only be used
conditionally in this and other cases.
The motif of the crucified figure or
the cross can be found in Jankovic’s work
almost from its beginnings. In his early
Autoportrét II. | Self-Portrait 11 (1964)* the
torso of Jesus Christ, as if from an anony-
mous wayside shrine catches the eye, ap-
pearing within an assemblage composed
of everyday realities. Is this the alter ego
of the artist, or rather his shadow, ready

% Projekt parlamentu s pneumatickou strechou / The Parliament Project with Pneumatic Roof, 1977, pen,
ink, and acrylic on paper, 50.7 x 65.5 cm, SNG, inv. no. K 17370, https://www.webumenia.sk/dielo/
SVK:SNG.K_17370 (10 June 2025). Similar work: Projekt zdhrady parlamentu [ Project of the Garden
of the Parliament, 1976, pen and ink on paper, 50 x 63 cm; exhibited by V. meZdunarodna izlozba
originalnog crteza ‘76 Rijeka; the work remained in Croatia, now missing. The garden was made of

voting hands.
3

=N

Ruka 1.-I11. | Hand I-111, 1979, computer graphics, offset on paper, 40 x 62.3 cm; 40 x 58.3

cm; 40 x 50 cm, SNG, inv. no. G 9486; G 9487, G 9488. https://www.webumenia.sk/dielo/
SVK:SNG.G_9486;https://www.webumenia.sk/dielo/SVK:SNG.G_9487; https://www.webumenia.sk/

dielo/SVK:SNG.G_9488 (10. June 2025).

3

3

Krajina 111. / Landscape 111., 1980, wood, copper, string, paper, 30 x 42 x 42 cm, private collection.
Raspelo / UkriZovanie / Crucifixion, 1995, Istrian marble, height 540 cm, House of mourning, Labin.
Created as part of the Mediteranski kiparski simpozij in Labin, Croatia. Jankovi¢ was also preparing

a project for the next, 25" edition of the symposium in Labin (1997) as part of the Bijela cesta / White
Road project in Dubrova Park, where each participant was to create a sculpture a 25-metre-long
stretch of road. Due to illness, he did not realize the project, design kept in the sculptor’s estate.

¥ Autoportrét 1—I1. / Self-Portrait I-11, 1964, wood, metal, polyester, PVA, a 65 x 85 cm, private collection.
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to take upon himself the lot of humanity
and to bear its cross? In the work Viizenie
I/ Prison 1 (1963),* created in the style
of Informel, we see for the first time a
“dead” form sculpted into the Tau cross
and adjusted into a frame. This is a cross
in the form of the Greek letter T (tau),
the last letter of the alphabet, and is of
pre-Christian origin, later used by the
early Christians; it was particularly fa-
voured by St Francis of Assisi, for whom
it was a symbol of conversion and pen-
ance. Jankovi¢ formed fragments of fig-
ures in his Svedectvo XI. | Testimony XI
(1967-1968)* from a larger series and Mie-
sto hore [ Place at the Top (1969)* into this
shape: its essence is the typical Jankovic¢
figure with arms outstretched but with-
out a torso, spattered with blood, stand-
ing at the end of a long vertical staircase.
Here the artist transcends the meaning
of the Christian symbol and significantly
updates it, or semanticizes it in reverse;
how many victims will the crucified
creature with bloody hands leave behind
itself before it reaches the top? The grasp
of the motif, by its universality, certainly
transcends the original Christian theme
and acquires — as was Jankovic’s custom
- a generalising humanistic significance.

A direct predecessor to Labin’s Raspel
was Krucifix / Crucifix (1993),* one of
Jankovic’s masterpieces of the final mon-
umental period. He chose as his subject
the theme of the Crucifixion, whose uni-
versal (religious) raison d'étre is widely
known and the iconographic form of its

Figure 7: Jozef Jankovi¢, Crucifix, 1993, Galéria
Horsky park, Bratislava, Linea Collection.

depiction is well established. Jankovic,
however, opts for innovation. The cross,
bearing the form of a gallows composed
of a vertical stake and a transverse cross-
bar, onto which the condemned man is
nailed by his wrists and ankles, is trans-
formed by the artist into a more complex,
hybrid architectural construction. It is
something between a gallows, a gate and
a tower with a drawbridge, into which a
headless — guillotined — body is embed-
ded in slabs in the shape of a T (tau) cross.
Jankovi¢ transformed the traditional
Christian symbol of salvation and re-
demption into a universal and supra-con-
fessional symbol. The shift in meaning

% Viizenie 1. | Prison I, 1963, wood, textile, polyester, 140 x 70 cm, private collection.

4 Svedectvo XI. / Testimony X1, 1967-1968, wood, plaster, polyester, 170 x 150 cm, SNG, inv. no. P 2642.
https://www.webumenia.sk/dielo/SVK:SNG.P_2642 (10 June 2025).

2 Miesto hore / Place on the Top, 1969, wood, polyester, textile, metal, h. 400 cm, Art Fond Collection.

# Krucifix / Crucifix, 1993, wood, metal, epoxy, 640 x 310 x 100 cm, Linea Collection. The work is
part of the outdoor sculpture exhibition at the Horsky park Gallery in Bratislava, https:/www.
lineacollection.sk/galeria-horsky-park (10 June 2025). It was originally created for the outdoor
exhibition Priestor'93 at the Kuipelny ostrov (Spa Island) in Piestany (1993, curated by Lubor Kara).
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Figure 8:Jozef Jankovic, Crucifixion, 1995,
Cemetery, Labin.

was aptly expressed in an essay on the
work by the composer Roman Berger:

“Today’s world (especially the supposed-
ly Christian one!) not only continues in
the tradition of Golgotha, in the killing
of Christ. Today’s world goes further

— it also kills the Crucifix, the symbol

of creation, opening the perspective of
Life — the cosmic principle... It forces
out from consciousness the horizon of
Transcendence.”*
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And curator Aurel Hrabusicky adds:
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dead man in dead matter*
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