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Uvodny prihovor

Vazené ddmy, vazeni pani,

po viacerych rokoch sa Vam dostava do ruk opét Zbornik z medzinarod-
ného keramického semindra, ktory je sucastou tradi¢ného podujatia Slavnost
hliny - Keramickd Modra. Prvy ro¢nik sa konal v roku 2009. S myslienkou zor-
ganizovat podujatie, ktoré by prispelo k podpore keramickej tvorby a poukézalo
na dolezitost ozivovania keramickych tradicii, pri$la nasa kolegyna PhDr. Agita
Petrakovi¢ové-Sikulova. Podujatie malo uspech a vdaka mnohym nadSencom
a podpore viacerych institucii, zdruzeni, mesta Modry a samotnych keramikarov,
pokracuje uspesne dodnes.

Kazdy ro¢nik ma ind tému, zial, nie z kazdého semindra sa podarilo vydat
zbornik, preto by som jednotlivé doterajsie témy spomenula. V roku 2009 bol
semindr venovany keramickému majstrovi Hefmanovi Landsfeldovi, pri prilezi-
tosti 110. vyrocia jeho narodenia. Druhy ro¢nik predstavil keramickua figuralnu
tvorbu, v dal$om sme si pripomenuli Habanov a habansku keramiku, nasledoval
tradi¢ny kuchynsky a hrnéiarsky riad. Piaty ro¢nik bol venovany Slovenskej Iu-
dovej majolike, pri prilezitosti 130. vyrocia jej zaloZenia, keramického ucilista
v strednej Eurépe (1883). Z tychto ro¢nikov boli vydané tlacené zborniky. V dal-
$ich rokoch zostali prispevky zo semindrov iba v elektronickej podobe, zborniky
sa najma z finan¢nych dévodov nepodarilo vydat. Pripomenme si aspon jednot-
livé témy: Tehliarstvo a kachliarstvo, Hrnciarske tradicie, zvyky a sviatky, KERA-
DUU - KERAMIKA - dekorécia, umenie, uzitkovost, Figurélna tvorba v dielach
fudovych a profesiondlnych umelcov, Ignac Bizmayer 95, Prejavy fudovej zboz-
nosti v keramickom dekore, Remeselné a polnohospodarske vyjavy v keramic-
kom dekore.

Zbornik z tohtoro¢ného medzinarodného seminara sa podarilo vydat vdaka
projektu Den hliny - Caro hliny, podporeného z Grantu EHP / Nérska.

Vyber témy Keramicky dekor inspirovany porcelanom nebol nahodny.
Pracovni¢ky Slovenského narodného muzea-Muzea Ludovita Stira v Modre - sa
v roku 2019 stretli so svojimi kolegynami z Telemark muzea - Muzea porcelanu
v Nérskom Porsgrunne. Stretnutie na pode SNM-MLS, Muzea slovenskej kera-
mickej plastiky v Modre, malo za ciel uskuto¢nit spolo¢ny projekt a podporit sna-
hy oboch muzei o prezentaciu tradi¢nej i sii¢asnej tvorby keramiky a porcelanu.
Nasledovali dalsie stretnutia, vzdgjomné komunikécie. Hlavnou témou projektu sa
stala hlina, z ktorej sa vyraba modranska keramika i norsky porcelan. Projekt do-
stal nazov Den hliny - Caro hliny, ClayDay - Magic of Clay. Spolo¢nym cielom
projektu je vymena skusenosti a spoznavanie tradicii.

SNM-Mizeum Ludovita Stira v Modre vzniklo ako $pecializované literarne
muzeum v roku 1965. Hoci hlavnym poslanim muzea je dokumentacia a prezen-
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técia Zivota a diela Ludovita Stura, nemenej dolezitou oblastou zdujmu st deji-
ny mesta, s dérazom na keramické tradicie, ktoré muzeum prezentuje v dvoch
samostatnych expoziciach — v Galérii Ignaca Bizmayera od jej zriadenia v roku
1994 a v Muzeu slovenskej keramickej plastiky, ktoré bolo vybudované v roku
2012 v ramci spolo¢ného cezhrani¢ného projektu Traker (Tradicie z hliny, ces-
ty za poznanim keramického dedi¢stva) medzi SNM-Muzeum Ludovita Stira
v Modre a Osterreichisches Museum fiir Volkskunde vo Viedni. Pocas svojej
existencie muzeum pripravilo mnohé keramické vystavy, zorganizovalo stretnu-
tia a besedy s keramickymi majstrami a k prezenta¢nym aktivitdim nesporne patri
i tradi¢ny medzinarodny seminar v ramci projektu Slavnost hliny.

Slovenské nirodné muzeum-Muzeum Ludovita Stara v Modre poziada-
lo este v spominanom roku 2019, so sihlasom Ministerstva kulttry Slovenskej
republiky, o nendvratny finanény prispevok z Grantu finanéného mechanizmu
Eurépskeho hospodarskeho priestoru v programe ,,Podnikanie v oblasti kultury,
kultdrne dedi¢stvo a kultirna spoluprdca® Okrem dvoch muzei sa partnerom
projektu stalo i mesto Modra. Zastupcovia mesta boli tejto myslienke nakloneni
od prvého spolo¢ného stretnutia v roku 2019, na ktorom sa diskutovalo o roz-
nych témach, napriklad o spolo¢nych kultdrnych podujatiach, o spolupraci me-
dzi mizeami a mestom, o umeni vo verejnom priestore s re$pektom k prirode
a keramickym tradicidm. Hovorilo sa o spoznavani odli$nosti a podobnosti me-
dzi dvomi krajinami, o snahe spdjat jednotlivé kultury, o podpore umeleckého
vyjadrenia, o praci s publikom, o priblizeni tradicii mladej generdcii, o oZivovani
tradi¢nej remeselnej vyroby v spojitosti s inovaciou tradi¢nych vzorov na kera-
mike i porcelane. V tomto duchu boli pripravované jednotlivé aktivity projektu,
ktoré sa postupne dari napliat.

Verim, ze Zbornik, ktory je jednym z trvalych vystupov projektu, k uvede-
nému cielu vyraznou mierou prispeje. Zaroven vyslovujem ndadej, Ze tradicia fes-
tivalu Slavnost hliny - Keramicka Modra, spolu s jej odbornymi ¢astami, ktorymi
st keramické vystavy a medzindrodny odborny semindr, bude uspes$ne pokra-
¢ovat dalej a prispevky autorov k odbornym témam budu prezentované nielen
na seminaroch, ale i v tlacenych zbornikoch.

Dakujeme vietkym autorom, ktori venovali svoj zdujem a ¢as tohtoroénej
téme a svojimi odbornymi prispevkami obohatili poznanie a vedomosti nielen
odbornej, ale i $irokej laickej verejnosti a potesili Iudi, ktori maja radi umenie
a ctia si tradicie.

PhDr., Viera Jancoviéovd, riaditelka SNM-Miizea Ludovita Stiira v Modre



Porcelan a jeho vplyv na produkciu keramickej
dielne v Modre

PhDr. Agata Petrakoviéova Sikulova

Zhruba pred dvoma rokmi sa pustilo SNM-Muzeum Ludovita Stira v Mod-
re do spolo¢ného ndrsko-slovenského projektu s mizeom porcelanu v Porsgrun-
ne, ktory je venovany hline. Nazvali sme ho Det hliny - Caro hliny / Clayday
- Magic of Clay.

Pri vyrobe keramiky i porceldnu je zakladnou matériou surovina, ktord je
tvarna a plastickd, a prostrednictvom modelovania a vysokého Ziaru ziskava svoj
charakteristicky tvar. Rozdiel medzi oboma druhmi vyrobkov - keramikou a por-
celanom - je v skladbe suroviny. Kym porcelan sa vyrdba z hmoty, ktora obsahuje
kaolin a je bohatd na zivec a kremik, ktoré mu dodévaju charakteristickd bielu
farbu a tvrdost, na vyrobu keramiky sa vyuziva tazka, ilovitd zemina, kremen,
piesok, vapenec a dalsie zlozky, ktoré dodavaju keramike $pecifické vlastnosti,
tykajuice sa farebnosti a priepustnosti keramickych vyrobkov.

Podobny vyrobny proces oboch druhov vyrobkov nés priviedol k myslienke
venovat na$ projekt a semindr keramike a porcelanu. Ako vychodisko sme si vzali
charakteristickti ornamentaliku porceldnu, ktora v mnohom ovplyvnila dekora-
tivnu zlozku keramiky vyrabanej v prostredi Eurdpy a nasledne i v Modre.

V roku 1295 sa z ciest do Bendtok vratil Marco Polo, ktory so sebou priniesol
novy druh tovaru: jemné, biele tenkostenné predmety, ktoré boli netradi¢ne de-
korované. Novy druh tovaru nazval vo svojom cestopise ako morska musla alebo
petlet, ,,Pourcelaine!

Porcelan sa stal vyhladdvanym tovarom v prostredi $lachty, ¢im vzrastla jeho
hodnota a stal sa vynosnym trhovym artiklom. Obltibené porcelanové predmety sa
zacali nielen dovazat, ale nastartovali vyrobu vo viacerych eurdpskych remeselnych
dielnach. Produkcia uvedeného typu riadu sa rozsirila najmé od zaciatku 18. storocia.
O vyrobe jednotlivych porceldanok by nam vedeli rozpravat nasi nérski kolegovia.

Keramika patri k najstar§im druhom umenia. Jej vyroba bola ovela jedno-
duchsia, stacila k nej ilovitd hlina premiesana s vodou, ktora bola tvarna. Najstar-
$1 druh vyroby hlinenych vyrobkov mal prakticky ucel, uzitkovost, duchovné po-
slanie a ozdobnu funkciu. S vyvojom spolo¢nosti sa vyvijal i tento druh remesla,
respektive umenia. Prechod k dekorac¢nej keramike, ktorej ornamentalika bola

! BRAUNOVA, A. Kouzlo keramiky a porceldnu. Praha: Prace, 1985, str. 69.
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in$pirovand porceldnom, trval storocia. Ziarivo malovana keramika sa objavila
v Eurdpe v 13. storo¢i z Orientu, mala svojrazne farby a tvary.? Jemné keramické
predmety importované do Spanielskych pristavov znamenali zlomové obdobie
pre rozvoj eurdpskeho keramického remesla.

Do ostatnych eurdpskych krajin sa dostala prostrednictvom kupcov
a priekupnikov najmé z Faenzy. V eurdpskych dieliiach sa vyrabal do zaciatku
16. storocia predovsetkym hrnéiarsky riad, novy druh keramiky predstavoval
zlom v jej vyrobe. Fajansova technika sa rozsirila do severnych alpskych ob-
lasti, do nemeckych miest ¢i do oblasti Franctizska ako Lyon, Rouen, Neverse
a Nantes. Vyznamnym strediskom vyroby sa stala aj oblast Nizozemska a dne$né-
ho Holandska s mestami Haarlem, Middelburg, Dortrecht, Amsterdam a Delft’,
ktoré sa stalo koliskou vyroby osobitného typu keramiky.

Rozvoj zdobenej keramiky v talianskom prostredi nutil hladat talianskych
hrnéiarov nové odbytistia a moznosti, viaceri sa usadili v holandskom prostre-
di Antverp, kde prebiehal taktiez ¢uly obchod s Cinou a Japonskom. Medzi lu-
xusnym tovarom z vychodu sa nachadzal i neobycajne jemne zdobeny porcelan,
ktory sa stal predlohou jedine¢nej keramiky, prezyvanej podla oblasti, kde bola
vyrabana: delftska fajansa. Dekor tejto keramiky sa rozsiril do celej Eurdpy.

Uvedeny proces majolikovej vyroby mozno sledovat aj na keramike z nasho
uzemia, avSak neskor. Majolikova vyroba keramiky sa dostala na nase uzemie v po-
lovici 16. storocia prostrednictvom sekty novokrstencov, prichddzajucich z alpskych
krajin. Po roku 1620 sa Slovensko stalo hlavnym vyrobcom uvedenej keramiky.
Od roku 1830 sa dostala vyroba majoliky i do keramického strediska, do Modry.*

Na§ prispevok sleduje produkciu keramického riadu v Modre, ovplyvne-
na porcelanovym dekérom. Modra bola $pecifickym miestom, jej vyroba bola
najprv zamerand vylu¢ne na uzitkovy riad. V roku 1883 bolo z dévodu rozpa-
du cechového zriadenia® v meste zriadené keramicko-priemyselné ucilite. Jeho
spravcom sa stal rodak z Moravy, Jozef Micka. V dielni bolo zamestnanych viace-
ro moravskych pracovnikov, ktori priniesli do vyroby vlastné dekorativne prvky,
ktoré spoznali pocas svojich vandrovnych ciest. Tak mozno najst na keramike
vy$kovsku ruzu alebo holi¢sku ornamentaliku.

Medzi zbierkami SNM-Muzea Ludovita Stira sa nachddza pomerne vela
predmetov, ktoré st ovplyvnené holi¢skym dekérom. Vic¢sina predmetov pocha-

> BRAUNOVA, A. Kouzlo keramiky a porceldnu. Praha: Prace, 1985, str. 8.

3 CERNOHORSKY, K. Moravskd lidovd keramika. Praha, 1941, str. 39.

* Podla Hefmana Landsfelda sa zacala cielend majolikovéd vyroba v Modre v roku 1830
prichodom habdna Jozefa Kittu zo Suchej nad Parnou.

> Koncom 18. storocia prislo k obmedzeniu cechového zriadenia, ktoré vyustilo v roku
1813 do vydania Generalnych cechovych artikulov, platnych az do zrusenia cechov
v roku 1872. Ich vysledkom bolo zrusenie vSetkych obmedzeni pre tovariSov, zrusenie
poplatkov a majstrovskych vyhod.

10



PhDr. Agata Petrakovic¢ova Sikulova

dza z historického fondu Slovenskej fudovej majoliky, na zéklade ¢oho mozeme
konstatovat, ze dielna uvedeny druh riadu vyrabala.

Holi¢ska manufaktura sa ststredila najmi na vyrobu jedalenskych stprav.
Tvarovo sa in$pirovala ¢inskym porcelanom a barokovymi a rokokovymi tvarmi
polievkovych mis, kanvic, tanierov, §alok s rékajmi, kvetmi a ovocim, rouenskym
dekoérom, charakteristickymi $tylizovanymi kvetmi, ruzami, tulipAnmi, narcismi
s iponkami, ale i ovocim a rozmanitymi Zivo¢ichmi.® Kolekcie vyrobkov boli ma-
lované ¢ervenymi muflovymi farbami, zelenou a modrou farbou, ale i v bledych
farebnych odtiefioch. Ako sa odrazil uvedeny holi¢sky dekér v produkcii mod-
ranskej keramickej dielne?

Medzi riadmi, ktoré sa nachddzaju v nasich zbierkach, st zastipené netiplné
kavové, ¢ajové a obedové servisy, malované zelenou a modrou farbou.

Na obrazkoch ¢. 1, 2 a 3 sa nachddza modro malovany kavovy servis s tra-
di¢nymi vykrazenymi okrajmi, lemovanymi tenkym modrym prazkom, s mierne
prelamovanymi bruskami a zdobenymi uskami. V porovnani s holi¢skou fajan-
sou posobia predmety vSak ovela hrubsie. Kvetinovy dekor s charakteristickou
centralnou ruzou a bo¢nymi kvetmi s listkami je umiestneny centralne.

Ovela jemnej$ie posobi zeleno malovany servis na obrazkoch ¢. 4, 5 a 6, ta-
nier, polkruhova miska a solnicka s centralne posadenou kyticou s dominantnym
ruzicovym kvetom a bo¢nymi lupenovymi kvetmi, ktoré su symetricky rozmiest-
nené i na vonkajsom okraji predmetov.

Podobnych kusov servisovych predmetov sa nachadza v depozitari viacero.
O uvedeny typ keramiky bol zaujem zo strany verejnosti a maloval sa este v 50.
rokoch 20. storo¢ia. Znamym maliarom tejto ornamentaliky bol Jan Kristofik.

Vicsie zastupenie majui predmety, v ktorych vo vyzdobe dominuje tradi¢na
¢ervena $trasburskd ruza. Mozno ju ndjst na dzbanoch, obedovych supravach,
svietnikoch i na vazach.

Na obrazku ¢. 7 mozno vidiet holi¢sky dekér na dzbane malovanom
Hefmanom Landsfeldom, na ktorom dominuje centrdlne malovana kytica
s dvoma ¢ervenymi ruzami a zltym tulipdnom s drobnymi bo¢nymi kvietka-
mi, podobny motiv mozno vidiet i na obrazku ¢. 8, ktory nesie zna¢ku SKM,
ale mozno ho taktiez pripisat jednému autorovi. Do tretice mozno sledovat
Landsfeldov rukopis na terine z obrazku ¢. 9, ktord je uz zna¢ne ovplyvnend
ludovym dekérom.

Spomedzi keramiky zdobenej holi¢skym dekérom vynikaju najmi prace
I. Liebschera, ktory bol vybornym maliarom keramiky, ¢o mozno sledovat aj
na kanvicke na kévu s centrdlne umiestnenou kyticou s dominujicou ¢ervenou
ruzou a jemnymi modrymi, ruzovymi a zltymi lupefiovymi kvietkami. Tvar kan-
vi¢ky je ingpirovany rokokovymi predlohami. Pokrievka kanvicky ma uchytku

¢ KYBALOVA, J., Holi¢ska fajans 1743 - 1827. Praha: Umeleckopriimyslové muzeum,
1964 - 1965, str. 8.
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v tvare hrusky a je zdobend jemnymi kvietkami. Elegantnost predmetu zvysuje
zlaté lemovanie okolo hrdla a podstavca.

K Liebscherovym pracam patri aj tanierik na obrazku ¢. 11, ktory je deko-
rovany dvoma oproti sebe umiestnenymi velkymi ¢ervenymi kvetmi, ruzou a tu-
lipdnom. Obvod taniera je vykruzeny a jeho dekdr nesie prvky secesie. Azda na-
jimpozantnejSou pracou spomedzi vyrobkov I. Liebschera je velkorozmernd vaza
na obrazku ¢. 12, ktord meria 71 cm. Vaza antického tvaru md vysoky podstavec
a Siroké hrdlo. Dve zdobené uchd st ukoncené pri tele vazy levimi hlavami. Cely
plast vazy je dekorovany dvoma vertikdlnymi pasmi ruzi, ktoré su malované aj
po obvode podstavca a ustia vazy. Dekor je velmi pekne prevedeny.
vytvarnicky Marie Vofechovej Vejvodovej, ktora posobila v modranskej dielni
v medzivojnovom obdobi a pre dielnu navrhla rad vyrobkov. Medzi nimi bola
i doza na podstavci s pokrievkou, ktord evokuje kyticu ruzi so zvoncekmi. Vej-
vodova sa in$pirovala plastickymi vdzami s pokrievkami i médnym secesnym
$tylom.

Keramika in§pirovana porcelanovym dekoérom sa stala oblibenym uazitko-
vym i dekora¢nym prvkom miestnych mestianskych rodin medzivojnového ob-
dobia, scasti i povojnového obdobia, nasledne nahradil vyrobu riadu s uvedenym
dekoérom riad s ludovymi motivmi a riad in$pirovany médnou vlnou charakteris-
tickou pre 60. roky 20. storocia.
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Porceladn a jeho vplyv na produkciu keramickej dielne v Modre
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PhDr. Agata Petrakovic¢ova Sikulova

Obrdzok 12 Obrdzok 13

PhDr. Agdta Petrakovicovd Sikulovd - pracuje v SNM-MLS, v Miizeu slovenskej
keramickej plastiky v Modre ako kurdtorka keramickych zbierok a historickych fo-
tografii. Venuje sa histérii zdpadoslovenského hrnéiarstva a dZbankdrstva a kul-
tiirno-spolocenskej problematike medzivojnového obdobia. Je autorkou viacerych
publikdcii z oblasti historie, etnografie a vytvarného umenia.
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Prvky a motivy inSpirované porcelanom
na stupavskej a modranskej keramike

Mgr. Daniel Ozdin, PhD.

Modranska a stupavska keramika pocas poslednych takmer dvesto rokov,
ale najma v 20. storo¢i, formovali identitu slovenskej fudovej tvorby v keramic-
kom umeni. V Stupave bola najvyznamnejsia dielia Kostkovcov, kde prebiehal
pocas 19. a 20. storocia urcity vyvoj v tvorbe. Kym v 1. polovici 19. storoc¢ia boli
charakteristické taniere v holi¢skom Style, svitenicky” alebo kanelované dzbany
s architektonickymi motivmi, v polovici 19. storo¢ia boli pre Karola Kostku ty-
pické dzbany s polnohospodarskymi motivmi s ora¢om, pluhom a parom konov
alebo volov. Bratia Jan a Ferdinand, synovia Karola Kostku, boli vynikajiici ma-
liari a opakovali véetky motivy svojich predchodcov, najmi typické dzbany so
svitymi, no v motivoch sa okrem floralnych motivov ¢asto objavuju uz aj rézne
iné prirodné motivy ako vtaciky, jelene, zajace a pod., ale aj polovnicke motivy
a vyjavy z bajok. Narodny umelec Ferdinand (Ferdis$) Kostka vyznamne posunul
Tudovti keramickd tvorbu najmé vo figuralnej tvorbe, kde zobrazoval vic¢sinou
vyjavy zo Zivota vtedajSej doby na Slovensku. Vo figuralnej keramickej tvorbe
zobrazujucej Zivot vic¢sinou na slovenskej dedine alebo prirodné motivy mu vy-
znamne pomdhala aj jeho sestra Maria a neskor v tom pokracovala najma dcéra
Magda. Cela rodina Kostkovych z tejto Iudovej, prirodnej a nabozenskej linie len
zriedkavo vybocovali a in$pirovali sa aj inymi motivmi. Medzi jeden z mala mo-
tivov, ktorého korene mézeme hladat v ¢inskom porcelane, patri napriklad soska
sediaceho Cifiana, ktort robil uz Jan Kostka star$i® a Landsfeld (1948) ju uvadza
uz z konca 18. storocia’. Neskor F. Kostka urobil aj sosku Citianky?. Charakteris-
tické pre dobu okolo r. 1830 st kanelované dzbany (zdola a zhora ryhované) s ar-
chitektonickymi motivmi ¢inosérii tmavozeleno-zlto dekorované'. Tieto motivy
neskor opakovali aj dalsi Kostkovci ako napr. E Kostka.

Doklady o vyrobe fajansovych vyrobkov z Modry su az z 2. §tvrtiny 19. sto-
rocia, ked sa do Modry pristahovali dzbankari z inych zapadoslovenskych stre-
disk, kde mali uz s fajansovou vyrobou dlhsie skisenosti, medzi nimi boli napr.
Kittovci, Odlerovci, Stefan Kramarik alebo Stefan Pinkas''. V tomto ¢ase kondila

7 Fabry Rudolf: Narodny umelec Ferdi$ Kostka. Tatran, Bratislava, 1950, str. 9.

¢ Landsfeld Hefman: Z d&jin stupavské keramiky. Straznice, 1948, str. 29.

° Landsfeld Hefman: Z d&jin stupavské keramiky. Straznice, 1948, str. 40.

1o Pigutova Irena: Fajansa na Slovensku. ULUV, Bratislava, 2016, str. 278.

! Landsfeld Hetman: K dejindm Slovenskej fudovej majoliky v Modre (1883 - 1938). In:
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s vyrobou ,,panskej“ fajansy holi¢ska manufaktira a podobné vyrobky s pouzitim
karminovocervenej farby zo zlata sa este pravdepodobne vyrabali v Boleraze
a ich vyroba v Stupave koncila. V- Modre postup vyroby cervenej farby zo zla-
ta nepoznali, dokonca takmer celé storocie ¢ervent farbu ani nepouzivali. Tym
robenie uslachtilych keramickych vyrobkov pre naro¢nejsiu ,,panska* klientelu
prakticky nebol mozny, preto dominovala na fajanse najmé modra farba. Nemali
ani velké skusenosti a poznatky o dekoroch na porceldne (napr. o viedenskom
porcelane), pretoze odbytiskom keramiky nebola Vieder, ako kedysi pre Stupavu
a Holi¢, ale domdce trhy najmé na Slovensku a v Madarsku. Jeden z najstarsich
dekorov v Modre, ktoré v istej forme mdzeme vidiet aj na porcelane a vychadzal
pravdepodobne z neho, je vinka, kde vo vnutri kazdej ¢asti vinky je bodka a nad
vrcholmi jednotlivych vlniek st do kosostvorca usporiadané mensie bodky spra-
vidla inej farby ako je bodka vo vnutri vinky. Tato ¢ast klasického modranského
dekoru sa v Mickovej dielni v Modre pouzivala od konca 19. storo¢ia do pribliz-
ne prvej $tvrtiny 20. storo¢ia. Tento dekor mohli priniest napriklad keramikari
z Vyskova, kde sa pravdepodobne takyto dekor pouzival, podobne ako ¢ervené
vyskovské ruze. Pre Modru bol v8ak ovela vyznamnejsi holi¢sky dekor, ktorého
pociatky mozno najst v 18. storodi aj na porcelane, odkial ho preberali pévodne
lotrinski majstri, ktori neskor posobili v Holi¢i. Tento dekor zacali robit v Modre
pravdepodobne az v r. 1927, po objaveni karminovocervenej farby zo zlata Irmf-
riedom Liebscherom. Holi¢sky dekor pravdepodobne robili az do 60-tych rokov
20. storo¢ia'® Zlatd karminovocervena farba sa vsak dlho v Modre nepouzivala,
pravdepodobne len niekolko rokov, potom, najmé po r. 1930, sa uz pouzivala
bezna cervend farba. Holi¢sky dekor sa na Slovenskej keramike v Modre robil
v modrom, farebnom (pestrom) a zriedkavo aj zelenom prevedeni. Najcastejsie
sa pouzival na jedalenskych a kavovych supravach, tanieroch, banatych vézach
a dzbanoch, ako aj na dézach v tvare vajicok, ktorymi sa uzavrela tvorba holi¢s-
keho dekoru v Modre.

Stpis Casti stupavskej a modranskej keramiky zo zbierky autora prispevku,
ktora ma afinitu ku dekoru ingpirovanu porcelanom. Rozmery keramiky su za-
okruhlené na 0,5cm. DO1222, DO1441 a pod. su inventarne ¢isla v zbierke.

Stupavska keramika

DO1222

Plytky tanier zo Stupavy, priblizne z rokov 1810 — 1830. Tanier v holi¢skom
dekore s ruzami karminovocervene;j farby. Tato farba sa v Stupave pouzivala nieke-
dy medzi rokmi 1770 - 1830 a pracovali s fiou napr. Michal Olich, ktory v Stupave

Pranda Adam (ed.): Slovenska [udova majolika v Modre (1883 - 1973). Zviz vyrobnych
druzstiev Bratislava, 1974, str. 56.
12 Michal Hornik st. (dstna informacia)
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pdsobil v rokoch 1784 — 1786", Jozef Putz, Jan Putz'* a v zaciatkoch aj Jan Kostka
st.'>'® Tanier je hrubostenny a na zadnej strane bez tichytu resp. dier na zavese-
nie. Tanier je robeny z formy, okraj ma mierne zvlneny a jeho priemer je 24 cm.
Vzadu v strede taniera je pod glazirou znacenie, prekrizené ST sivomodrej farby,
charakteristické pre 1. tretinu 19. storocia. Velkost znacenia ($ x v) je 22 x 21 mm.
Bez maliarskej znacky. Tanier pévodne pochddza zo zbierky prevazne moravskej
a zapadoslovenskej fajansy zberatela z Brna, ktory predal svoju zbierku v roku 2020.

DO1441

Plytky tanier zo Stupavy z 1. tretiny 19. storocia. Tanier bol vyrobeny z for-
my, je strednej hribky, s mierne zvilnenym okrajom. M4 priemer 24 cm a vzadu
nema ziaden uchyt ani diery na zavesenie. Bol vyrobeny pravdepodobne Janom
Putzom alebo Janom Kostkom star$im. V holi¢skom dekore dominuje modra
ruza. V dekore absentuje pre toto obdobie typicka karminovo cervena farba.
Na zadnej strane chyba maliarska znacka, avsak obsahuje pod glaztirou napisané
prekrizené ST sivomodrej farby, typickej pre toto obdobie. Znacenie je oproti
predchadzajicemu tanieru ovela mensie a jeho velkost je (§ x v) 1,2 x 1,0cm.
Tanier pochddza pévodne zo stikromnej zbierky v Modre.

1 Landsfeld Hefman: Z déjin stupavské keramiky. Straznice, 1948, str. 16.

' napr. Pastierikova Marta, Kalinova Alena: Posthabanske keramické umenie. Novella,
Budapest, 2016, str. 84.

!5 napr. Pastierikova Marta, Kalinova Alena: Posthabanske keramické umenie. Novella,
Budapest, 2016, str. 86 a 87.

' Landsfeld Hefman: Z déjin stupavské keramiky. Straznice, 1948, str. 18-19.
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DO1490
Figurdlna keramika - Cifian. Tato tradi¢nt sosku pre Kostkovt dieliiu
vyhotovil pravdepodobne v 1. tretine 20. storo¢ia ndrodny umelec Ferdinand
Kostka a nadviazal tak na poévodné tradicie svojho star$ieho brata Jana Kostku
ml. a svojho deda Jana Kostku st. Soska ma vysku 24 cm, je robend z formy.
Zo zadnej casti klobtika m4 Cifian zdémerne urobend dieru. Zvnitra je soska
duta a ma len priehladnu gla-
ztru (nie bielu). Vo vnutri je
maliarska znacka FK. a zna-
¢enie vyrobného strediska,
prekrizené ST. vo velkosti 1,7
X 2,2cm (§ x V). Znacenie je
pisané tmavohnedou farbou.
Soska povodne pochadza
z jednej domdcnosti v Brati-
slave-Starom Meste, kupené
v r. 2021 v starozitnostiach
v Bratislave (Antik Charlotte).

DO1468
Velmi zriedkavy, maly dzbanik zo Stupavy. Ma vysku len 7,5 cm, neglazo-
vany spodok dZbdnu a ucho, ktoré nie je robené tak, ako je typické pre stupav-
ské dzbany. Dekor je architektonicka ¢inoséria a cely dzbdnik je malovany len
jednou ruzovo-cervenou farbou. Motiv ¢inosérie je totozny s tymi, ktoré boli
robené v Stupave okolo roku 1830. Zospodu je znacenie FK. ST. Znacenie je
robené hnedou farbou a prekrizené ST ma rozmery 1,1 x 1,2cm (§ x v). Dzba-
nik vyhotovil Ferdinand Kostka, bol robeny ru¢ne, nie z formy, pravdepodobne
v 1. tretine 20. storocia. Je to pravdepodobne najmensi stupavsky dzba-
nik s ¢inosériou a architektonickym motivom na zdpadoslovenskej fajanse.
Dzbanik poévodne pochadza
z mensej zbierky prevazine
figurdlnej stupavskej kera-
miky (cca 17ks; takmer viet-
ko Ferdinand Kostka alebo
Magda Kostkovd) od jednej
pani v Bratislave-Ruzinove,
ktora predala svoju zbierku
v r. 2020.
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DO859

Vyrezavany tanier zo Stupavy. Ozdobny, plytky tanier s priemerom 33,5 cm,
so $tyridsiatimi vyrezanymi obdlznikovymi otvormi. Dekor je tvoreny typickym
floralnym motivom indpirovanym z ¢inskeho porcelanu a neskor napriklad z ho-
li¢skej fajansy. Na tanieri si pozorovatelné stopy po nedokonalej vyrobe, prejavu-
juce sa mnozstvom prasknutych vzduchovych bublin. Tanier je modelovym prik-
ladom chybného postupu pri paleni keramiky v peci. Pochadza pravdepodobne
z 2. polovice 20. storocia z dielne Jana Kostku ml. a na zadnej strane md tanier
¢iernou farbou malovant znacku prekrizenych pismen ST. velkosti 1,2 x 0,9 cm
(8 x v). Tanier bol zakupeny v roku 2019 v Starozitnostiach Rumunska v Prahe.

DO1180

Kanelovany dzbdn zo Stupavy, pochadzajuci z Kostkovej dielne pravdepo-
dobne z okolo roku 1830. Dzbdan md vysku 24 cm a charakteristicky architektonic-
ky motiv ¢inosérie zlozeny z troch stavebnych objektov. Na dolnej a vrchnej strane
dzbénu je pre Stupavu charakteristickd modra linka. Ucho je dekorované hnedou
farbou s typickymi vodorovnymi linkami zoskupenymi do trojuholnikového
tvaru, pricom v kazdom zo $iestich tvarov je $est az sedem liniek. Pod uchom
st vejarovito sa rozkonarené hnedé ¢iary. Je bez znadenia, ako vdc¢sina dzbanov
s architektonickymi ¢inosériami z okolo r. 1830. Dzban bol vydrazeny v aukénom
dome Dorotheum vo Viedni v roku 2020.
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DO1011, DO1650 a DO1408

Vsetky 3 kanelované dzbany pochadzaju z dielne Jana Kostku st. z okolo r.
1833. Majt velmi podobny architektonicky motiv charakteristicky pre ¢inosérie
s dvomi stavebnymi objektami, pred ktorymi je situovana terénna vyvys$enina.
Dominuje typicka zItd, zelena a Cierna farba a pod vrchom a na dolnej strane
dzbanu su modré linky.

a) Dzban (DO1011) m4 vys$ku 20 cm a dominuje na iom tmavozelend, ¢ier-
na a tmavozIta az zltohneda farba. Ucho je dekorované hnedou farbou so $iestimi
vodorovnymi linkami zoskupenymi do trojuholnikového tvaru. Je neznaceny.
Dzban poévodne pochadza zo zbierky zberatela habanskej a posthabanskej kera-
miky J. Balazika z Baustettenu (Nemecko).

b) Na 23cm velkom kanelovanom dzbdne (DO1650) dominuje v dekore
zriedkavejsia svetlozelend farba v kombinacii s hnedociernou a zltou. Ucho je
na rozdiel od vac¢siny dzbanov podobného typu tvorené az 6smimi trojuholni-
kovymi tvarmi s piatimi az 6smimi vodorovnymi linkami. Mierne sa li$i aj dekor
pod uchom, ktory je sice tvoreny vejarovito rozkonarenymi hnedymi ¢iarami, ale
na rozdiel od inych podobnych dzbanov z rozhrania medzi kanelovanou a hlad-
kou castou dzbanu, je drobny dekorovany obraz namalovany aj na kanelovanej
Casti, opozitne k ostatnej kresbe pri uchu, priamo pod uchom. Dzban je znaceny
prekrizenym ST tenkou hnedou farbou na neglazovanej vonkajsej ¢asti dna, vel-
kost znacenia je 2,4 x 1,6 cm (§ x v). Toto snaZenie je typické pre prvé desatrocia
19. storocia na stupavskej keramike. Dzban pochadza od obchodnika so starozit-
nostami L. Cerného z Prahy z roku 2021.

¢) Mensi, 20,5 cm vysoky dzban
(DO1408) s dominantnou tmavozl-
tou, ¢iernou a neobvyklou modro-
zelenou farbou. Ucho je tiez deko-
rované zriedkavou modrozelenou
farbou a v piatich tvaroch trojuhol-
nikového tvaru je spravidla Sest vo-
dorovnych liniek, len posledny tvar
ich ma osem. Okolo ucha absentuje

21
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charakteristicky vejar ¢iar, ktory vychadza z rozhrania kanelovanej a hladkej casti
dzbanu. Na dzbane chyba akékolvek znacenie a bol kiipeny u obchodnika so sta-
rozitnostami M. Holuba z Brezna v roku 2020.

Modranska keramika

DO1313

Vyrezavany tanier z modranskej keramiky s priemerom 28 cm. Je neznadeny,
ale podla dekoru ho maloval pravdepodobne J. Ludvik alebo J. Mi¢ka a pochadza
pravdepodobne zo zaciatku 20-tych rokov 20. stororc¢ia. Na okraji internej casti
taniera je Cast charakteristického modranského dekoru, ktory tvori dookola lin-
ka zlozend z polkruhov, v ktorych je zlta va¢sia bodka a nad spojnicami vrcho-
lov polkruhov sa striedaju do kosostvorcového tvaru rozmiestnené Styri Cervené
alebo modré bodky. Tento motiv sa v Modre pred vznikom modranskej dielne
nepouzival. Je to derivat povodného podobného dekoru, ktory mozeme najst aj
na viedenskom porcelane a velmi zriedkavo aj na moravskej a zapadoslovenskej
fajanse, ale aj na lekarnickych nadobach napr. zo Stupavy. Tento pévodne velmi
usporny dekor sa pouzival tradi¢ne v modrej farbe na modro dekorovanej kera-
mike a porcelane. Az v Modre z neho urobili esteticky farebny typ motivu dekoru,
ktory sa v8ak pouzival len 20 az 30 rokov niekedy medzi rokmi 1895 - 1925. Ta-
nier povodne pochddza zo sikromnej zbierky M. Malinovského z Modry.

DO1692
Hrubostenny plytky tanier vyrobeny v Slovenskej keramike v Modre v roku
1932. Tanier ma priemer 25cm, bol odlievany z formy a ma vlnovity okraj. Je
malovany H. Landsfeldom v holi¢skom dekore, ktory je tvoreny predovsetkym
charakteristickymi fialovocervenymi ruzami po obvode
taniera. Ustrednym motivom
taniera je heraldicky symbol
s kralom drziacim v rukdch
korunova¢né insignie - Zezlo
a jablko. Je to rodovy erb zatial
nezndmeho rodu resp. rodiny.
Na zadnej strane je tanier dato-
vany s ¢ierne pisanou znackou
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SKM a LH (Slovenska keramika Modra, Hefman Landsfeld). Tanier pochddza
od V. Pohotdlka z Prahy v Ceskej republike.

DO970

Velmi vynimo¢ny dzban z modranskej keramiky. Tento pyskaty dzban
ma vysku 20,5cm a bol robeny inou technoldgiou ako vidc¢Sina modranskej
keramiky. Uz sposob nalepenia ucha je typicky skor pre fajansova keramiku
z Nitrianskeho Pravna ako pre Modru. Aj samotné ucho mé dve pozdlzne ryhy
a vychadza z ach povodnej modranskej dielne, ktoré sa pouzivali najmi na tra-
sakovanych a flamovanych misach. Technoldgia dekoru pripomina pokusny
dzban, kde boli pouzité dva technologické postupy. Ruza a klin¢ek (pivonka?)
boli najskér namalované spolu so Zltym tulipainom a drobnymi zltymi kvetmi
a vypalené v mufli v peci. Potom bol dofarbeny dzbén emailovymi farbami (tav-
nymi farbami na glazuru?), najmé tmavozelenou a modrou s velmi neobvyklym
odtieniom, ktory sa na malovanie keramiky nepouzival a dodnes sa nepouziva.
Dzban bol potom pravdepodobne este dany do pece na vypal pri nizkej teplote
a pravdepodobne tiez v mufli. PouzZité dve dodato¢né farby, zelena a modra,
st na vzhlad matné, bez lesku, na rozdiel od Zzltej a karminovocervenej farby
urobenej zo zlata, ktoré sa lesklé. Avsak, zelena a modra farba museli prejst
tepelnym procesom, pretoze jednoduchou separa¢nou ihlou nie je mozné far-
bu zostchat, len ¢iasto¢ne poskodit povrch farby. Na spodnej ¢asti dzbanu je
hranata peciatka S K Modra velkosti 1,5 x 0,9 cm (v x §) s dvoma napismi Made
In Tchécoslovaquie a Marque déposée, ¢islo vyrobku Al a maliarsky akronym
L? (Irmfried Liebscher) a textom BITTELOV EMAIL" EM. Ide pravdepodobne

17 Farba pochéadzajuca z Mi$ne od firmy Dr. Julius Bittel, kde sa vyrabali v tom ¢ase pravde-
podobne najlepsie farby v Eurdpe a odkial kupovala farby aj Slovenskd keramika Modra
(Landsfeld Hefman: K dejindm Slovenskej ludovej majoliky v Modre (1883 - 1938). In:
Pranda Adam (ed.): Slovenska fudovd majolika v Modre (1883 - 1973). Zvéz vyrobnych
druzstiev Bratislava, 1974, str. 46-47).
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o oznacenie farby, ktorou bol farbeny dzban. Dzban mdze byt na zaklade zna-
¢enia a pokusnej techniky datovany do roku 1927, kedy bola objavena vyroba
a priprava charakteristickej karminovocervenej farby zo zlata I. Liebscherom®.
Dzbén bol ziskany od M. Hlubovi¢a z Modry v r. 2020.

DO1141

Plytky tanier pochadzajuci zo Slovenskej keramiky Modra s velkostou
33cm. Dekor je robeny v holi¢skom §tyle s dominantnymi ruzami karmino-
vocervenej farby urobenej zo zlata. Na zadnej strane taniera je vyrazené Cislo
vyrobku 126 a vtlacend hranatd peciatka S K MODRA velkosti 1,5 x 1,0cm
s dvomi napismi nad peciatkou Made In Tchécoslovaquie a Marque déposée.
Oznacenie vyrobne SMK., ako aj maliarska znacka LV. (Ladislav Vavrii) st na-
pisané karminovocervenou farbou, rovnakou ako boli malované kvety na pred-
nej strane taniera. Na zaklade znacenia, maliara a pouzitej farby, tanier mozno
datovat do rokov 1927 - 1930. Tanier pochddza zo starozitnosti Antik Charlotte
v Bratislave z roku 2020.

DO0O974

Modranska miska s farebnym holi¢skym dekorom. Miska ma priemer 14,5
- 15cm, vy$ku 8 cm a pozostava z 6smich mierne vydutych casti. Vo vrchnej
Casti je vlnovitd. Na dekor uZ nebola pouzita karminovodervena (fialovocer-

'8 Landsfeld Hefman: K dejindm Slovenskej fudovej majoliky v Modre (1883 - 1938). In:
Pranda Adam (ed.): Slovenska fudovd majolika v Modre (1883 - 1973). Zvéz vyrobnych
druzstiev Bratislava, 1974, str. 56.

24



Mgr. Daniel Ozdin, PhD.

vena) farba pripravena zo zlata, ale obycajna ¢ervena farba. Na dne z vonkajsej
strany chyba akékolvek znacenie modranskej dielne, aviak je tam znacenie JH
217/1. aK. hnedofialovej farby. JH je oznacenie jedalenskej sipravy v holi¢skom
style, ktoré sa pouzivalo v SKM. Cislo oznacuje typ vyrobku. Misku maloval Jén
Kristofik. Je vynimo¢na tym, Ze nie je zaradena do ziadneho katalégu modran-
skej keramiky a pravdepodobne bolo urobenych len malo kusov a pochadza
z rokov 1936 - 1947(?). Miska pochadza od M. Hlubovi¢a z Modry z r. 2020.

DO1477

Modransky tanier z jeddlenskej stupravy z roku 1916. Tanier je sucastou
jedalenskej supravy, ktord ma desat kusov a st v nej zastupené najmi roz-
ne taniere. Tanier ma priemer 27 cm, rozmer aj s listovymi usami 31 cm, ma
svetlozltu glazdru a jemne vyvySeny okraj. Na tanieri, ako aj na inych kusoch
keramiky z tejto supravy, st na jeho okraji umiestnené priblizne 9 cm velké
zvlnené listy. Dekor je jednoduchy, tvoreny floralnym motivom, avsak pre
Modru velmi netradi¢ny, lebo v iom dominuje tmavozelena farba. Malovany
je kombinovanou technikou, kde ¢ast flordlneho vyjavu bola predkreslena, boli
urobené zdkladné kontdry (napr. niektorych listkov a vetviciek) a cast bola
priamo malovand na tanier bez pouzitia kontdr (najmi samotné kvety). Na far-
benie boli pouzité este netradi¢né farby, ktoré sa nepouzivali v modranskej diel-
ni a suviselo to pravdepodobne s nedostatkom farieb pocas prvej svetovej vojny,
kvoli ¢omu musela byt v modranskej dielni aj prerusena vyroba'. Na lelnej
strane taniera je ornamentdlny, zatial nedesifrovany akronym DP. Zo zadnej
strany je hnedym pismom napisané: ,MODOR DP 1916 AUGUSZTUS 16 To

1 Landsfeld (1974) uvédza, Ze ,,od vypuknutia 1. svetovej vojny a cely rok 1915 sa v mod-
ranskej dielni nepracovalo, lebo nebolo glazur. V roku 1916 sa pracovalo pol diia a plna
prevadzka nabehla az v roku 1917, ked Samuel Zoch zohnal potrebné komponenty
na vyrobu glazury.“ (Landsfeld Hefman: K dejindm Slovenskej fudovej majoliky v Mod-
re (1883 - 1938). In: Pranda Adam (ed.): Slovenska fudova majolika v Modre (1883 -
1973). Zviz vyrobnych druzstiev Bratislava, 1974, str. 54.)
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Prvky a motivy inSpirované porcelanom na stupavskej a modranskej keramike

znamenad, Ze bol vyrobeny 16. augusta 1916 v Modre. Jedalenska suprava ma
secesny charakter, motivovany pévodne z eurépskeho porcelanu®. Pévodne bol
ziskany v Madarsku v r. 2021.

Mgr. Daniel Ozdin, PhD. - vystudoval Prirodovedeckii fakultu UK v Bratislave,
kde pracuje ako samostatny vedecky pracovnik. ZaloZil Mineralogické miizeum UK
a je jeho kurdtorom. Od r. 2007 je ¢lenom Akademického sendtu PRIF UK. V peda-
gogickej cinnosti sa zameriava na vyuku mineraldgie, muzeoldgie, ochranu neZivej
prirody a laboratérne metody. Je autorom a spoluautorom 330 publikdcii s vyse 700
citdciami. Je zakladatelom Slovenskej mineralogickej spolocnosti (SMS). Bol pred-
sedom redakcnej rady casopisu tejto spolocnosti a je clenom redakénych rad dalSich
vedeckych a odbornych asopisov. Je ndrodnym reprezentantom Slovenska v Komi-
sii pre miized pri Medzindrodnej mineralogickej asocidcii, clenom Eurdpskej mine-
ralogickej tinie, zdstupca SR v The Society of Mineral Museum Professionals, Slov.
geologickej spolocnosti, podpredsedom MO Matice Slovenskej v Bratislave - Devin-
skej Novej Vsi, atd. Bol tiez siidnym znalcom v odbore , Tazba nerastov, minerdly",
je predsedom Komisie pre nomenklatiru a terminologiu v mineraldgii pri SMS,
clenom Medzirezortnej komisie siete geoparkov SR a clenom dalSich odbornych ko-
misii (napr. Komisie $portu a kultiry pri MU Devinska Novd Ves). Vyznamnd je
autorova zbierkotvornd cinnost v oblasti mineraldgie, filatelie a ludovej keramiky.
Zbierkovy materidl ¢asto odborne spracovdva v pocetnych publikdcidch a obohacu-
je zbierkové fondy viacerych slovenskych miizef.

% Podla Landsfelda (1974) sa secesnd keramika v Modre robila do augusta 2014, kym
neodisiel z Modry Véclav Novotny (Landsfeld Hefman: K dejindm Slovenskej fudovej
majoliky v Modre (1883 - 1938). In: Pranda Adam (ed.): Slovenska Iudova majolika
v Modre (1883 - 1973). Zviz vyrobnych druzstiev Bratislava, 1974, str. 59.)
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Modranska keramika v holicskom style
z majetku Hany Gregorovej

PhDr. Daniel Hupko, PhD.

V zbierkach slovenskych muzei mozno stale najst mnohé solitéry ¢i sabory,
ktoré - hoci st skatalogizované - stale ¢akaju na svoju interpretaciu. Takymto stibo-
rom je i kolekcia vyrobkov modranskej keramiky v holi¢skom $tyle, ktora sa spaja
so spisovatelkou Hanou Gregorovou (1885 - 1958) a je sticastou zbierkového fondu
Statnej vedeckej kniznice - Literdrneho a hudobného muzea v Banskej Bystrici.!

Keramika v holi¢skom S$tyle (niekedy sa uvédza aj ako ,,na spdsob Holica',
najma v star$ej literature) tvori tizky segment z vyrobnej produkcie tovarne (diel-
ne) Slovenskd keramika Modra, ktory sa vyrabal v 20. a 30. rokoch 20. storocia.
Vyskyt tychto predmetov v zbierkach muzei na Slovensku nie je bezny, préave na-
opak - je skor vynimkou. Suvisi to predovsetkym s kratkostou ¢asu, kedy bol
tento sortiment suc¢astou vyrobného programu tovéarne, a zaroven s faktom, ze sa
modransky riad v holi¢skom §tyle nikdy nestal dominantnym predajnym artik-
lom z jej produkcie.

Identifikcia a s fou suvisiace datovanie tohto typu riadu robi problémy
i odbornikom, ¢o stvisi jednoznacne s vyssie uvedenymi faktormi — ak sa z ke-
ramiky v holi¢skom §tyle predalo len malo kusov, logicky sa do fondov pamito-
vych instittcii mohol dostat len zanedbatelny zlomok z celkového vyrobeného
poctu. Najvyznamnejsie kolekcie modranskych majolikovych vyrobkov st uloze-
né vo viacerych slovenskych zbierkotvornych instittciach: v Zapadoslovenskom
muzeu v Trnave a tieZ v troch $pecializovanych muzeach Slovenského néarodné-
ho muzea: v Historickom muzeu v Bratislave, Etnografickom muzeu v Martine
a Muzeu Ludovita Stiira v Modre.”? V ramci nich moZzno néjst aj riad v holi¢skom
$tyle, v minulosti mu vsak zo strany badatelov nebola venovana systematickd
pozornost. Tento typ keramiky mozno najst aj v dal$ich muazeach: kvalitné ukaz-

2l Za spristupnenie a moznost $tudovat tento stibor dakujem Mgr. Soni Svacovej, PhD.,
vediicej a Mgr. Zlate Troligovej, kuratorke zbierok SVK - Literdrneho a hudobného mu-
zea v Banskej Bystrici. Predmety st ¢iasto¢ne verejnosti prezentované v expozicii Miize-
um - domov miiz v sidle muizea na Lazovnej ulici v Banskej Bystrici (podkrovie Stitnej
vedeckej kniznice) a v Pamitnom dome Jozefa Gregora Tajovského v Tajove.

Posledné menované disponuje bezkonkurencne najvyznamnejSou kolekciou modran-
skej keramiky, kedZe sa v nedavnej minulosti suc¢astou jeho zbierkového fondu stal
historicky fond Slovenskej Tudovej majoliky v Modre, ktory bol v priestoroch muzea
ulozeny od roku 1982 ako deponit.

2!
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Modranska keramika v holi¢skom Style z majetku Hany Gregorovej

ky riadu v holi¢skom $tyle sa - aj ked vo vyrazne mensom pocte — nachadzaju
napriklad aj v zbierkach Slovenského narodného muzea — Muzea Cerveny Ka-
men v Castej”’, Mtizea mesta Bratislavy* & Zahorského muzea v Skalici®.
Relativne nedédvno - v roku 2017 - sa podarilo identifikovat uz spomina-
nu kolekciu modranskej fajansy v holi¢skom $tyle z majetku Hany Gregorovej
v zbierkach banskobystrického Literarneho a hudobného muzea, ktora je hlavnou
témou tohto prispevku. Ide o zaujimavt kolekciu, ktora mizeum ziskalo kapou
od potomkov Hany Gregorovej v dvoch etapach - prvu ¢ast v roku 1979, druhu
¢ast v roku 2008.% Ide o poctovo bohatu kolekciu - spolu 23 kusov réznorodych
predmetov, ktoré st torzami viacerych napojovych stprav - na ¢aj a kdvu.”’ Prave
bohatost a $irka sortimentu v tejto kolekcii nam aspon ¢iasto¢ne priblizuje vyba-
venie domacnosti Gregorovcov (Hany Gregorovej a jej manZela Jozefa Gregora

» Muzeum spravuje torzo dezertného servisu v holi¢skom style, ktory bol vyrobeny
na objednavku pre Pélffyovcov z Cerveného Kametia alebo zo Smolenic (vzor dekoru
je doplneny pélffyovskym erbovym znamenim) a tvori ho sedem kusov riadu - kanvica
na kavu, kanvicka na mlieko, $alka, dve podsalky a dva dezertné tanieriky (evid. ¢. P
1899 - P 1903, P 1904 ab a P 1905). Podrobnejsie pozri: HUPKO, Daniel. Modransky
dezertny servis. In Pamiatky a miized, 2014, ro¢. 63, ¢. 1, s. 37-40.

* Okrem dvoch terin - polievkovych mis v holi¢skom $tyle z tzv. starych zbierok miizea
(evid. ¢. U-00296 a U-00297) bola v roku 2021 do zbierok zakdpena kavovd stuprava
v holi¢skom Style v pocte 13 kusov — kanvica na kavu, kanvicka na mlieko, cukornicka,
pat sélok a pat podsalok (evid. ¢. U-10842/001 — U-10842/013).

» Miuzeum v roku 2015 do svojho fondu zakupilo modranskd kanvicku na mlieko
v holi¢skom $tyle s kvetinovym dekorom malovanym muflovymi farbami - evid. ¢&.
E-7456. FRANCOVA, Zuzana. Stbor fajansy v zbierkach Zahorského muzea v Skalici.
In Pamiatky a miized, 2016, roc. 65, ¢. 4, s. 30-35. Kanvicku mozno na zédklade typického
tvaroslovia ucha, aj napriek ,,falognej“ znacke H, povazovat jednoznac¢ne za modransky
vyrobok v holi¢skom style.
Za spristupnenie a moznost $tudovat tento subor dakujem Mgr. Sone Své&ovej, PhD.,
vedtcej, a Mgr. Zlate Troligovej, kuratorke zbierok SVK - Literdrneho a hudobného
muzea v Banskej Bystrici. Predmety st verejnosti prezentované v expozicii Domov muz
v sidle muzea na Lazovnej ulici v Banskej Bystrici (podkrovie Statnej vedeckej kniznice)
a v Pamitnom dome Jozefa Gregora Tajovského v Tajove.
Stibor tvoria nasledovné predmety: dve $alky a jedna podsalka (L 5845), kanvica na kavu
(evid. ¢. L 5912), cukornicka s pokrievkou (evid. ¢. L 5914), kanvica na ¢aj s pokrievkou
(evid. ¢. L 6482), dve $alky na kavu (evid. ¢. L 6483), dve podsalky (evid. ¢. L 6484), cajova
stiprava — stibor zlozeny z 11ks (L 15 947: pét $alok, Styri podsalky, kanvica s pokrievkou
a cukornic¢ka), kanvicka na mlieko (evid. ¢. L 15948) a cukornicka s pokrievkou (L
15949). V Pamitnom dome Jozefa Gregora Tajovského v Tajove uchovéavaju aj jednu
nekompletne zachovanu kanvicu na ¢aj (chyba pokrievka, mé odbitu cast vylevky a ucho
je lepené), ktora svojim tvaroslovim patri do modranskej majoliky v holi¢skom $tyle,
zdobend je farebnou malbou - dekor je v§ak v fudovom $tyle, zodpoveda viac tradi¢nému
modranskému ornamentu, nez $trasburskému ruzovému dekoru. Tento predmet nie je
evidovany v zbierkovom fonde mizea, nie je preto ani predmetom nasej pozornosti.
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Tajovského) tymto typom riadu a je vynimoénym svedectvom o cielovej zakaz-
nickej skupine tohto segmentu vyrobného sortimentu modranskej keramiky.

Niektoré z nadob - vzhladom na svoj vek i ich ¢asté pouZivanie — maju povr-
chové oderky, jedna z kanvic ma odbité ucho. Vdaka tomu vieme, Ze ide o fajansu
so sivym, svetlohnedym, resp. ¢erveno-hnedym ¢repom. Hmota je jemna, hlina
je dokonale premiesana s jemnozrnnym ostrivom, ktoré je rovnomerne rozlozené
v celej fajansovej hmote.?

Tvaroslovie nadob, ktoré su stcastou banskobystrickej kolekcie, nevychadza
zIudovych vzorov a uz na prvy pohlad je jasné, Ze sa od bezného, tradi¢ne ludového
tvaroslovia nddob modranskej fajansy odlisuje. Po vzniku Ceskoslovenska sa mod-
ranskd keramika dostala do pozornosti spolocenskych elit — vzbudzovala zaujem,
dostavalo sa jej pozornosti aj v zahrani¢i, stala sa sucastou slovenského svojrazu
a ako taka sa stala neodmyslitelnou sucastou vyzdoby slovenskych izieb.”

Elegantné linie riadu v holi¢skom S$tyle odkazuji na formy porcelanovych
servisov, resp. inych vzorov, uréenych primérne pre vyssie vrstvy odberatelov.
I samotny dekor tohto modranského riadu odkazoval na starsie kvetinové vzo-
ry, ktoré boli typickymi vyzdobnymi motivmi porceldnového riadu, uréeného
pre lepsie situovant klientelu. Prave tato charakteristika je zdkladnym prvkom
identity modranskej keramiky v holi¢skom $tyle - tvaroslovie v kombindcii s de-
korom sa hodilo skor do mestského bytu, resp. mestianskeho domu, nez do vi-
dieckej chalupy.®

Je v8eobecne zname, Ze gregorovska domdcnost v Bratislave bola v 20. a 30.
rokoch jednym z centier spoloc¢enského Zzivota v meste — schadzali sa v nej za-
¢inajuci i etablovani spisovatelia, maliari, hudobnici i vedci, ktorych lakala po-
hostinnost Hany Gregorovej a Jozefa Gregora Tajovského®! v kombinacii s ich

# Rovnaké materidlové charakteristiky vykazuje aj pélffyovsky dezertny servis v holi¢s-
kom §tyle, ktory sa nachddza v zbierkovom fonde SNM-Miizea Cerveny Kamesi. HUP-
KO, Daniel. Modransky dezertny servis. In Pamiatky a miized, 2014, ro¢. 63, ¢. 1, s. 37.

» PETRAKOVICOVA SIKULOVA, Agéta. Modranska keramicka dieliia ako pokracova-

telka tradicie zapadoslovenského dZbankérstva. In SENKIRIK, Rastislav - PETRAKO-

VICOVA SIKULOVA, Agéta - FUNOVA, Miriam (eds.). Tradicie keramiky v Bratislav-

skej zupe a moZnosti jej kreativnej reflexie. Bratislava : Bratislavsky samospravny kraj; OZ

Slovenska Iudovd majolika, 2017, s. 41.

Je tiez otazne, do ktorej zo skupin modranskej keramiky — modernej keramiky, in$piro-

vanej zapadoeurdpskymi umeleckymi trendami, alebo ludovej keramiky v duchu doma-

cej dzbankaérskej tradicie - riad v holi¢skom style zaradit. GUNTHEROVA-MAYERO-

VA, Alzbeta. Slovenskd keramika. Martin : Matica slovenskd, 1942, s. 53.

Jozef Gregor Tajovsky a Hana Gregorova boli hlavnymi reprezentantmi starsej kultur-

no-literarnej generdcie v Bratislave. Podrobnejsie pozri napr.. MASARYK, Matej. Za-

budnuty svet. Préza Janka Alexyho v rokoch 1914 - 1930. Bratislava : Univerzita Komen-

ského v Bratislave, 2017, s. 111.
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Modranska keramika v holi¢skom Style z majetku Hany Gregorovej

zdujmom o zmysluplnua diskusiu o aktualnych literarnych a kultdrnych témach.*
Sti¢astou navstev u Gregorovcov bolo aj obcerstvenie - je preto pochopitelné, ze
vybavou domdcnosti musel byt i riad - servisy na podavanie ¢aju ¢i kavy. Do-
kazy o tom, Ze modranskd keramika bola dolezitou sucastou gregorovskej do-
macnosti, poskytuju aj spomienky Dagmar Gregorovej Prasilovej, ktora pri opise
oslav viano¢nych sviatkov spomina: ,, Modranské misy jich (tvaroznikov potretych
rozpustenym maslom — pozn. autora) byly plné spolu s makovymi a ofechovymi
podkovami.“* K dispozicii mame i dal$ie dve zmienky, ktoré sa uz priamo viazu
k modranskym servisom v holi¢skom style v domdcnosti Gregorovcov — prva
odkazuje na cajovy servis: ,Este teraz mdm Stylovy kredenc z tych Cias, |...], kto-
ry stdl v nasej jeddlni na Novom svete v Bratislave a v dalSich bytoch, aZ vo vile
na Tajovského ulici. Nechodite okolo neho vy a sle¢na, ktord dozerala na nasu do-
mdcnost, ... Neukladds do kredenca ty, mamka, modransky cajovy servis, z ktorého
pili poobede hostia, ...***, v druhej, tykajtcej sa stahovania z bytu na Novom svete
(dnes Novosvetska ulica), hovori o kavovom servise: , Tazky stahovaci voz tahali
dva pdry koni a museli tri razy sem a tam, kym vsetko previezli. Kos s kdvovym
modranskym servisom si niesla ty mamka s Anickou, ¢i Zuzankou, ¢i ako sa volala
ndstupkynia slecny Hany, a opatrne ho klddla na kraj voza.

Sortiment riadu v holi¢skom §tyle, ktory vyrabala Slovenska keramika Modra,
bol pomerne $iroky - tvorilo ho prinajmensom 40 druhov nadob. Usudzujeme tak
podla zachovaného, ale Zial nedatovaného katalogu vyrobkov ucastinnej spoloc-
nosti Slovenskd keramika Modra, v ktorom st vyobrazené $tyri nadoby v holics-
kom $tyle, pricom podsdlka je oznacend kédom KH 40 a pod legendou fotografie je
uvedené ,model II.“*° — modranska tovaren teda vo svojom sortimente mala prinaj-
mensom dva modelové rady tohto typu riadu. KedZe tato téma nie je dostatocne
preskiimand, nemozno zatial zaujat jednoznacny postoj, ¢i kody oznacovali vylu¢ne
tvary nadob alebo i8lo 0 kombinaciu tvaru a dekoru.” Avsak, na zaklade preskima-

32 VASS, Martin. Bratislavskd umeleckd bohéma 1920 - 1945. Bratislava : Univerzita Ko-

menského v Bratislave, 2016, s. 286. U Gregorovcov sa spoloc¢nost schadzala uz pred

prvou svetovou vojnou - pocas ich pobytu v Martine bola ich domacnost centrom Tudi

rovnakého zmyslania, kde sa otvorene diskutovalo. GREGOROVA-PRASILOVA, Dag-

mar. Gregorovsky diim. Premysleny nad tim, co bylo, i o tom, co je. Praha : X-Egem, s. r.

0., 1995, 5. 62.

Tamze, s. 35.

GREGOROVA, Dagmar. Ani cas nemeni. Déverné listy Hany Gregorovej a Jozefa Grego-

ra-Tajovského. Bratislava : Smena, 1972, s. 74.

TamzZe, s. 122. Gregorovci sa z tohto bytu stahovali v roku 1924. Tamze, s. 118.

Slovenskd keramika, uc. sp. Modra, nedat., s. 13. Katalég pravdepodobne pochddza z 30.

rokov 20. storocia a zobrazeny riad - vzhladom na r6znu intenzitu odtieiiov sivej na ob-

razku - bol s najvi¢sou pravdepodobnostou malovany muflovymi farbami.

%7 Riad v holi¢skom $tyle sa zdobil malbou v modrej farbe a v muflovych farbach. HUPKO,
Modransky dezertny servis, c. d., s. 38.
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nych kusov riadu zhotoveného v holi¢skom $tyle a publikovanych prikladov tejto
Casti vyrobného sortimentu modranskej tovarne sa priklaname k druhej moznos-
ti — v sortimente boli zadefinované riady, ktoré boli charakteristické $pecifickym
tvaroslovim, ktoré doplitala malba inspirovand holi¢skymi vzormi: kanvice na ¢aj
(s vylevkou v tvare ,,husacieho” krku), kanvice na kavu (niZsie, s vylevkou v tvare
pysteka), kanvicky na mlieko, resp. smotanu, $alky, podsalky, dezertné taniere, cu-
kornicky (v ich pripade i$lo prinajmensom o tri typy, ktoré sa odliSovali velkostou
- obsahom nadob - a typolégiou tch), teriny na polievku, servirovacie misy (pri-
najmensom ovalne), jedalenské taniere — dozaista hlboké i plytké.’

V odbornej literatire sa uvadza, Ze zaliatky vyroby takychto produktov
v Modre sa spajajui s koncom 20. rokov 20. storocia — kedZe az v roku 1927 sa che-
mikovi Irmfriedovi Liebscherovi (1901 - 1973) podarilo zostavit recept na erve-
nu farbu vyrabanu zo zlata - obdobnu tej, aka pouzivali maliari v holi¢skej ma-
nufaktire - a tato sa nasledne zacala pouzivat na dekorovanie nizkeho i vysokého
riadu v holi¢skom $tyle.*® Rok 1927 v§ak nemozno povazovat za pomdcku pri
datovani tohto typu riadu, lebo pred tym, ako Liebscher zostavil vlastny recept,
modranska dielfia nakupovala ¢ervenu farbu v Rakusku® - modranska dielna sa
tymto len zbavila zavislosti na dovoze tejto zlozky palety muflovych farieb, ktoré
na dekoraciu riadu v holi¢skom §tyle pouzivala.

Modransku fajansu v holi¢skom $tyle mozno rozdelit na dve skupiny:
okrem riadu s odli$nym, ale charakteristickym tvaroslovim nadob a malovanym
dekorom inspirovanym holi¢skymi vzormi (vy$sie uvadzany modelovy rad
»model IL.“), tvori druhu skupinu majolika, ktora tvarom aj dekorom odkazuje
na produkciu manufaktiry v Holi¢i (hypoteticky - vzhladom na hibku pozna-
nia druhového zloZenia sortimentu - mozno uvazovat, Ze tato c¢ast vyrobného
programu bola oznac¢ovand ako ,,model 1.“). Hoci v odbornej literattre obe tieto

% Okrem riadov zmienovanych v tomto texte o tom svedcia aj riady v holi¢skom $tyle
publikované v literattre: PAL, Ladislav. Slovenskd ludovd majolika 1883 - 1983 [Katalég
vystavy]. Bratislava : Priroda, [1983], nepag., kat. ¢. 17 (kanvica malovand muflovymi
farbami), kat. ¢. 51 (servirovacia — ,pec¢ienkova“ - misa s modrym dekorom, kat. ¢. 88
(34lka s podsalkou s dekorom v muflovych farbach), kat. ¢. 89 (terina na polievku s po-
krievkou so vzorom malovanym muflovymi farbami), kat. ¢. 90 (kanvi¢ka na mlieko,
pravdepodobne malovany muflovymi farbami), kat. ¢. 91 (kanvica na kdvu malovana
muflovymi farbami) a kat. ¢. 92 (kanvica malovana zrejme muflovymi farbami - prav-
depodobne ide o totozny predmet ako pod kat. ¢. 17); PETRAKOVICOVA SIKULOVA,
Agata. Slovenskd ludovd majolika v Modre. Modra : Slovenska fudova majolika, 2018, s.
162 (obedové suprava s modrym dekorom, doplnend slovenskym $tatnym znakom -
tanier, ovalna misa a $alka s podsalkou).

KOLLAROVA, Eva. Dejiny Slovenskej [udovej majoliky v Modre. In BODOROVA, Olga
(ed.). Remeselnd vyroba s akcentom na hrnciarsku, dzbankdrsku, kachliarsku a kameni-
novii produkciu. Rimavska Sobota : Gemersko-malohontské muzeum, 2004, s. 140.

% PETRAKOVICOVA SIKULOVA, Slovenskd ludovd majolika v Modre, c. d., s. 26.
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skupiny spravidla splyvaju, vyrobky inspirované holi¢skymi predlohami, tvarom
i dekorom su tymito vzormi inspirované ,,prvoplanovo’, teda maju totozny alebo
velmi podobny tvar a velmi podobnul maliarsku vyzdobu - doslova mozno hovo-
rit o priamom nadvézovani na tradiciu holi¢skej majoliky z 18. storocia, pri¢om
zhotovené vyrobky mozno oznacit ako vyrobky na rozhrani repliky a kopie.

Takéto vyrobky vznikali v Modre uz v obdobi, ked mal modranska dieliiu
v prendjme Jozef Micka, t. j. v rokoch 1888 — 1908. Toto obdobie je charakteristic-
ké majolikou vynikajucej technickej trovne, tvarovou rozmanitostou stvisiacou
s uréenim a funkciou druhu riadu, ktory bol vyrabany tak pre dedinské domac-
nosti, ako aj pre naro¢nejsie mestské prostredie.” Okrem uzitkovej keramiky boli
sticastou vyrobného sortimentu aj ¢isto dekorativne predmety, do palety farieb
bola zavedend ¢ervena pinkova farba a zasluhou zamestnanca dielne Jana Ludwi-
ga z Dechtic sa vyzdobny sortiment obohatil o dovtedy nevyuzivané dekorac¢né
motivy — okrem inych i8lo o tulipany a ruzi¢kovy dekor z bolerdzskych dzba-
nov, ktoré sa ¢oskoro stali pevnou sti¢astou modranskej ornamentiky.*> Vyrobky
zhotovené v tomto duchu, s dekorom malovanym muflovymi farbami, st dnes
sucastou zbierkového fondu SNM-Muzea Ludovita Stira v Modre: tanier, dva
typy dzbanov, ozdobna déza, rohova kachlica a vaza.®®

Po prvej svetovej vojne v suvislosti s uz spominanym ozivenim zaujmu
o modransku keramiku, ktory naréstol do takych rozmerov, ze dieliia musela roz-
$irit svoje kapacity, vkladalo vedenie Slovenskej keramiky do riadu v holi¢skom
$tyle velké nadeje. Avsak napriek tomu, Ze v medzivojnovom obdobi i8lo v pripa-
de tohto vyrobného segmentu o jedine¢ny tovar svojho druhu v strednej Eurdpe,
dopyt po tomto sortimente nenaplnil o¢akavania.**

4 KOLLAROVA, Dejiny Slovenskej ludovej majoliky, c. d., s. 139.

 Porovnaj: PETRAKOVICOVA, Agéta. Modranskd keramika a Mizeum Ludovita Std-
ra. In BODOROVA, Olga (ed.). Remeselnd vyroba s akcentom na hrnciarsku, dzbankdr-
sku, kachliarsku a kameninovii produkciu. Rimavskd Sobota : Gemersko-malohontské
mutizeum, 2004, s. 58-59 a PETRAKOVICOVA, Agéta. K vyvinu malovanej keramiky
v Modre. In PETRAKOVICOVA, Agita (ed.). Sldvnost hliny - Keramickd Modra 2013.
5. ro¢nik. 130 vyrocie Slovenskej ludovej majoliky : Keramické ucilistia v strednej Eurdpe.
Modra : SNM-Mtzeum Ludovita Stdra, 2013, s. 25-26. Pozri aj: LANDSFELD, Hefman
. 75 rokov Slovenskej ludovej majoliky v Modre. In IVICA, Jozef a i. (eds.). 75 rokov
Slovenskej ludovej majoliky v Modre [Katalog vystavy]. Bratislava : Slovensky zviz vy-
robnych druzstiev - Odborna sprava ludovej umeleckej vyroby, 1958, s. 9.

# Pozri: PETRAKOVICOVA SIKULOVA, Slovenskd ludovd majolika v Modre, c. d., s. 120
(jeddlensky tanier), s. 137 (pyskaty dzbdn), s. 138 (dzban), s. 160 (déza s plastickym
vrchndkom v tvare kytice ruzi, resp. pivéni) a s. 173 (rohové kachlica); PAL, Slovenskd
ludova majolika 1883 - 1983, c. d., nepag., kat. ¢. 93 (vaza).

“ LANDSFELD, Hefman. K dejindm Slovenskej ludovej majoliky v Modre (1883 - 1938).
In PRANDA, Adam (ed.). Slovenskd ludovd majolika v Modre (1883 - 1938). Bratislava :
Slovensky zviz vyrobnych druzstiev, 1974, s. 63.
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Z hladiska druhového zlozenia sa v holi¢skom $tyle vyrabali predovsetkym
obedové a kavové, resp. ¢ajové supravy.* Nepopieratelny vplyv na sortiment
modranskej keramiky mali tradi¢né habansko-slovenské dzbankarske strediska,
najmi Kosolnd, Dechtice ¢i Boleraz. Vyzdobnym charakterom je tito modran-
skd keramika pribuznd predovsetkym s dechtickymi a koSolanskymi fajansami,
pre ktoré je charakteristicka kobaltovo modra farebnost na bielej poleve,* kto-
ra sa uplatnila i na servisoch z majetku Hany Gregorovej. Nezanedbatelny bol
i vplyv panskych prac z Bolerazu, ktoré boli zdobené tzv. trasburskym dekorom
ruzi, malovanym muflovymi farbami* a rovnaky typ riadu z dielni v Stupave,
ktory tiez dosiahol vysoku remeselnu a umelecku kvalitu a typicka je pren silna

V pripade analyzovanej kolekcie riadu v holi¢skom $tyle z majetku Hany
Gregorovej sa stretdvame s dvoma podtypmi modranskej majoliky v tomto $tyle.
Prva skupinu reprezentuje torzo kavovej supravy, ktoré tvori kanvica na kavu,
cukornicka, dve $alky a jedna podsélka (Obr. 1 - 4). Charakteristickymi znakmi
tohto stiboru, ktoré ho odliduji od zvysku predmetov z tejto kolekcie, je typické
tvaroslovie kanvice na kavu a tch cukornicky a salok.

Kanvica na kéavu (Obr. 1) je detailne in$pirovana kanvicami vyrabanymi
v holi¢skej manufakture v rokoch 1755 - 1770. Holi¢skej predlohe zodpoveda
nielen tvar uska, ktoré je v hornej Casti zalomené, ale aj vylevka v tvare pysteka
s hrvolom. Rovnako désledne predlohu nasleduje i polgulovitd pokrievka s dr-
zadlom v tvare hrusky, mierne redukovany je len podstavec: je odsadeny, v hornej
¢asti pod bruskom kanvicky zaskrteny - tak ako origindl, avsak menej vyhrnuty
smerom dolu a bez horizontdlneho ryhovania po obvode.* Cukornicka a $alky
(Obr. 2 - 4) maju ucha odvodené z ucha kanvice, ¢im vzniklo trojuholnikové, $pi-
caté ucho, ktoré pripomina svojim tvarom usi $kriatkov alebo upirov. V pripade

* LANDSFELD, 75 rokov Slovenskej ludovej majoliky, c. d., s. 63.

46 KALESNY, Frantisek. K otézke regiondlneho charakteru modranskej majoliky. In IVI-
CA, Jozef a i. (ed.). 75 rokov Slovenskej ludovej majoliky v Modre [Kataldg vystavy].
Bratislava : Slovensky zvdz vyrobnych druzstiev - Odborna sprava Iudovej umeleckej
vyroby, 1958, s. 21-22.

¥ FRANCOVA, Zuzana. Rastliny a plody vo fajanse. In Remeslo Umenie Dizajn, 2002, roc.
3,¢.4,8.50.

% Pozri: PISUTOVA, Irena. Vplyvy holi¢skej manufaktiry na vyvoj ludovej fajansy. In
Vlastivedny asopis, 1982, ro¢. 39, ¢. 2, s. 76-78 a ZAJICKOVA, Mria. Vplyv holi¢skej
manufaktury na zdpadoslovensku dzbankarska vyrobu. In Miizeum, 1994, ro¢. 39, ¢. 2,
s. 11-13.

¥ Priklady holi¢skych kanvic na kévu, ktoré modranskym modeldrom slizili ako vzor,
pozriv: BALLA, Gabriella.. Holics, Tata és Buda kerdmiamiivészete a 18. szdzadban. Bu-
dapest : Novella Konyvkiadd, [2009], s. 113, kat. ¢. 130 (kanvica so zobrazenim Amora,
Holi¢, 1765 - 1770) a s. 149, kat. ¢. 214 (kanvica s modrym dekorom, Holi¢, 1755 -
1770).
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cukornic¢ky sa uplatnil analogicky typ pokrievky ako pri kanvici - teda vysoka
polgulovitd pokrievka s drzadlom v tvare hrusky.

Vietky sucasti kavového servisu st zdobené malbou na poleve - zru¢nou
rukou lahkymi tahmi. Tematicky ide o kvetinovy vzor inSpirovany tzv.
$trasburskym ruzovym dekorom, ktory bol v 18. storo¢i velmi oblubenym
motivom a na fajansovy riad z holi¢skej manufaktiry sa dostal z viedenského
porcelanu. Sprostredkovane sa z holi¢skeho riadu dostal do repertoaru dekorov
dzbankdrov v Boleraze a v Stupave, ktorych tzv. panské prace, ktoré priamo
napodobnovali holi¢ske vyrobky, st mnohokrat na prvy pohlad na nerozoznanie
od svojich predloh. V pripade tohto servisu je $trasburska ruza oproti vyzneniu
tejto kvetinovej kompozicie na predlohich, ktorymi boli holi¢ske vyrobky
z druhej polovice 18. storodia, vyrazne zjednodusend: absentuje ruzovy pucik,
tulipan je silne $tylizovany, doplnené st jednoduché pitluperiové kvety a tvar
kvetinovej kompozicie je plne podriadeny ploche, ktortt mal maliar k dispozicii.
Zatial ¢o v pripade fajansového riadu z Holi¢a mal dekor désledne dvojosovi
kompoziciu v tvare kriza, na keramike z majetku Hany Gregorovej dvojosovost
straca a podriaduje sa tvaru nadoby®' - v pripade kanvice je namalovany zvis-
le (Obr. 1), v pripade $élok (Obr. 3 a 4) a cukornic¢ky vodorovne (Obr. 2), istd
volnost maliarovi poskytli iba plochy podsalok — na brusku cukornicky, kde je
priestor medzi uchami jasne ohraniceny, tulipan na konci kompozicie nahradil
Sestlupenovy kvet.

Podsalka je znacena menej zretelnou, ale charakteristickou vtla¢anou znac-
kou Slovenskej keramiky pod polevou v podobe banatej vazy s kresbou modran-
skej mestskej brany a textom SK MODRA v kruhopise, ktora jednozna¢ne identi-
fikuje vyrobcu. Dno cukornicky sice znacku neobsahuje, ale na poleve je modrou
farbou napisana signatira maliara LH (Landsfeld Hefman?) a pod polevou je
vyryty text KH7, ktory odkazuje na typ vyrobku z modelového radu (Obr. 5).

Tento kavovy servis, hoci zachovany v torze, je velmi vzacnou ukazkou tva-
roslovia tejto podskupiny riadu v holi¢skom §tyle. Kanvicky tohto typu st zna-
me*, v pripade $alok s ,,upirskym“ typom ucha v$ak ide o variant, ktory v litera-
ture zatial nebol publikovany.

Zo zariadenia domacnosti Hany Gregorovej pochadza aj torzo ¢ajového
servisu, ktory tvori jedendst kusov nadob (Obr. 6). Jeho tvaroslovie svojimi

%0 Podrobnejsie pozri napr.: PISUTOVA, Irena. Fajansa. Bratislava : Tatran, 1981, s. 23-25
a33-35.

51 Na rozdiel od palffyovského dezertného servisu z hradu Cerveny Kamen, v pripade kto-
rého odlidna typoldgia kanvice dovolila zrealizovat tito kompoziciu volnejsie - v podo-
be siroko otvoreného pismena V. Pozri: HUPKO, Modransky dezertny servis, c. d., s. 39.

> Kanvica rovnakého tvaru, av§ak s inymi detailmi (rozdielne rieseny podstavec, plasticky
dekor vylevky a menej ostry horny uhol ucha) je publikovana v: PAL, Slovenskd ludovd
majolika 1883 - 1983, c. d., nepag., kat. ¢. 91.
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makkymi liniami a banatymi tvarmi sice odkazuje na starsie predlohy a evo-
kuje vyrobky porcelanovych manufaktdir z druhej polovice 18. storocia, ide
v8ak o autorsky navrh, ktory vzory spractva pomerne volne. V pripade kanvice
na Caj, cukornicky a $alok st dominantnym prvkom morfologickej stavby na-
dob ich vysoké, viackrat zalomené ucha, ktorych horné zaoblena ¢ast ma podo-
bu rokaje. Samotné ucho je vyrazne Stylizované a jeho vytvarné spracovanie pre
rokoko charakteristické dekorativne prvky hyperbolizuje. V priamom protikla-
de k charakteristickej rozihranosti rokokovych foriem je aj vyrazna masivnost
ucha, ktoré sa vdaka tomu stava charakteristickym poznavacim znamenim tejto
podskupiny modranského riadu v holi¢skom $tyle. Typologicky ide o ukazku
servisu, ktory je inzerovany vo firemnom katalogu Slovenskej keramiky spomi-
nanom vyssie (porovnaj Obr. 5 a 6).

Z rovnakej podskupiny modranskej keramiky v holi¢skom $tyle pochadzaju
aj fragmenty dalsich servisov, resp. solitéry v holi¢skom $tyle, ktoré boli do zbier-
ky Stétnej vedeckej kniznice - Literdrneho a hudobného muzea v Banskej Bystrici
ziskané osobitne. Ide o kanvicu na ¢aj (Obr. 7), kanvicku na mlieko (Obr. 8 a 9),
vadsiu cukornicku (Obr. 8) a dvojicu $alok s podsalkami (Obr. 10).

V pripade tejto podskupiny ma vylevka ¢ajovej kanvice podobu husacieho
krku so $irokou zakladnou v mieste spojenia s telom nddoby, ktory smeruje hore
a je bud mierne vyhnuty alebo ladne zahnuty, pricom celkové vyznenie zavisi aj
od toho, ku ktorej ¢asti bruska kanvice sa vylevka pripdja (porovnaj Obr. 6 a 7).
Aj v pripade podsalok je recepcia historickych predloh jednoznac¢ne autorsky
uchopena. Okraj taniera, ktory bol napr. v pripade vyrobkov tovarne na fajansovy
riad v Holi¢i jemne elegantne zvlneny, je v pripade podsélok po celom obvode
vykrojeny do podoby Siestich rovnako Sirokych lalokov (Obr. 10). Vsetky tieto
charakteristické znaky odkazuji na svojrazny autorsky rukopis a vzhladom
na znacenie obdobnych podsalok zo zbierok SNM-Muzea Cerven)'r Kamen,
mozno v pripade tvaroslovia tohto podtypu uvazovat o tom, ze autorkou jeho
navrhu je Jalia Kovac¢ikova Horova (1906 — 1978), ktora sa v medzivojnovom
obdobi podielala na tvorbe navrhov modranskej keramiky a popri praci
v Slovenskej keramike posobila i v Skole umeleckych remesiel v Bratislave.>

V pripade tejto skupiny predmetov — ¢ajového servisu a dal$ich solitérov, sa
uplatnil $pecificky dekor. Ide o malbu v ténoch modrej farby, ktord v$ak nevy-
chadza z holi¢skych predloh, ale ide o svojbytny typ, ktory odkazuje na ludové
motivy na modranskej keramike. Jeho zakladnym motivom je Stylizovana mar-
garétka, resp. mnoholupenovy kvet, ktory sa uplatiiuje v dvoch formach - v sy-

> HUPKO, Modransky dezertny servis, c. d., s. 37. Pozri aj: HUPKO, Daniel. Katalég
modranskej fajansy zo zbierok Slovenského narodného muzea-Muzea Cerveny Kameii
v Castej. In PETRAKOVICOVA, Agata (ed.). Sldvnost hliny - Keramickd Modra 2013.
5. ro¢nik. 130 vyrocie Slovenskej ludovej majoliky : Keramické ucilistia v strednej Eurdpe.
Modra : SNM-Mtzeum Ludovita Stdra, 2013, s. 45-48.
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metrickej kompozicii dvoch kvetov umiestnenych vedla seba, ktoré sprevadza
trojstonkovy vyhonok s kvetmi $tylizovanych tulipanov na koncoch a v podobe
ustredného kvetu horizontalnej kompozicie, sprevadzaného troma kvetmi s lu-
pefimi vyhnutymi k stonke. Napriek jednoznacnej inspirdcii vyzdoby fudovym
dzbankérstvom, je vzor vdaka jeho monochromatickému spracovaniu elegantny
a primerany forme, t. j. umiestneniu na riade v holi¢skom style.

Najlepsie tento vzor umoznili maliarovi rozvinut nadoby s velkou plochou
na malbu - uplatnil sa na kanviciach na ¢aj (Obr. 6 a 7), na vacsej z cukorniciek
(Obr. 8) a na kanvicke na smotanu (Obr. 8 a 9). Tieto nddoby, najmé kanvica
na ¢aj a kanvicka na smotanu (Obr. 7 a 9), poskytli priestor aj na drobnej$iu mal-
bu - teda na doplnkovy dekor, ktory je citlivo rozmiestneny po ich vonkajsom
plasti — obdobne ako maliari v pripade holi¢skych vzorov z druhej polovice 18.
storoc¢ia postupovali v pripade drobnych kvietkov ¢i hmyzu, ktorymi dopliali
dominantny vyzdobny motiv. V tomto pripade maliar pracoval s malbami mod-
rych letiacich vta¢ikov so strapcovitym plodom (jarabinou) v pazuroch, ktoré
umiestnil na boky kanvicky na mlieko (Obr. 9), na dolnd cast vylevky kanvice
(Obr. 7) alebo na plochu pokrievky cukorni¢ky (Obr. 8). V pripade $alok sa ako
doplnkovy dekor uplatnil mensi modry vtacik s rozprestretymi kridlami, ktory je
namalovany spravidla pri usku (Obr. 6).

V pripade $alok, ktorych vonkajsi plast poskytoval maliarovi mensiu plochu,
bol centralny motiv pouzity v zredukovanej podobe - ¢i uz v jednom alebo dru-
hom variante, pri¢om plati, ze kvety, resp. kvet v kompozicii je jednoduchsi, iba
v podobe kruhu s naznac¢enim $truktury lupienkov ¢iarami alebo bodkami (Obr.
10). Hrany nadob - ¢i uz na podstavach, okrajoch hrdla a tstia vyleviek, vratane
hran ucha - su konturované modrou farbou. V pripade podsalok st ich okraje
zdobené symetricky rozlozenymi, vzdy Siestimi drobnymi kvietkami s listo¢kami
(Obr. 6 a 10).

Za pozornost stoja aj pokrievky, ktoré su v pripade vysokého riadu z mod-
ranskej keramiky v holi¢skom $tyle nielen funkéné, ale maju aj vyrazna dekora-
tivnu ulohu - vyskytujua sa vysoké, polgulovité pokrievky, ktorych uchytku tvori
plasticka hruska sprevadzand listkami, rovnako ako v pripade holi¢skych vzorov
z 18. storocia. Okrem toho sa vo vyrobnom sortimente objavuje aj nizsia, ale stale
znacne vypukld pokrievka, ktord je zakoncena tiez plastickou hruskou s listkami.
Rovnako aj ako ploché pokrievky, ktoré su ukonc¢ené pomerne masivnymi tchyt-
kami v podobe na bokoch splosteného prstenca kontirovaného farbou.

* % %

V pripade kolekcie modranskej keramiky v holi¢skom §tyle z majetku Hany
Gregorovej sme konfrontovani s kvalitnou ukdzkou modranskej keramiky, kto-
rej vznik mozno datovat do 20. a 30. rokov 20. storocia. Hoci ide o nekomplet-
ne zachované torza minimalne troch stprav - na kavu a ¢aj - vzhladom na ich
pocetnost a roznorodost mame k dispozicii vyznamnu vzorku modranske;j ke-
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ramiky, navySe s jednoznac¢ne uréenym uzivatefom. Mame tak moznost nielen
pochopit umelecké stvarnenie tohto druhu keramiky, jeho tvaroslovie a vyzdobu,
ale aj spoznat cielového zdkaznika tohto typu riadu, ktorym boli vyssie vrstvy
spolo¢nosti.

V slovenskych muzejnych zbierkach vsak stale ide o vzacne sa vyskytujuici
priklad riadu vyrobeného podla holi¢skych vzorov. Pre vysoky i nizky riad v ho-
li¢skom style, ktory vznikol v Modre, je charakteristicka autorska modifikdcia
tvaroslovia nadob a vyrazna $tylizécia a schematizacia malovaného dekoru v po-
rovnani s holi¢skymi predlohami. Modranska dielia tento druh riadu s ohfadom
na jeho nedostato¢ny odbyt na trhu nevyrabala vo velkych sériach, ¢omu zodpo-
vedad i jeho riedky vyskyt vo fondoch pamitovych institdcii.

Cast tejto gregorovskej kolekcie je navyse jedine¢na svojim dekorom, ktory
bol s najvic¢sou pravdepodobnostou prisposobeny cielovému zakaznikovi — dekor
so $tylizovanymi margarétkami v modrej farbe nebol dosial na tomto type riadu
zaznamenany. Ide nielen o jedine¢nu kolekciu zbierkovych predmetov s priamym
vztahom k Hane Gregorovej a jej domacnosti, v ktorej prostrednictvom tychto
servisov svojim hostom podavala ¢aj ¢i kavu, ale zdroven dokumentuju aj
vyznamné obdobie ¢innosti Slovenskej fudovej majoliky v Modre - obdobie
remaku holi¢skych vzorov, ktoré sa v transformovanej podobe v medzivojnovom
obdobi stali sticastou vyzdobného repertoara modranskej keramiky.

Obrazky:

Obr. 2 - Cukornicka. SVK - LHM, evid.
L 5914. Foto: MMB, Sylvia Sternmiillerovd.

Obr. 1 - Kanvica na kdvu, pohlad zboku.
SVK - LHM, evid. ¢ L 5912 Foto: MMB,
Sylvia Sternmiillerovd.
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Modranska keramika v holi¢skom Style z majetku Hany Gregorovej

Obr. 3 - Dve $dlky a podsdlka. SVK - LHM, — Obr. 6 - Torzo cajového servisu. SVK -
evid. ¢. L 5845. Foto: MMB, Sylvia Stern- LHM, evid. ¢. L 15947. Foto: MMB, Sylvia
miillerovd. Sternmiillerovd.

Obr. 4 - Sdlka s podsdlkou — detail malby
tulipdnu na sdlke. SVK - LHM, evid. ¢.
L 5845. Foto: MMB, Sylvia Sternmiillerovd.

Obr. 7 - Kanvica na éaj. SVK — LHM, evid. ¢& L 6482.
Foto: MMB, Sylvia Sternmiillerovd

Obr. 5 - List z katalogu Slo-
venskej keramiky, ticastinnej
spolocnosti - riad v holi¢skom
Style vyrdabany v 30. rokoch 20.
storocia, vzor KH, model I1.
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Obr. 8 - Kanvicka na mlieko a cukornicka
(vi&sia). SVK - LHM, evid. & L 15948
(kanvicka) a L 15949 (cukornicka). Foto:
MMB, Sylvia Sternmiillerovd.

Obr. 9 - Kanvicka na mlieko - pohlad
z boku. SVK - LHM, evid. ¢. L 15948. Foto:
MMB, Sylvia Sternmiillerovd.

Obr. 10 - Dvojica $dlok s podsilkami.
SVK - LHM, evid. ¢ L 6483 (3dlky)

a L 6484 (podsdlky). Foto: MMB, Sylvia
Sternmiillerova.

PhDr. Daniel Hupko, PhD. - pbsobi ako kurdtor literdrnych zbierok a pozostalosti
Janka Jesenského v Miizeu mesta Bratislavy, zdroveri je vediicim odborného odde-
lenia a zdstupcom riaditelky. Je tajomnikom Literdrnej a hudobnej komisie ZMS
a clenom Odbornej komisie pre odborné miizejné cinnosti ZMS. Venuje sa odbor-
nému spracovaniu pozostalosti Janka Jesenského a publikacnému zhodnocovaniu
stiboru literdrnych zbierok Miizea mesta Bratislavy, zaoberd sa vyskumom mentali-
ty a Zivotného $tylu ervenokamenskej linie starsej vetvy rodu Palffyovcov v druhej
polovici 19. a v prvej polovici 20. storocia a zaujima sa i o dejiny keramickej vyroby
na vizemi zdpadného Slovenska v 18. - 20. storo(i.
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Keramika verzus porcelan

Vzajomné ovplyvhovanie / preberanie tvarov a dekoru
na prikladoch zo zbierok MUzea mesta Bratislavy.

Mgr. Zuzana Francova

V dejinach umeleckého remesla a uzitkového umenia najdeme vela prikla-
dov vzajomného ovplyviiovania a preberania podnetov medzi jednotlivymi re-
meselnymi odvetviami a druhmi materialov. Tykaju sa jednak druhov a tvarov
vyrobkov, ale tiez ich dekoru. Takéto interakcie boli podmienené viacerymi fak-
tormi; vyznamnu ulohu zohravala najma dobovd moda, vplyvy aktualnych slo-
hov a $tylov, ale svoj podiel mali aj niektoré vynimo¢né osobnosti z radov umel-
cov a umeleckych remeselnikov.

Keramika a porcelan boli historicky vyrazne ovplyvnené najmi artefaktami
vytvorenymi z kovovych materidlov. Mnohé ,klasické” tvary nadob ako teriny,
korbely alebo kanvicky boli priamo prevzaté zo sortimentu vyrobkov cinarskych
alebo striebornickych majstrov.
aj medzi jednotlivymi druhmi keramiky: fajansou, kameninou ¢i porcelanom.
Tejto téme v nasej odbornej literatiire doteraz este nebola venovana blizia po-
zornost. V zbierkach muzei sa v§ak nachadza bohaty material, z ktorého mozno
pri vyskume vychadzat.

V na$om prispevku sa pokiisime o malt sondu do tejto nesporne zaujimavej
a podnetnej problematiky, a to na vybranych prikladoch zo zbierky Muizea mesta
Bratislavy (v dalSom texte MMB), zasadenych do $ir$ieho dobového kontextu.

Vyroba fajansového, resp. majolikového riadu sa v Eurdpe rozvijala od 16.
storocia. Okrem talianskych dielni délezitt ulohu zohrali predovsetkym vy-
robky z Delftu, ktoré ¢oskoro dosiahli velki oblubu a rozsirenie, ¢o podmie-
nilo vznik mnohych dal$ich dielni nielen v Holandsku, ale najmé v severnom
Nemecku. Od polovice 17. storocia boli na celom tzemi Nemecka postupne
zakladané pocetné manufaktiry na vyrobu fajansy. Fajansovy riad prisiel v Eu-
répe do moédy na konci 17. storocia ako alternativa cinovych alebo striebornych
nadob. Pocetné boli najmé objednavky na velké jedalenské supravy s mnohymi
stcastami.

Porceldn bol dlhé obdobie luxusnym dovoznym artiklom. Snahy o napodo-
bovanie ¢inskych vyrobkov, spojené s roznymi experimentami, viedli napokon
k zdsadnému kultarno-historickému medzniku, ktorym sa stal vznik prvej por-
celanky na eurépskom kontinente, a to v Meissene (1710).
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Vplyv porcelanu na domacu keramicka produkciu mozno sledovat v dlho-
dobom ¢asovom horizonte. Neslo v$ak len o jednostranné posobenie. Ako to
dokazuju priklady z meissenskej produkcie z 18. storocia, ale tiez napr. vyrobky
z Viedne, Nymphenburgu ¢i Durinska, jeden z najtypickejsich tvarov nemeckej
fajansy - tzv. Walzenkrug, resp. Deckelhumpen - korbel na pivo s cinovym vekom
- bol prevzaty aj do porceldnu, ale s odliSnou a vyrazne jemnejsie a preciznejsie
malovanou vyzdobou.>*

Typy a tvary nadob

Svitenicky v tvare sv. Veroniky

V holi¢skej manufaktdre na fajansu bol v druhej polovici 18. storocia vel-
mi roz$ireny typ sviteni¢ky v podobe plastiky svitej Veroniky drziacej v rukich
plasticku $atku — veraikon s obrazom tvare umuceného Krista s tfniovou korunou
na hlave. Tato $atka tvori malu pretiahnuti nddobku na svitent vodu. Postava sv.
Veroniky mava $tihle proporcie, byva zobrazovana v elegantnej esovitej krivke
a v lahkom aZ tane¢nom pohybe. Je odetd do dlhych rozviatych $iat, ktoré su
niekedy v pase prepasané stuhou. Vyskytuju sa dva kompozi¢né varianty, pri
ktorych je hlava plastiky nato¢end bud nalavo alebo napravo a podla toho sa
veraikon nachddza vzdy na opacnej strane. Napriek rovnakej zakladnej forme
maju jednotlivé artefakty rozne individualne podoby, odli$uju sa vo farebnosti
a tvarovych detailoch maliarskej vyzdoby - kvetinky na $atach, farebnost $atky
na hlave ¢i naznadenie remienkov na obuvi resp. sanddloch. Malba v kombina-
cii $tyroch vysokoziarovych farieb a ¢ervenej (purpurovej) byva zvi¢sa nanaSand
na bielu glazuru, ale zhotovovali sa aj exemplare so $atami zelenej ¢i zltej farby.
(obr. 1)

Fajansové figuralne svitenicky s motivom sv. Veroniky maju svoj vzor v por-
celanovej plastike. Uz okolo roku 1740 takéto predmety vo vyrazne jemnejSom
prevedeni vyrabali vo viedenskej porcelanke, a to za éry jej zakladatela Claudia
Innocentia Du Paquiera (1679 - 1751).° (obr. 2.: reprodukcia z knihy)

Holic¢ske svitenicky, vyrdbané zhruba v rozpiti rokov 1755 - 1790, vyrazne
ovplyvnili produkciu dzbankarskych dielni na tizemi zapadného Slovenska, oso-
bitne v8ak Stupavy.

% NAGEL Gert K. (Hrsg.) BATTENBERG Kunst Antiquititen Sammelobjekte. Preiskatalog
1993, s. 345-346. GRAF Henriett (Hrsg.). Battenbeg Antiquitditenfiihrer 2002/03. Band 2.
Miinchen: Battenberg Verlag, 2002, s.52-53, ¢. kat. 106-111.

» THUN-HOHENSTEIN, Christoph - FRANZ, Rainald. 300 Jahre Wiener Porzellan
Manufaktur. Wien: MAK, 2018, s. 141, foto (katalog vystavy, evid. ¢. KE 6308). Tento
exempldr bol v roku 2013 vystaveny v $tudijnej zbierke keramiky v MAK (Museum der
angewandten Kunst) vo Viedni (¢. 210).

Dostupné aj online: https://www.dorotheum.com/en/1/1375831/ (vyrobok porcelanky
Augarten). [citované 12.05.2022]
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Tu sa ujal variant svitenicky so sv. Veronikou klaciacou na reliéfne znazor-
nenych oblakoch, ktory mé svoj povod tiez v manufaktdre v Holi¢i a je datovany
do rozpitia rokov 1770 - 1790.> Stupavské Veroniky sa odliSuji expresivnejsim
vyrazom a ,,barokovejsim“ charakterom vyzdoby. K ranym pracam tohto druhu
patri znacend svitenicka od keramikara Jana Kostku st. (1796 - 1854) z obdobia
rokov 1830 - 1845. Svitenicky - Veroniky v roznom farebnom prevedeni sa ¢asto
vyskytuju v tvorbe Ferdi$a Kostku (1878 - 1951).

Okrem z4padného Slovenska je podobny typ figurdlnych sviteniciek zasta-
peny aj v moravskej alebo sliezskej fajanse (napr. Sliezsko — dne$na Glinica).””

Kalamar v tvare mnicha - kapucina

Typickou st¢astou vyrobného sortimentu holi¢skej manufaktury bol aj viac-
dielny kalamar v podobe mnicha - kapucina. Tento model z druhej polovice 18.
storocia bol neskor prevzaty do kameniny a v ¢eskych Daloviciach ho vyrabali
v rokoch 1820 - 1845.%

Plastika Herkula bojujuceho s krétskym bykom

Vo figurélnej plastike najdeme este dalsi priklad vplyvu viedenskej porcelan-
ky na sudobu fajansovu produkciu. Ide o plastiku Herkula (Herakla) zapasiaceho
s krétskym bykom. Tento vyjav z gréckej mytoldgie je pomerne ¢asto stvariiovany
vo vytvarnom umeni, najmé v sochdrstve obdobia baroka. Ako jeden z prikladov
mozeme uviest monumentalnu exteriérovi sochu vo viedenskom Hofburgu, die-
lo Lorenza Mattielliho (1678/1688? — 1748) z rokov 1728/1729. Medzi vyrobkami
viedenskej manufaktiry na porcelan sa plastika Herkula s bykom objavila nie-
kedy pred polovicou 18. storocia.”® Nekompletne zachovand a poskodena fajan-
sova plastika s rovnakym motivom, pripisand holi¢skej manufakture, ma velmi
podobnu kompoziciu, ale vyznacuje sa robustnej$im a tazkopadnejsim prevede-
nim.*® (MMB, U-00605) (obr. 3)

* BALLA, Gabriella. Holics,Tata és Buda Kerdmiamiivészete a 18. szdzadban. Budapest:
Novella Kényvkiadd, 2009 (?), s. 52, obr. ¢. 28 - publikovany exemplar z madarskej st-
kromnej zbierky (rodina Récz). ISBN 963-99886-09-2.

7 NAGEL, ref v pozn. 1, s. 340, ¢. 272. Dostupné tieZ online: https://www.lempertz.com/
de/kataloge/lot/1107-2/619-hl-veronika-als-weihwasserbecken.html (sv. Veronika ako
svitenicka). [citované 12.05.2022]

8 KYBALOVA, Jana - NOVOTNA, Jarmila. Kamenina v Cechdch a na Moravé. Katalég
vystavy. Praha, 1987, s. 35, ¢. kat. 181.

** Plastika datovana do obdobia pred 1749 bola v roku 2013 vystavena v $tudijnej zbierke
keramiky v MAK vo Viedni (¢. 211). MRAZEK, Wilhelm - NEUWIRTH, Waltraud.
Wiener Porzellan 1718-1864. Wien: MAK, 1970, s. 118, Tafel 51 (1744/1749).

% Muzeum mesta Bratislavy, zbierka U, evid. ¢. U-00605. Plastika nema znacku, miuzeum
ju zakupilo v roku 1933 od etnografa Dr. Antona Vaclavika (1891 - 1959).
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Salka typu trembleuse

Vznik tohto typu nadoby suvisi so zmenami v kulture stolovania v 18. storo-
¢i, a to so vzrastajicou oblubou pitia horucich napojov (¢aj, kava, kakao, ¢okold-
da). V Rakusku sa v tomto obdobi kava a ¢aj stali dokonca narodnymi ndpojmi.
Praktickymi na pouzivanie boli $dlky s podsalkami, na ktorych sa nachddzala
pevna plnd alebo prelamovanad obruba (prstenec). Do nej bolo mozné salku
vsadit, aby nevyklzla a ndpoj sa nerozlial. Salky niekedy méavali aj vrchnék. Tva-
roslovie eurépskych nadob na hortce népoje dlhé obdobie ovplyviovala najmi
¢inska keramika. Pri tovare ur¢enom na export sa ¢inske a japonské porcelanky
snazili vyhoviet svojim eurépskym zédkaznikom.®' Uz Coskoro sa vSak dvojuché
salky ,,pre trasuce sa ruky“ (pomenovanie trembleuse je odvodené z franctizskeho
slovesa trembler = triast sa) stali beznou sucastou vyrobného sortimentu eurdp-
skych porcelanok. Vo viedenskej Du Paquierovej manufakture ich vyrabali okolo
roku 1730, pozname ich v8ak tiez z produkcie inych porcelanok, napr. Meissenu.*?
Typ jednouchej salky trembleuse najdeme aj v sortimente holi¢skej manufaktuary.
Vzacnym exemplarom je modro glazovana tenkostennd $alocka s podsalkou -
stcast vzacneho servisu oznacovaného v archivnych materidloch ako porcelan
zdobeny technikou bianco sopra bianco, datovana do Sirokého ¢asového rozpitia
1750 - 1765.% Vo fajansovom prevedeni sa takyto typ $alocky objavuje medzi
vyrobkami s dekorom pivoniek podla ¢inskeho spdsobu, pochadzajucimi z ro-
kov 1760 - 1775.% Inym prikladom je mocca $élka s podsalkou, zdobend kyticou

61 VLK, Miloslav. Nadobi na horké napoje. In StaroZitnosti a uzité uméni. Cerven 1996, ¢&.
6,5.10-11, obr. na s. 11. Dvojucha $dlka na ¢okoladu, Meissen, 18. storocie, Severoceské
muzeum v Liberci.

CUMPL, Milan - DVORAK, Petr. K vystavé jihlavského muzea ,Z interiérti
planderského zamku® In StaroZitnosti a uzité uméni. Kvéten 1995, ¢. 5, obr. na s. 15:
Kavova $alka, porcelan, modry podglazirny dekor, okolo 1760.

DIVIS, Jan. Evropsky porceldn. Praha, Artia, 1985, s. 55; . 201. Dalsie priklady z literatd-
ry: WEIR, Gustav. Ullstein Porzellanbuch. Eine Stilkunde und Technikgeschichte des Por-
zellans mit Markenverzeichnis. Frankfurt / M. - Berlin - Wien: Verlag Ullstein GMBH,
1973, s. 145.

REINHECKEL, Gunther: Prachtvolle Service aus Meissner Porzellan.Edition Leipzig,
1989, ISBN 3-361-00210-9, s. 229; POCHE, Emanuel - HEJ]DOVA, Dagmar: Porceldn.
Praha: Kentaur / Polygrafia, a. s., 1994, obr. ¢. 23: Koflik na ¢okoladu s miskou, Vieden,
okolo 1760 (UPM, evid. ¢. 59 179).

KYBALOVA, Jana. Keramickd sbirka Hugo Vavrecky. Praha: Kentaur Polygrafia s. r. o.,
1995, ¢. kat. 145 (Praha, Uméleckopriimyslové muzeum, evid. ¢. 56 795). Ostatné sticasti
tohto servisu su uloZené v Budapesti (Iparmiivészeti Mizeum) a v Moravskej galerii
v Brne. Vyskytuje sa aj v purpurovej farbe.

BALLA, Gabriela. Holics,Tata és Buda Kerdmiamiivészete a 18. szdzadban. Budapest:
Novella Kényvkiado, 2009 (?), ISBN 963-99886-09-2, s. 124, obr. ¢. 154 - salka s podsal-
kou zo zbierok Balassa Bélint muzea v Ostrihome.
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s dominantnou purpurovou ruzou a va¢$im Zltym kvetom. Na ostatnej ploche
st rozmiestnené dva mensie kvetinové motivy, na oblom hladkom ugku $alky sa
nachddza vlnovkovo upraveny $tylizovany listovy dekor v purpurovej farebnosti.
(MMB: U-00816/001, 002) (obr. 4)

Popri popisanom variante $alky existoval este aj iny typ — ploché tanieriky
(podsalky) s hlb$imi valcovitymi priehlbinami, do ktorych sa vkladali bezuché
salky, ¢i skor pohariky.® Viaceré takéto priklady pozname z talianskej majoli-
ky. V zbierkach muzea sa zachovala jedna podobna dvojdielna sada z 2. polovice
19. storocia (spolo¢na vyska 19,2 cm), nadvizujica na renesan¢né vzory. (MMB:
U-00544 a U-00545) Salku aj tanierik na celej ploche zdobi malovany kobaltovo-
modry figurdlny vyjav s manganovymi kontirami postav, odohravajuci sa v exteri-
éri a doplneny prvkami architekttry.® (obr. 5)

Podobny princip ukotvenia vyberatelnych predmetov zo supravy v pevnej
obruci (,,ohradke®) bol nasledne prevzaty do kameniny obdobia empiru. Ako
priklad mézeme uviest stolovi supravu na olej, ocot, sol a korenie — vyrobok ma-
nufaktury v éeskych Seltoch (Schelten), nedaleko Kamenického Senova. (MMB:
U-08629/001-003) (obr. 6)

Naturalistické tvary nadob alebo ich funk¢nych detailov

Uplatniovanie naturalistickych prirodnych prvkov, ¢erpanych zo sveta flory
a fauny, ma v keramike dévnu tradiciu. Vo Franctzsku v obdobi manierizmu pé-
sobil vSestranne nadany umelec Bernardo Palissy (1510 — 1589), ktory sa preslavil
tym, ze sa Sestndst rokov snazil napodobnit ¢insky porceldn a pri tom do maj-
strovskej podoby rozvinul techniku farebnej glaziry. Najznamej$im sa stal pre
svoj takzvany ,rustikalny tovar® — velké dekorativne ovalne misky zdobené zvie-
racimi motivmi (plazy, hmyz) vo vysokom reliéfe. Na vyzdobu svojich vytvorov
pouzival napr. odliatky tiel hadov ¢i ulit.#” Jeho $tyl dekoru sa opét rozsiril v 19.
storoci, najmd v mediterdnnej oblasti.*®

V polovici 18. storo¢ia boli v mdde fajansové, ale aj porcelanové poliev-
kové misy (teriny) v tvare zvierat, najma vtakov alebo rastlin (ovocia a zeleni-
ny) ako oblubena vyzdoba na pribornikoch a sucast honosného prestierania
jedalenskych stolov. Dielne zname realistickym stvarnenim takychto vystav-
nych kusov sa nachédzali napr. vo franctizskom Strasburgu (teriny v tvare

 Pozndvame staroZitnosti I. Porceldn a striebro. Ilustrovany sprievodca stolovym riadom.
Prirucka pri orientovani sa v obdobiach, $tyloch a tvaroch. Bratislava: Perfekt, 1998,
s. 37 foto.

% Podla vyjadrenia historicky umenia Mgr. Elisky Kovacovej by predmety mohli pocha-
dzat z Angarana alebo Castelli.

¢ Dostupné online: https://www.metmuseum.org/art/collection/search/460984.
Tzv. putnicka flasa. [citované 12.05.2022]

S Encyklopedie staroZitnosti. Bratislava: Perfekt 1995, s. 48.
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holubov alebo kacic, okolo 1755), nemeckej Gere alebo Ilmenau®, ale aj inde
v Eurdépe.”” Zname st tiez kanvicky v tvare kohuta a sliepky (1734), ktorych
formy vyhotovil jeden z najvyznamnejsich modelarov meissenského porcela-
nu Johann Joachim Kaendler (Kédndler) (1706 - 1775).”' Mnohé takéto nddo-
by sa tiez dovazali z Ciny.”

Dezertné taniere v tvare listov sa zhotovovali uz v 2. polovici 18. storodia
a vyskytuju sa aj v sucasnosti. Pozndme ich z produkcie manufaktiar na vyro-
bu fajansy (Holi¢), kameniny (napr. Tynec nad Sazavou, 1830 - 1860)” a tiez
z porcelanky v madarskom Herende.

Ozdobné tchytky nadob vo figuralnej podobe sa najcastejsie spajaju s vy-
robkami meissenskej porceldnky. Uchytky v tvare plastickych stoniek a kvietkov
ruze sa na pokrievkach meissenskych nadob objavili v obdobi posobenia malia-
ra Johanna Gregoriusa Hor6ldta (1696 — 1775) (terina zo servisu zhotoveného
pre kurfirstu Clemensa Augusta von Koln v rokoch 1741/42).7* Podobné floralne
plastické motivy ndjdeme aj na tchytkach kanviciek a cukorniciek z produkcie
viedenskej manufaktiry v 18. storo¢i.

Rastlinné a zoomorfné tvary nadob v naturalistickom prevedeni sa stali ty-
pickymi aj pre fajansové vyrobky z Holi¢a alebo nim ovplyvnenych manufaktur,
najmi v madarskej Tate. Z Holi¢a pozname napr. nadoby v tvare kapusty, citréna,
$pargle ¢i ruze, ale tiez kohttov, kaciek alebo papagajov. (obr. 7) Na vrchnakoch
terin sa ¢asto objavuju plastické uchytky v podobe ovocnych plodov (slivky, hrus-
ky). Takéto vyzdobné detaily, in§pirované Holi¢om, sa vyskytuju tiez v produkcii
Dietrichstejnovej manufaktiry na fajansu v Hranici na Morave. (MMB, U-00591)

S ,naturdliami® sa stretivame aj v stupavskej fajanse. V tvorbe Ferdisa Kos-
tku (1878 - 1951) z 30. rokov 20. storocia st zastupené nadoby (dozy) tvarované
do podoby stylizovanych ryb alebo kanvica v tvare papagdja, in§pirovana holi¢s-
kymi vzormi.”

% GRAF ref. v pozn. 54, 5. 42, &. 40 a 41.

70 Ref. v pozn. 15, s. 42. Inym prikladom je fajansa v $tyle trompe 1"oeil - tanier s natura-
listicky vymodelovanymi marhulami, Montpellier, 1780 — 1800.

7t REINHECKEL, ref. v pozn. 68, s. 104, obr. 68.

7> Poznavame starozitnosti I. Porcelan a striebro. Ilustrovany sprievodca stolovym riadom.
Prirucka pri orientovani sa v obdobiach, $tyloch a tvaroch. Bratislava: Perfekt, 1998, s.
43 foto s. 42-43.

7 KYBALOVA, Jana - NOVOTNA, Jarmila. Kamenina v Cechach a na Moravé. Katalég
vystavy. Praha, 1987, s. 32, ¢. kat. 150.

7 REINHECKEL, ref. v pozn. 62, s. 98, obr. 62.

75 FRANCOVA, Zuzana. Stupavsk4 fajansa v zbierkach Mestského muizea v Bratislave. In:
Zbornik prispevkov zo semindra Etnograf a mizeum VII. Remeselnd vyroba s akcen-
tom na hrnciarsku, kachliarsku a kameninovu produkciu. Gemersko-malohontské ma-
zeum, Rimavska Sobota 2004, s. 162: nadoba na maslo v tvare maliny; s. 165: kanvica
v tvare papagdja. FRANCOVA, Zuzana. Zvieracie tvary a dekory vo fajanse. In: Remeslo,
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Zoomorfne tvarované nadoby najdeme i v produkcii ¢eskych porceldnok
v 1. polovici 19. storo¢ia, napr. Pirkenhammer v Bfezovej (MMB, U-08719 -
dvojdielna nadoba v tvare baranej hlavy). Oblubu nadob tohto typu médzeme vy-
sledovat tieZ v medzivojnovom obdobi, konkrétne v produkcii tovarne na vyrobu
kameniny v Kremnici. Va¢$ou mierou $tylizacie v duchu estetiky art deco sa vyz-
nacuje servirovacia siiprava na ryby, pozostavajica z velkej misy, teriny, omacni-
ka s podlozkou a sady plytkych a dezertnych tanierov a tiez misti¢iek na kosticky
pre $est osob. (MMB, U-08517/001-022).7¢ (obr. 8)

Inym prikladom je nekompletne zachovany obedovy servis s dekorom mo-
riaka (MMB, U-07922 - U-07926). V oboch pripadoch st teriny a omacniky tva-
rované do zoomorfnej podoby a okraje tanierov su zdobené reliéfnou vyzdobou.
nien¢ne neidentifikovanych artefaktoch dekorativneho charakteru (dézy, bonbo-
niéry) z 30. az 40. rokov 20. storocia. Z tvorby sucasného keramikara Jozefa Franka
(nar. 1951) pozname okrihlu fajansovia dozu s vrchnakom ukonéenym plastickou
uchytkou s motivom draka, ktoru autor vyhotovil v roku 1973. (MMB, E-01856)

Dekory

Reliéfny okraj na sposob kosikového pletiva

Keramické vyrobky uzitkového charakteru nebyvaji zdobené len plastickym
¢i malovanym dekorom. Na okrajoch mis ¢i tanierov sa ¢asto vyskytuje prelamo-
vand vyzdoba ¢i reliéfne motivy imitujice iny druh materialu. Pomerne rozsire-
ny je reliéfny dekor na sposob kosikového pletiva. Svoj povod ma v meissenskej
porcelanke; jeho povodnym tvorcom je modelar Johann Friedrich Eberlein (1695
Drazdany - 1749 Meissen). Vzor upravil ]. ]. Kiandler tym, ze sa zacala pouzivat
prekrizena podoba p6vodne rovného pletiva. Takto sa dekor po prvykrat objavil
na velkom tzv. Sulkowského servise z rokov 1735 - 1737.” V nemeckej odbornej
literattire je oznacovany ako Sulkowski Ozierrelief, ¢o je odvodené od francuz-
skeho slova osier = kosikové pletivo. V priebehu 18. storocia sa tento motiv
v Meissene stal velmi oblibenym. Okolo roku 1745 vyvinuli dal$i variant znamy
pod pomenovanim Neu-Ozier. Novéd modifikacia priniesla esovitd formu liniek.”

V holi¢skej fajanse sa s motivom reliéfnej imitacie kosikového pletiva stre-

umenie, dizajn, 2001, & 4, s. 42-43. FRANCOVA, Zuzana. Rastliny a plody vo fajanse
In: Remeslo, umenie, dizajn, 2002, ¢. 4, s. 49-50.

76 SOLCANIOVA, Valéria. Histéria kremnickej kameninovej tovarne. Kremnica:
PhDr. Valéria Sol¢aniova, 2014, ISBN: 978-80-971692-4-4, s. 119, obr. ¢. 11 cukornicka
- 20.-30. roky 20. storoc¢ia, SNM v Martine (tvar ryby).

77 Ref. v pozn. 62, s. 51; 201.

8 STERBA, Giinther. Gebrauchsporzellan aus Meissen. Edition Leipzig 1988, s. 123-124.
Dostupné online: https://www.britannica.com/art/ozier-pattern#ref124303. [citované
12.05.2022]
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tavame na bielom riade z obdobia rokov 1765 - 1775, resp. v kombinacii s pre-
lamovanym dekorom vytvarajicim $tylizované kvetinové motivy na plytkych
tanieroch datovanych do obdobia okolo roku 1790 7 (MMB, U-00845) (obr. 9).
Pozndme ho aj z kameniny obdobia klasicizmu a empiru.

Dekor vini¢nych listov

Vini¢né listy a uponky maji vo vytvarnom umeni davny symbolicky vy-
znam, spojeny s krestanskou ikonografiou. Vo vSeobecnosti patria k velmi rozsi-
renym motivom a ako dekor sa vyrazne uplatnili aj v umeleckom remesle, najma
v keramike a porcelane. Motiv vini¢nych listov v zelenej alebo modrej farebnosti
a v pomerne striedmej podobe ¢asto zdobi okraje tanierov. Zeleny tiponok vin-
nej révy bol najmé v 19. storo¢i oblubenym dekora¢nym motivom porceldnok
v Meissene a vo Viedni. Obe lokality o tento prvok obohatili $kalu vyzdobnych
motivov takmer vo vsetkych manufaktrach v Cechach, Madarsku aj na Sloven-
sku. V inych manufaktarach boli viniéné motivy nielen pasivne preberané a ko-
pirované, ale tiez modifikované a dopitiané o dalsie prvky. Napr. v manufakture
na vyrobu kameniny v Murani si uslachtily a elegantny dekor vini¢ného tpon-
ku prisposobili, rozlozili ho a obohatili o kvetinové puciky a pupence ruzic¢iek
¢i inych kvetov. V kombindcii s rastlinnymi motivmi sa tu uplatnil aj motiv $tyli-
zovaného vtacika.®

Na fajansovych vyrobkoch z holi¢skej manufaktiry nemame motiv vini¢a
dolozeny. Ojedinele sa v8ak vyskytuje na kamenine, ako to dokazuju dva znace-
né plytké taniere. Na prvom z nich je po obvode plasticky pas listového dekoru
vytvoreny v hmote a lemovany tenkou manganovou linkou. Na okraji taniera
sa nachadza malovany pas vini¢nych listkov a vlnovkovito std¢anych uponkov.
V strede na dne je umiestneny drobny fialovy rastlinny motiv pripominajici
korunu palmy, dno lemuje plasticky perlovcovy pas (MMB: U-00588). Druhy
tanier, zachovany v lepSom stave, md prelamovany okraj a reliéfny vyzdobny
pas s imitaciou kosikového pletiva. Dno lemuje malovany pas vini¢nych listkov
v tmavo- a svetlozelenej farebnosti, ktory je komponovany do lemujtceho venca,
jednotlivé listky st pospajané manganovymi polobluc¢ikmi a od seba oddelené
modrymi kvapkovitymi utvarmi (MMB: U-00846). (obr. 10)

Tzv. viedensky dekor

Tento druh jednoduchej malovanej vyzdoby, pozostavajuci z bodiek a ¢ia-
rok, resp. oblucikov, pochddza pravdepodobne od maliara modrého dekoru,
ktory ho okolo roku 1770 navrhol v c. k. viedenskej porcelanovej manufak-

7 BALLA, ref. v pozn. 56, s. 192, ¢. 301 - plytky tanier, okolo 1790; s. 193, ¢. 302 — misa
v tvare kosika, 1765-1775.

% HLODAK, Pavol - ZILAK, Jan. Murénska kamenina. Manufaktdra na vyrobu keramiky.
Velky Krti§: GENUS s. r. 0., 1999, ISBN 80-968313-0-5, s. 84, foto na s. 96.
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ture. Pévodne sa objavoval ako bordira na okrajoch porcelanovych vyrobkov
zdobenych dekorom tzv. indianskych kvetov a motivmi hmyzu. Ale uz v roku
1780 sa tento dovtedy dominantny rastlinny dekor prestal pouzivat a mod-
ry lemujuci vzor sa tak stal jedinou maliarskou vyzdobou predmetov. V tej-
to podobe coskoro ziskal oblubu obzvlast v dobre situovanych mestianskych
kruhoch. Vdaka rastticej popularite modru borduru zacali pouzivat aj ini vy-
robcovia porcelanu a kameniny v rdmci monarchie. Av$ak, v samotnej Viedni
sa vzor vnimal skor v negativnej konotacii a vyrobky, na ktorych sa uplatno-
val, sa oznacovali ako Dienstbotenporzellan, teda porcelan pre sluzobnictvo.
Volba kobaltovej farby bola podmienend finanénymi dévodmi - jedalensky
tanier zdobeny len modrou bordurou stal okolo 22 grajciarov, kym vyrobky so
zlatenym okrajom ¢i inou farebnou vyzdobou boli vyrazne drahsie. V obdobi
biedermeieru po viedenskom kongrese (1815) vyrabala viedenska manufakta-
ra vo velkom stolovy riad a kavové stipravy s modrym dekorom. V reprezen-
tativnych publikaciach o viedenskom porcelane sa vyrobky s tymto druhom
dekoru nevyskytuja. S ozna¢enim ,yviedensky dekor® sa i v sucasnosti takéto
kuasky objavuju napr. vo viedenskom aj prazskom aukénom dome Dorotheum,
su v$ak stale vzdcnejsie.

Dekor postupne zaznamenal zna¢né rozdirenie. Este lacnejsie verzie takto
zdobeného riadu od viedenskej porceldanky v prvej polovici 19. storocia pre-
vzali aj ini vyrobcovia a boli ¢asto zhotovované z kameniny (Hardtmuth, Wil-
helmsburg, rozne manufakttry v Cechach a na Morave, napr. vo Vranove nad
Dyji).® Objavuje sa tiez na vyrobkoch z tizemia dne$ného Madarska (Papa,
Koészeg — nem. Giins). (MMB, U-00567, U-00568 Papa; U-00569 Koszeg).

Na Slovensku mame vyskyt modrého viedenského dekoru, malovaného
na glazire smotanovo bielej farby, dolozeny v produkcii viacerych manufaktar
na vyrobu kameniny, a to zriedkavo v Holi¢i*, no najmé v Kremnici alebo Mura-
ni. Kremnické priklady pochddzaju zo zaciatku alebo z 1. polovice 19. storocia.*®

V muranskej manufaktdre sa viedensky dekor vyuzival na dekoraciu ria-
du v pociato¢nom obdobi jej existencie. Vyrobky z tohto obdobia maju vysoku
technicku a umeleckd hodnotu. Mali smerovat do vyssich kruhov, boli sti¢astou
velkych obedovych stprav, niekedy zdobenych aj erbom rodiny, pre ktora bol
servis urceny.*

V zbierkach Muzea mesta Bratislavy sa nachddza relativne pocetna kolekcia

81 Dostupné online: https://regiowiki.at/wiki/Dienstbotenporzellan; https://austria-forum.
org/af/Wissenssammlungen/Essays/Kultur/Augartenporzellan. [citované 12.05.2022]

8 BALLA, ref. v pozn. 56, s. 192, &. 301.

83 SOLCANIOVA, ref. v pozn. 76, s. 12-13, 18-19, 20.

# HLODAK, Pavol - ZILAK, Jan. Murdnska kamenina. Manufaktira na vyrobu keramiky,
GENUS s. 1. 0. 1999, ISBN 80-968313-0-5, s. 84, foto s. 92 — tanier vyrezavany okraj, s.
94-95 modry viedensky dekor.
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kameninovych vyrobkov s tzv. viedenskym dekorom. Ide o kanvicky empirového
tvaru, ale tiez misy a taniere. Popri uz spominanych znacenych vyrobkoch z Papy
a Koszegu a jednom tanieri z Vranova nad Dyji, sa osobitne treba zmienit o dvoch
hlbokych tanieroch a jednej mise Samorinskej proveniencie (MMB, U-00562,
563, 564). Vietky tieto tri vyrobky st zospodu znacené vtlacenou znackou SO-
MEREIN. Napriek tomu, Ze reprezentuji beznu dobovd produkciu, su vzacne
tym, ze ide o pravdepodobne jediné zname predmety svojho druhu zachované
z produkcie tejto manufaktiry, o ktorej existencii doteraz nemame takmer ziadne
poznatky.® (obr. 11) U-00558-559 / U-00571; (obr. 12) U-00568

Obrazky:

Obr. 2 - Svitenicka v tvare sv. Veroniky, por-
celdn, Vieder, okolo 1740 - reprodukcia

Obr. 1 - Svitenicka v tvare sv. Veroniky,
fajansa, Holi¢, 2. polovica 18. storocia.
Foto: MMB, Ludmila Misurovd.

% KATONA Imre: A magyar kerdmia és porcelén. Budapest, 1978, s. 183.
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Obr. 3 - Herkules bojujiici s krétskym bykom, fajansa, Holi¢ (?), 2. polovica 18. storocia.
Foto: MMB, Zuzana Francovd.

Obr. 4 - Sdlka typu trembleuse s podsdlkou, fajansa, Holi¢, 1760 - 1775. Foto: MMB, Lud-
mila MiSurovd.

Obr. 5 - Sdlka s podsdlkou, malovand fa-
jansa, Taliansko, 2. polovica 19. storoCia.
Foto: MMB, Ludmila Misurovd.
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Obr. 7 - Nddoba v tvare

hldvky kapusty, fajansa,

Holi¢, 1760 - 1775.

Foto: MMB, Ludmila MiSurovd.

Obr. 6 - Stolovd siiprava na olej,
ocot, sol a korenie, kamenina, Ce-
chy - Selty, 1. tretina 19. storocia.
Foto: MMB, Zuzana Francovd.

Obr 8 - Obedovd siiprava s moti-
vom ryb. Terina, omdcnik, plytky
a dezertny tanier, miska na kosticky
kamenina, Kremnica, 20.-30. roky
20. storocia. Foto: MMB, Sylvia
Sternmiillerovd.
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Obr. 9 - Tanier s imitdciou kosikového pleti-  Obr. 10 - Tanier s viniénym dekorom, ka-
va, kamenina, Holi¢, 1. $tvrtina 19. storo¢ia  menina, Holi¢, 1. Stvrtina 19. storocia (pred
(pred rokom 1827). Foto: MMB, Sylvia Stern-  rokom 1827). Foto: MMB, Sylvia Sternmiil-
miillerovd. lerova.

Obr. 11 - Dvojuchd terina s vrchndkom, ka-

menina, modry viedensky dekor, strednd Eu-

ropa - znac. I (H?) K, 1. tretina 19. storocia.

Foto: MMB, Sylvia Sternmiillerovd.
Obr. 12 - Kanvicka s vrchndcikom, kameni-
na, modry dekor, Pdpa, 1. tretina 19. storocia.
Foto: MMB, Sylvia Sternmiillerovd.

Mgr. Zuzana Francovd - historicka umenia, pracuje v Miizeu mesta Bratislavy
ako kurdtorka zbierok umeleckych remesiel, vytvarného umenia a starsich dejin. Je
spoluautorkou viacerych odbornych publikdcii a autorkou pocetnych Studii a pri-
spevkov tykajiicich sa miizejnych zbierok umeleckého remesla a niZitkového umenia
najmd z 18. a 19. storocia. Dlhodobo sa venuje problematike keramiky, porceldnu
a skia.
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Moravska fajans a porcelanovy dekor

PhDr. Alena Kalinova

V minulosti predstavovala fajans na tizemi Moravy duleZitou sou¢ast hmot-
né kultury a potvrzovala vynikajici Groven zdejsiho keramického remesla. Jeji
vyroba v novokiténskych dilndch na jizni Moravé byla archeologickymi nélezy
prokdzana jiz na konci 16. stoleti. * Tehdy predstavovaly fajanse luxusni zboZi,
byly produktem dzbankarského femesla, které nalézalo své odbératele v prostredi
méstskych obyvatel nebo femeslnickych a selskych vrstev venkova.

V 18. stoleti obecné zaujal postaveni nejrespektovanéjsiho a nejatraktivnéj-
$tho keramického produktu porceldn, ktery tvoril soucast kultury spolecenské
elity. Jednalo se o nejjemnéjsi keramickou hmotu s nepralinéitym prasvitnym
stfepem vyuzivanou k vyrobé jemného nadobi a plastik. Porcelan predstavoval
¢insky kulturni statek, s nimz se Evropané poprvé seznamili na konci 13. stoleti
po navratu Marca Pola z jeho asijské cesty a ktery se vzhledem k nedostupnosti
dlouho pokouseli vlastnimi silami vyrobit. Ve svém usili uspéli teprve na pocéatku
18. stoleti.¥” Od druhé poloviny 17. stoleti se vSak rozvijel ¢ily obchod s jihovy-
chodni Asii, na jehoz zakladé vzrostl pocet dovazeného porcelanu do Evropy, kde
stale pribyvalo origindlnich vyrobkii. Evropsti zakaznici méli dokonce moznost
pusobit na ¢inské a pozdéji i japonské dodavatele svymi pozadavky. V pribéhu
nékolika staleti porcelan ovliviioval evropské keramické vyrobce, podnécoval
k technologickym pokustim a inspiroval predev$im po strance dekoru. Po zaha-
jeni vyroby evropského porceldnu se jeho nejstarsi vyrobny v Mi$ni a Vidni staly
nositelkami modnich trendd, které vedly k tvorbé a $ifeni univerzalnich vzort.
Inspiraci porceldnem zaznamenaly mnohé vyrobny fajansi. Ptsobil svymi tva-
ry a dekorem - tfeba novymi vyzdobnymi principy, kam patfilo uzivani rezerv
na barevném podkladu, nebo rozmistovani dekorativnich prvkid volné na po-
vrchu nadob, ale predev$im jednotlivymi exotickymi motivy - asijskou krajinou,
architekturou, postavami, cizokrajnou flérou a faunou.

Znalost vyroby fajansi - uslechtilé jemné keramiky s malovanym dekorem - pfi-
nesli do moravského regionu v 16. stoleti novokiténci, predstavitelé radikalniho proudu
evropské reformace, pozd&ji oznacovani jako habéni. ® Uprchlici ze Svycarska, Tyrol-

# K vyrobé fajansi na jihomoravském tizemi viz Pajer 2006, 80; Pajer 2018, 193 n.

8 Objev a pocatek vyroby porceldanu v Evropé jsou spojovany s Mi$ni a Johannem Fried-
richem Bottgerem (1708).

% Vyraz haban neni dosud jednozna¢né objasnén. Nejcastéji se vysvétluje odvozenim
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ska, Korutan, Némecka nebo severni Italie nalezli v naboZensky tolerantnim prostredi
jizni Moravy novy domov,*” v némz mohli zit podle vlastnich ideologickych zasad. Byli
vybornymi femeslniky a vynikali v fadé oborti, avSak nejzdsadnéjsi historickou stopu
zanechali pravé v zhotovovani fajansi, jeZ se na konci 16. a v priibéhu 17. stoleti fadilo
mezi $pickova uméleckd femesla. Zasluhou novokiténctl se na jihomoravském tzemi
(Tavikovice, Vacenovice, Strachotin, Stara Bfeclav aj.)* za¢ala na sklonku 16. stoleti vy-
rabét reprezentativni keramika, ktera doposud musela byt dovazena z Italie.”* S nastu-
pem tvrdé rekatolizace po roce 1622 a po vynuceném odchodu novokiténcti z Moravy
zhotovovaly fajansové vyrobky dilny jejich souvércti na sousednim zdpadoslovenském
uzemi (Sobotiste, Velké Levére, Kosolna, Dechtice, aj.). Po rozpadu zdejsich novokitén-
skych komunit na sklonku 17. a po¢atku 18. stoleti se odtud zacali stéhovat jednotlivi fe-
meslnici opét na moravské tizemi, kde pozvolna vznikala nova vyrobni stfediska (Nové
Ivancice aj.). Z nich pak v priibéhu dvou stoleti vychazely pocetné fajansové produkty,
jejichz vyroba se nejprve po technické i vytvarné strance dtisledné opirala o novokitén-
skou tradici. Vlivem novych spolec¢enskych a nabozenskych pomérti se postupné zfor-
movalo moravské femeslné dzbankarstvi, jez se v prubéhu 18. a 19. stoleti stalo neoddé-
litelnou soucasti lidové kultury Moravy.

Jiz v pozdné habanské fajansové produkei konce 17. stoleti Ize zaznamenat pti-
sobeni porcelanu na utvareni keramického zbozi. V druhé poloviné 17. stoleti doslo
v souvislosti s rozvojem zamotského obchodu k nartstu exportu porcelanu z domov-
ské Ciny do Evropy. Nedostupnost porcelanu vyvolala snahu napodobit jeho vzhled
v domacim materialu - tedy fajansi, protoze vyrobit porcelanovou hmotu stejné kva-
lity se na evropském uzemi stale nedatilo.”> Modie dekorovany bily porcelan dynastie
Ming inspiroval vyrobce zejména v Nizozemi a Itdlii. Uvedeny dekor nalezl vyraz
v specifické vyzdobé posthabanskych fajansi z prvnich desetileti 18. stoleti, které z¢as-
ti jiz vznikaly také v moravskych lokalitach. Jejich vyzdoba vychazela z novokiténské

z némeckého slova Haushaben, vyjadfujiciho spole¢ny dviir. Jako oznaceni prislusnika
novokiténct se slovo haban objevilo v slovenském prostredi na listiné z roku 1667. No-
vokiténci bylo vnimdno jako hanlivé a na konci 18. stoleti bylo jeho pouzivani dokonce
zakdzano. Ujalo se viak v souvislosti s pojmenovanim keramiky vyrabéné novokiténci
a jejich potomky a stale se uziva v odborné literature.

V obdobi 1526 - 1622 existovalo na jizni Moravé 56 sidel novokiténcti na 28 panstvich,
pocet novokiténcti byva odhadovan na 20 tisic (Pajer, 2006, 64).

K nejstarsi produkci na Moravé viz Pajer 2011, 3.

Italie byla od konce 14. stoleti centrem vyroby uslechtilé keramiky - majoliky, v niZ za-
ujimala vysadni postaveni a vyvazela ji do ostatnich evropskych zemi. Po technologické
strance v zdsadé znamend fajins totéz, co majolika. V 16. stoleti se uvedend vyrobni
technika rozsirila na sever od Alp, pro vyrobky mimo italské izemi se uziva oznaceni
fajans.

Srov. pokusy s vyrobou porcelanu na evropském tzemi, napf. na medicejském dvore
ve Florencii v posledni tfetiné 16. stoleti, nebo ve Francii aj.
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tradice a pouzivala médni prvky, jez pfinasel pro Evropany zatim obtizné dostupny
porcelan. Uvedené vlivy reprezentuje soubor kobaltovych motivi, které se objevovaly
zejména na ligurském zbozi. Okraj posthabanského plochého nadobi zdobil malo-
vany dekor provedeny ve dvou odstinech kobaltové barvy, ktery kombinoval rtzné
rostlinné motivy a vytvérel splet vétvicek, plodi, kvétii a travin, mezi nimiz se nékdy
objevovaly zviteci figury (patrné vliv ligurské produkce ze Savony). Vliv orientélniho
porcelanu zprostredkovany také delftskymi fajansemi dokladaji vyrobky s kobaltovou
malbou architektur, stromd, ptakd, hmyzu nebo konvalinek, které jsou komponovany
bez zfetele na proporce jednotlivych prvki (obr. 1).

Brzy po objevu evropského porcelanu v Mi$ni (1708) vznikaly v nasledujicich
desetiletich v nejstarsich evropskych vyrobnach vytvory orientalizujiciho charakteru.
V Misni byl uvedeny sortiment spojen s ¢innosti hlavniho malife Johanna Gregoria
Horoldta v letech 1720-1735. Soucasné se v porcelance ve Vidni rozvijela pod vede-
nim Claudia Innocentia Du Paquiera (1720- 1744) produkce, jez podobnym zpu-
sobem zpracovavala exotické predlohy, i kdyz s nékterymi vlastnimi originalnimi
ptistupy. Dekorativni vzory z obou podniki dale prejimaly nové vznikajici evropské
vyrobny (Ludwigsburg, Nymphenburg, Berlin, dale Sévres a mnohé dalsi). Zpocat-
ku byly vérné napodobovany orientalni vzory, mezi néz se zaradily také predlohy
japonského porcelanu. Rané misenské a videnské vyrobky predvadély cetné chinoi-
serie, zejména bohaty rostlinny dekor v pestrych barvach s vyraznymi kvéty pivonék
a chryzantém. Do kvétinové sestavy vSak zacaly pozvolna pronikat domaci prvky.
Po poloviné 18. stoleti se uvedeny dekor prosadil v celé evropské keramické produkci
jako reakce na malifskou stylizaci tzv. indianskych kvéti miSenské porcelanky a vi-
bec véech dosavadnich smért poplatnych Orientu. Pfechod od chinoiserii k pestrym
domacim kvétim nastal v Mi$ni kolem 1740 a nasledné probihal v dal$ich porce-
lankach a fajansovych podnicich piisobicich na francouzském, némeckém a italském
uzemi. Uvedena keramicka produkce prindsela svym majiteltim znaény zisk

U fajansi byla naznacend vytvarnd zména spojena s technickou inovaci - zave-
denim muflovych barev a techniky tfetiho paleni, jejiz prvenstvi ptipisuje odborna
literatura $trasburskému vyrobci Paulu Hannongovi (stal v ¢ele manufaktury v le-
tech 1732 -1760). Nizsi teplota v krytych schrankach (muflich) nebo muflovych
pecich dovolovala pouzit neomezené bohatou paletu barev, a tak jestlize dominujici
barvou predchoziho obdobi orientalizujici kvéteny byla cihlové ¢ervend, objevuje
se u fajansi svitivé purpurovad, pripravovana z dukatového zlata.”

Pred polovinou 18. stoleti se vyznamnou nositelkou aktudlnich smért v ke-
ramickém oboru stala cisafskokralovskd manufaktura na vyrobu fajansi v zdpado-
slovenské Holi¢i (1743-1827). Jeji zaloZeni bylo soucasti snah o hospodatské po-
vzneseni monarchie, o néz usiloval proziravy ekonom Frantisek Stépan Lotrinsky,

vvvvv

ny kvétinovy dekor velmi brzy, nelze viak jednoznacné potvrdit Ze byl bezprostfedné
pievzat ze Strasburku.
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manzel cisafovny Marie Terezie. V zdjmu ekonomické prosperity statu bylo ziejmé,
ze misto nevyhodného importu je tfeba zakladat vlastni podniky. Frantigek Stépan
Lotrinsky zalozil na vlastnim panstvi v zapadoslovenské Holi¢i prvni manufakturu
na vyrobu fajansi v monarchii, do niz pfivedl odborny personal ze své domoviny
— ze $trasburského podniku; zdroven postatnil druhou nejstarsi evropskou porce-
lanku ve Vidni. Ta se od roku 1744 méla zaméfovat zejména na plastiku, zatimco
holi¢sky podnik mél dodavat $iroké spektrum uzitkového zbozi cisatskému dvoru,
$lechté a do prodejnich skladu po celé monarchii. Bohaty sortiment sahal od zada-
ného reprezentaéniho zbozi pro $lechtu az po praktické nadoby pro maloméstské
odbératele. Nejvétsi pozornost se sousttedila na stolni nddobi, vyrobni napln vsak
byla pestra a zahrnovala napojové soupravy,™ lékarenské nadoby, podnosy slanky,
kropenky, kalamare, drobnou plastiku.

Holi¢ska manufaktura se stala vyznamnym inspira¢nim zdrojem pro individudlni
slovenské a moravské vyrobce fajansi, kteti pokracovali v tradici zalozené predchozimi
generacemi novokiténskych (habanskych) keramiki. Mnozi dzbankati se totiz v Holici
vyucili a prosli zdejsi vyrobnou, jez jim zprostfedkovala styk s nejnovéjsimi pracovnimi
postupy. * Kromé osvojovani médniho dekoru Ize zaznamenat také prebirani jednotli-
vych typt vyrobkt a jejich tvart. Lidovi vyrobci se pokouseli napodobit ploché nadobi
se zvlnénym okrajem, vyrabét figuralni slanky nebo kropenky v podobé sv. Veroniky,”®
kalamafe, stojanky na kapesni hodinky, ndbozenské plastiky apod. Inspirativné ptisobil
zejména kvétinovy dekor z let 1770-1775 sestavajici z centralni kytice s dominantni cer-
venou riizi, doplnovany dal$imi drobnéj$imi snitkami, ktery presel nejen do vyzdoby
talifti a mis, nybrz i dutého nadobi (dzbany, holby, konvice).

Pfi sledovani moravskych fajansi je mozné zaznamenat ohlasy ptisobeni por-
celanové produkce. Naznacil to jiz K. Cernohorsky pti podrobnéjsim rozboru de-
koru fajansovych produktii z moravskych dilen. Upozornil na dva proudy, které Ize
v pripadé fajansi 18. stoleti rozeznat.”” Oba vykazovaly prvky, jez byly soucasti deko-
rativnich systémi porcelanovych vyrobku a odrazily se ve vytvorech individudlnich
vyrobcil fajansi. Jednalo se o vyzdobné principy i jednotlivé prvky. Objevily se napt.
rezervy vyplnéné dekorem v barevné vymezenych plochach - napf. fajanse sttikané
manganem z druhé ¢tvrtiny 18. stoleti (obr. 2). Od $edesatych let 18. stoleti se u mo-
ravskych fajansi projevoval vliv exotického porcelanu jednak v podobé prvki dekoru
famille verte,” jednak v kvétinovém dekoru malovaném v muflovych barvach.

** Jde o obdobi, kdy se $ifilo piti exotickych ndpojii - ¢aje, kdvy a cokolady, které si vyza-
dalo pouzivani specialniho nadobi.

% Na moravské vyrobce ptisobila jesté manufaktura v Hranicich, kterd pracovala kratce
v poslednich desetiletich 18. stoleti.

% Ta se objevila jako produkt videnské porcelanky jiz v Du Paquierové obdobi (1720-
1744).

97 Cernohorsky [1941], 128.

% Famille verte, francouzsky ,,zelend rodina‘, reprezentuje druh ¢inského porceldnu kolem
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Prvni dekorativni proud vyuzival pouze tradi¢nich vysokozarnych barev.
Podle zachovaného pamatkového materialu se uplatnil ve v8ech tehdejsich vyrob-
nich lokalitach na Moravé. Pfes piisobeni porcelanu si vzhled moravskych fajansi
uchovaval dosti autonomni podobu, kdy centralni vyzdobny motiv vétsinou pred-
stavovaly antropomorfni nebo zoomorfni prvky obklopené rostlinnymi ttvary.
Porcelanovy dekor ovlivnil zejména charakter rostlin a jejich listovi, misto stromt
se ¢asto objevovaly palmy (obr. 3). Dal$im prvkem byla exoticka architektura, jez
se vyvijela k jednodussim tvarim a dosahla zna¢né stylizované podoby. Na mo-
ravskych fajansich postupné piijala formu tzv. cikanské boudy, jez se stala jednim
z charakteristickych vyzdobnych motivii hlavné mnoha talifka a mis a jejiz obliba
presdhla pocatek 19. stoleti (obr. 4). Chinoiserie se vyrazné uplatnila napf. v pracich
oslavanského fajanséra Josefa Koppa z doby kolem 1780. Jejim dokladem se stal
zejména dzbdn s asijsky vyhlizejici postavou hornika nebo dvé drobné konvicky,
jez svym tvarem i kvétinovym dekorem odpovidaji exotickym predloham.” Zde
by bylo mozné upozornit na odbyt Koppova zbozi prevazné v méstském prostredi

Priblizné soubézné se zacinal rozvijet druhy smér vyzdoby fajansi muflovy-
mi barvami, mezi nimiz dominovala purpurova &erven. Sifil se pod vlivem mod-
niho rokokového stylu predevsim z Holi¢e a dalsich fajainsovych manufaktur.
Uvedeny vyzdobny smér byl velmi atraktivni, av§ak technicky obtizné proveditel-
ny. Pamatkovy materidl moravskych fajansi dokldda, zZe se ¢erven zpocatku uplat-
novala vyhradné na plastikach, tedy na spiSe vyjime¢ném a vyrobné naro¢néj$im
zbozi. Teprve potom se pouzivala u bézného dzbankarského sortimentu, na du-
tém a zejména plochém nadobi. Pocet ¢ervené zdobenych vyrobkl intenzivné
narustal ke konci 18. stoleti a vrcholil na prelomu 18. a 19. stoleti. Sledujeme-li
vzajemné vazby, pak se ve zlidovélé produkei nejpocetnéji uplatnily talite a misy
zdobené kytici s Ustfedni ¢ervenou rizi, ¢asto doplnénou tulipAnem a pripadné
mensimi kvéty, ¢asto vychazejici z rohu hojnosti (obr. 6). Na okraji talitt a zby-
vajicich plochach ostatnich nadob se jesté malovaly jednotlivé snitky s drobnéjsi-
mi kvitky. U okrajii se kvétinové prvky namnoze spojovaly girlandami, stuhami
a maslemi, ¢asto byl okraj lemovan dekorativnim paskem. Kytice s ustfedni riizi
se stala hlavnim vyzdobnym motivem ¢elni strany dzbant, konvic, holeb nebo
stén polévkovych terrin. Rokokovy dekor pozvolna prechdzel v klasicistni. Mezi
¢ervené malovanym zboZim se rovnéz vyskytovala oblibena architektura, kterd

1700 z konce vlady dynastie Ming a z pocatku éry Mandzu, v jehoz malované vyzdobé
péti barev prevlada jasné zelena. Zbozi famille verte bylo vyrdbéno prevazné béhem
obdobi Kangxi (1661-1722) dynastie Qing. Tato vyzdoba byla hojné napodobovana ev-
ropskym porcelanem nebo fajansemi (zejména némeckymi).

% Sbirka Etnografického tstavu Moravského zemského muzea, inv. ¢. KER 20655, KER
20237 a KER21607.

1% Uhrova 1974, 291-293.
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¢asto vypliovala prostor rezerv. Ty se pouzivaly rovnéz na dzbanech a holbach
a zpravidla slouzily k umisténi obrazd svétci.

Pfestoze zavedené vyzdobné motivy a uzivani muflovych barev prezivaly v ur-
¢ité podobé az do roku 1850, ovliviiovaly od pocatku 19. stoleti podobu fajansi z ru-
kodélnych dilen nové tendence, jejichz nositeli se opét staly porcelanové vyrobky.
V prvni ¢tvrtiné 19. stoleti se za¢ina prosazovat stfidmy, ¢asto jemné kresleny ge-
ometrizovany dekor, provedeny v dominantni modré barvé, prevazné v §edomod-
rych odstinech. Mezi moravskymi vyrobci nalezeli k jeho prednim reprezentan-
tim vyskovsky Ignac Camek, Norbert Fiala s Albertem Hejtmankem nebo pozdéji
FrantiSek Zavtel z Velké Bitese. Naznaceny smér demonstroval predev§im modni
zalezitost. Zaroven vsak v ramci zhor$ovani vyrobnich a odbytovych podminek
vyhovoval Gspornym snahdm jednotlivych vyrobci, ktefi stéle obtiznéji zvladali
vyrobni proces a po poloviné 19. stoleti se ocitali pod konkuren¢nim tlakem rozvi-
jejici se sériové vyroby bélnin a postupné i porceldnu. Pracovné naro¢né a finan¢éné
néakladné zhotovovani fajansi proto sméfovalo k zjednodusovani postupti, méné
slozitym tvarim a jednodus$$imu malifskému dekoru v jedné - zpravidla kobal-
tové, barvé. Mezi vyzdobnymi prvky se objevily jednoduché zavésené girlandy se
stylizovanymi kvéty razi¢ek. Nékteré projevy lze nahlizet také jako rustikalizaci
porcelanem zavedeného slaménkového dekoru (obr. 7). Vyrobci v lidovém pro-
stfedi si oblibili pfedevsim jednoduchy vyzdobny styl modré barvy - tzv. vidensky
toulavy dekor. Jeho zaklad tvorila linie, k niz stridavé priléhaly ttvary ze ¢ty tecek
a obraceny trojuhelnik z ti{ ¢arek. Uvedeny dekor se na videnském porcelanu se
objevil v osmdesatych letech 18. stoleti a Casto se ve stejné dobé a ponékud pozdéji
vyskytoval rovnéz na tovarnich bélninach. Na moravskych fajansich predstavoval
bud jediny dekorativni prvek, nebo doplnék hlavniho vyzdobného motivu (obr. 8).
Vzhledem k své jednoduchosti si ziskal zna¢nou oblibu. V druhé tietiné 19. stoleti
¢asto zdobil povrch moravskych fajansovych produktt pretvoreny stylovy dekor
s motivem listi vinné révy, ktery do uzivani zavedly manufakturni a tovarni pod-
niky. Pasy z vinnych hroznt a listi, doplnéné dekorativné rozevlatymi tponky, se
staly zejména na pocatku 19. stoleti oblibenym dekorem na nadobi z mékké kame-
niny (bélniny) a porceldnu. V rustikalizované, osobité pietvorené a vkusu lidovych
vrstev odpovidajici formé byl popsany dekorativni styl pfenesen na sténu lidovych
fajansi. PouZzivané vzory se vyznacovaly riiznou mirou stylizace a jejich prvky casto
dospély k lapidarné provedenym, zjednodusenym a misty skoro geometrizovanym
tvarim. Pds z motivl révy vinné obvykle nachdzel vyuziti na okrajich talift a mis
nebo lemoval hrdla dzbanti. Uvedené vyzdobné prvky v kobaltové modré barvé
predstavovaly jeden z charakteristickych zptsobu vyzdoby vyskovskych fajansi
z doby kolem poloviny 19. stoleti. Tehdy velkoplosny kobaltovy dekor zcela pre-
vladl. Je charakteristicky pro pozdni fazi vyroby, kterou provazi celkovy tpadek
souvisejici s neschopnosti konkurovat levnému pramyslové vyrdbénému zbozi.

Pfi podrobnéj$im zkoumani projevii moravského dzbankaftstvi je moz-
né identifikovat projevy dobového ohlasu porcelanové produkce, ktera se
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zasadnim zptisobem podilela na utvareni vyvojovych trendt v keramickém
odvétvi. V pripadé rukodélnych vyrobcti na Moravé sehrala vyznamnou
zprostfedkovatelskou roli fajainsova manufaktura v Holi¢i. Zaroven je vSak
nutné dodat, Ze vyrobky moravskych dzbankarti - toufard, si vzdy uchovavaly
svébytnou a origindlni tvar. Produkce jejich dilen zaznamenala sviij umélecky
a technicky vrchol v posledni ¢tvrtiné 18. stoleti a prvni poloviné nasleduji-
ciho véku. Potom probihal pozvolny upadek a v osmdesatych letech 19. sto-
leti se dosavadni vyvoj uzaviel. Dilo dzbankatu tvorfi soudast lidové vytvarné
kultury Moravy a zaujima v ni vysadni postaveni. Maloktery region se mize
pochlubit tak dlouhou a slavnou tradici keramické vyroby jako Morava, ktera
vynikd pravé svymi fajansemi.
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Obrazky:

Obr. 1 - Misa s napisemm ANNA LEDABIL-
KA z roku 1713, patrné Bucovice, okr. Vy-
skov, inv. ¢. KER 20474

Obr. 2 - Dzban stiikany manganem s rezer-
vou vyplnénou dekorem s motivem ptdka.
Vyskov, kolem 1740, inv. ¢. KER 20325

Obr. 3 - Dzbdn s ohlasem vlivu porceldno-  Obr. 4 - Talifek s motivem cikdnské boudy.
vého dekoru famille verte v ndznaku ptirod-  Patrné Vyskov, prelom 18. a 19. stoleti, inv.
niho prostredi. Vyskov, posledni ¢tvrtina 18.  ¢. KER 21662

stolet, inv. ¢. KER 25712

PhDr. Alena Kalinovd (*1955) - vystudovala déjiny uméni a etnologii na Filo-
zofické fakulté Univerzity Jana Evangelisty Purkyné (dnes Masarykovy univerzity)
v Brné. Od roku 1981 pracuje jako kurdtorka sbirek lidového vytvarného uméni
v Etnografickém tistavu Moravského zemského muzea v Brné. Zamétuje se prede-
v$im na studium lidové keramiky a podmaleb na skle. Je autorkou publikaci Lidové
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Obr. 6 - Misa zdobend kytici se dvéma Cer-
venymi riiZemi. Vyskov nebo Bucovice, konec
18. nebo pocitek 19. stoleti, inv. ¢. KER 21220

Obr. 5 - Dzbdn s postavou hornika. Oslava-
ny, okr. Brno-venkov, autor Josef Kopp, ko-
lem 1780, inv. & KER 20655.

Obr. 8 - Misa s motivem sv. Josefa, na okraji
zdobend toulavym dekorem. Zdpadni Mora-
va (?), konec 18. stoleti, inv. ¢. KER 20609
Vsechny predméty pochdzeji ze sbirky Et-
nografického tistavu Moravského zemského
muzea v Brné, foto Zuzana Kocidnovd

Obr. 7 - Dzbdn s modrym dekorem girland
a riizicek. Zapadni Morava, pocdtek 19. sto-
leti, inv. ¢. KER 21786

podmalby na skle. Sbirka Moravského zemského muzea.(2014), Novokiténskd, ha-
banskd a posthabdnskd fajans v Moravském zemském muzeu 1600-1765 (2017),
spoluautorkou publikaci Posthabdnské keramické umenie (2016), Pribéh keramiky
z Olomucan (2017) a European Faience and Maiolica in the Collection of the Sile-
sian Museum 1380-1850 (2021).
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Z hliny vytoc¢eny, malovany a vypaleny pribeh
modranskej keramiky

Ako sme pripravili vystavu pre Porselensmuseet, Telemark
museum v mestecku Porsgrunn v Norsku (muzeum porcelanu,
ktoré patri MUzeu oblasti Telemark).

Ing. Miriam Funova

V Slovenskej fudovej majolike uz 140 rokov majstri remesla rozvijaju zde-
dené tradicie, rukami a srdcom tvoria keramickt dusu regionu, keramiku s bie-
lou glaztrou a typickymi bohatymi dekorativnymi vzormi. Vsetky vyrobky su
rucne vyrobené a malované. Kazdy kus je jedine¢né dielo. Modranska majolika
a majolikova ornamentika st zapisané v Reprezentativnom zozname nehmotného
kultiirneho dedicstva Slovenska.

Slovenska [udova majolika sa v si¢asnosti zameriava najma na zachranu, ob-
novu a zachovanie tradicii vyroby modranskej majoliky s dérazom na zachovanie
zamestnanosti a s potencialom vytvorenia inovativneho prostredia, tiez na osve-
tu ako napriklad zapis majoliky a majolikovej ornamentiky do Reprezentativneho
zoznamu nehmotného kultiirneho dediéstva Slovenska, exkurzie, workshopy, sym-
pozia, vydanie knihy Agity Petrakovicovej Sikulovej ,,Slovenska fudova majolika
v Modre®, ale aj na vzdelavanie a vychovu novych generdcii remeselnikov. Zaro-
ven sa ludovoumelecké vyrobné druzstvo snazi byt aktivnou stc¢astou komunity
v Modre a Bratislavskom kraji.

Vyznamnou ulohou firmy je aj posunutie tradicii do modernej doby s re-
$pektom a tctou. Majstri maliari prenasaju na keramiku tradi¢né vzory, ale aj
nové, ktoré vznikli in$piraciou storoénymi vzorkovnikmi nestora modranskej
majoliky Hefmana Landsfelda, aj spolupracou s mladymi dizajnérmi a kerami-
karmi. Zaroven je cielom aj navrat keramiky ako uzitkového predmetu do do-
macnosti, preto vylepsuje produktovt $kalu a vlastnosti produktov. Keramika zo
Slovenskej fudovej majoliky je vhodna do umyvacky aj mikrovlnky, ma certifikat
zdravotnej sposobilosti. Tymito krokmi si dokazala ziskat klientelu aj medzi mla-
dymi fudmi, ktori sa opdt vracaji ku kvalitnym lokalnym tradi¢nym produktom.

Najzavaznej$ou otdzkou do budicnosti je, ¢i v priebehu nasledujtcich 5 - 10
rokov dokaze v dnesnej dobe digitalnych technologii pritiahnut do svojich radov
mladych remeselnikov, budicich majstrov keramikarov. Preto v sti¢asnosti spo-
lupracuje s viacerymi odbornymi keramickymi $kolami a organizuje sympozia,
ktoré st stretnutiami pri tvorbe vyznamnych slovenskych vytvarnikov, skiisenych
remeselnikov, mladych keramikéarov a $tudentov remeselnych odborov.
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Slovenska ludova majolika pocas celej svojej dlhej existencie reprezentovala
Slovensko krasou keramiky po celom svete a bola partnerom najvacsich projek-
tov v oblasti kultary a tradicii. Dodnes sa prave v Modre tvoria repliky histo-
rickej keramiky pre potreby muzei, ale aj volne in$pirované vystavné kusy pre
$pecialne prilezitosti ¢i zberatelov. Preto si tiito najvacsiu a najstarsiu keramicku
dieliu na Slovensku vybrali partneri projektu Den hliny — Caro hliny / Clayday
- Magic of Clay, aby pod kuratelou PhDr. Agity Petrakovicovej Sikulovej pri-
pravila vystavu Pribeh modranskej keramiky. Kuratorka po odbornom vyskume
v zbierkach SNM-Muzea Ludovita Stira - Muzea Slovenskej keramickej plastiky
— pripravila dramaturgiu vystavy a na jej zdklade predstavila poZiadavku na vyro-
bu jednotlivych kusov keramiky. Bol 7. februdr 2022 a praca na vyrobe sa mohla
zacat.

Zaciatok bol v rukdch Olivera Domeho, kruhdra, akych mame na Slo-
vensku uz len zopar. Vyucil sa v Slovenskej ludovej majolike, $pecializoval sa
na surovd vyrobu a tocenie na kruhu. NielenZe dodnes dokaze chrlit dzbanky
a hrnc¢eky neuveritelnou rychlostou, ale z hrudy hliny tvori aj velkolepé vazy
vysoké vySe metra, obrovské taniere a kr¢ahy. Podla zadania A. Petrakovi¢ovej
Sikulovej vyrobil na mieru repliky historickej keramiky, niektoré boli dochova-
né iba na dobovych fotografiach. Babovkové formy, formy na pecenie, $pecidlny
typ dzbanu - sova, ale aj nddherné vystavné kusy presli rukami majstra vela-
krat. Strazil ich, aby pri suseni nepukli, uchatil, opracovaval, aby glazira mala
hladky podklad. Kontroloval, ako jeho diela idu po riadnom ususeni do pece.
Tento proces trval takmer dva mesiace. Hlina musi schntt velmi pomaly a pri-
rodzene, aby sa neposkodila, a ¢im je kus vacsi, tym je viac na riadne dodrzanie
procesu héaklivejsi.

Umelecky keramikar Juraj Hanulik sa vyudil zaciatkom 70-tych rokov
v bratislavskom Keramickom ucilisti a svojmu remeslu je verny dodnes. Cely
zivot pracuje s hlinou, rozumie sa jej spracovaniu lepsie ako ktokolvek na Slo-
vensku. Nerobi len tradi¢nt keramiku, ma svoje typické Speciality, ale dokaze
napriklad vyrobit aj keramické kachle. Jeho kalamare a hranaté flase, ktoré tvo-
ri od surovej hliny az po posledny vypal, su skvostnou spomienkou na roky
davno minulé. Najva¢simi (doslovne) podkladmi majstra Hanulika st vsak
nim malované vystavné vazy a taniere. Je vychytenym maliarom velkych kusov,
dokdze ornament rozlozit do priestoru so zachovanim najvyssich estetickych
a vzletnd, aj pre jej krdsu ho v roku 2022 za majstra remesla menovalo Ustredie
ludovej umeleckej vyroby.

V polovici aprila Oliver Déme vytocil a Juraj Hanulik namaloval 34 na mie-
ru vyrobenych, zvi¢$a nadrozmernych kusov keramiky a 24 tradi¢nych kuskov
ako prestieranie stola, ktory je sucastou vystavy. Dalsie kusy, ktoré malovali aj
ini maliari, reprezentuja sucasnu tvorbu - tradi¢nt ornamentiku aj nové vzory.
Visetko sa riadne odfotilo, naukladalo do krabic a celd vystava aj s informa¢nymi
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panelmi 21. aprila 2022 po dlhej ceste dorazila bez poskodenia na miesto uréenia
- do Miizea porceldanu v nérskom Porsgrunne.

Na slavnostnom otvoreni, 4. maja 2022, povedala kuratorka vystavy Agdata
Petrakovi¢ova Sikulov4 aj tieto slové:

~Vystava Pribeh modranskej keramiky je origindlom, jej osobitost spociva v jej
prevedent, nakolko vsetky vystavné kusy boli nanovo zhotovené v dielfiach Sloven-
skej ludovej majoliky v Modre podla historickych predloh. Keramiku dalo vyrobit
podla vybranych predléh mesto Modra. Medzi expondtmi sa nachddzajii hrnéiarske
vyrobky, reprodukcie tradi¢nej habdnskej keramiky i keramika z Modry z medzi-
vojnového obdobia. Medzi expondtmi sa nachddzajii i stiéasni tvorcovia keramiky,
zamestnanci Slovenskej ludovej majoliky, Jakub Liska s keramikou MODRANSKA
a Peter Dureje.

Dnes sa vam otvdra nasa skrinka s rodinnym striebrom, ktoré kedysi tvorilo
slovensky svojrdz. Skrinka je tu, treba ju len otvorit a hladiet. Priniesli sme Vim
kus slovenskej hliny, vody a ohtia, ktoré pretvorili nasi vyrobcovia do malovanych
jemnych ludi, pretoZe prdve omi robia rucne vyrdbanii keramiku z Modry
jedinecnou.“

Pribeh modranskej keramiky sa v Norsku nekon¢i. Pokracuje krasou kera-
miky, ktora vytvorili ndrski a slovenski umelci v jini 2022 na sympéziu v pries-
toroch vyroby v Slovenskej ludovej majoliky Modre, vystavou porcelanu v Modre
a naslednou vymenou vystav. Priame prepojenie malby na keramiku a porceldn
vzniklo pod rukami umelkyne Yngvild Hasvik, maliarky porcelanu z Porsgrun-
nu, prave na spominanom sympodziu. Pouzila tradi¢né prvky ornamentiky ma-
joliky a norskeho porcelanu, ¢im vznikol zaujimavy motiv, ktory sa moze stat
jednym zo vzorov malovanych v budicnosti.

Obrazky:

Obr. 1 - Certifikdt
0 zdpise
modranskej
majoliky

a majolikovej
ornamentiky do
Reprezentativneho
zoznamu
nehmotného
kultirneho
dediéstva
Slovenska,

foto: archiv
Centrum pre
tradi¢nii ludovii
kultiru
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Obr. 2 - Letné sympozium
majoliky s témou vdza,
tcastnicky z bratislavskej
SUPky,

foto: Lucia Mandincovd

Obr. 3 - Riaditel SLM
Filip Futia, kurdtorka vy-
stavy Agdta Petrakovicovd
Sikulovd, majster maliar
Juraj Hanulik, majster
kruhdr Oliver Dome

a vediica vyroby SLM
Mdria Valentinovd(zlava)
pri planovani vyroby
keramiky na vystavu,
foto: Lucia Mandincovd

Obr. 4 - Misa na pecenie babovky, replika Obr. 5 - Dzbdny, repliky historickych kusov,
historického kusu, v surovom stave pred namalované pred poslednym vypalom,
vypalom, foto: archiv SLM foto: archiv SLM
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Obr. 7 - Sldvnostné
otvorenie vystavy
»Pribeh modranskej
keramiky“v Porselen-
museet, Telemarkmu-
seum Porsgrunn, zlava
riaditelka Telemark-
museum Barbara De
Haan, riaditelka SLM
Miriam Futiovd, ku-
rdtorka vystavy Agdta
Petrakovicové Siku-
lovd, primdtor mesta
Porsgrunn Robin Kass,
foto: Stina Glommi

Obr. 6 - Repliky vystavnych tanierov, vysta-
va v Porselenmuseet, TelemarkmuseumPor-
sgrunn, foto: Stina Glommi

Obr. 8 - Maliarka porceldnu z Porsgrunds
Porseleensfabrik Yngvild Hasvik na medzi-
ndrdnom sympoziu v Slovenskej ludovej
majolike, foto: Martina Miciichovd
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Obr. 9 - Prepojenie
dekorov porceldnu

z Porsgrunn

a modranskej majoliky,
autorkou je maliarka
porceldnu z Porsgrunds
Porselensfabrik Yngvild
Hasvik na medzindrdnom
sympéziu v Slovenskej
ludovej majolike,

foto: archiv SLM

Ing. Miriam Futiovd - projektovd manazérka, odbornicka na marketing a komu-
nikdciu. Je predsednicka predstavenstva akciovej spolocnosti Slovenskd ludovd ma-
jolika. Podiela sa na organizdcii podujati na zachovanie tradicii v regione, s timom

dobrovolnikov z OZ Modranskej Besedy.
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Porceldanova tovaren Porsgrund - histéria
a Styly jedinej porcelanovej tovarne v Norsku

Karolina Szawica
Konzultanti: Ann Iren Ryggen Aasen, Mariken Eek

Cinsky porcelan a jeho cesta do Eurépy.

Porcelan fascinuje Eurépu uz po starocia. Nazov porceldn pochadza z tali-
anskeho slova porcella’ (musla) kvoli bielej farbe a hladkému povrchu, ktory
sa podobd povrchu porcelanu. Porcellana'® sa spomina v savislosti s viacerymi
inventdrmi z obdobia stredoveku a renesancie, pri¢om opisuje rozne predmety,
ako napriklad opalové sklo, perlet, lasturniky ¢i keramiku s bielou glaztirou, akou
je aj holandska fajansa.

Porcelédn bol vyvinuty v Cine pred storo¢iami. Za dynastie Ming (1368 -
1644) sa uz ¢insky porceldn vyvazal do Eurdpy. Takzvany modro-biely porcelan
bol najzndme;j$im a najziadanej$im porceldnovym $tylom v Eurépe. Vyroba por-
celdnu v Cine bola ststredend okolo jedného mesta, a to Ching-t é-ch én-u (dnes
Jingdezgen), na juznom brehu rieky Ch'ang v provincii Kiangsi. Zac¢iatok vyroby
porcelanu v tychto oblastiach sa datuje uz do obdobia dynastie Han (206 pred n.
1. - 220)'. Do Eurdpy sa ¢insky porceldn dostal prostrednictvom takzvanych
vychodoindickych spolo¢nosti. Prvd z nich, zalozena v roku 1600, bola anglicka,
neskor britskd akciova spolo¢nost, ktora obchodovala prevazne s bavlnou, hod-
vabom, indigovym farbivom, cukrom, solou, korenim, strelnym prachom, ¢ajom
a 6piom. V roku 1616 bola zaloZzena Danska vychodoindicka spolo¢nost, ktord
véak nemala tspech v obchodovani. V roku 1732 bola zalozena dalsia vychodo-
indické spolo¢nost pod nazvom Asiatisk Kompagni (Azijska spolo¢nost). Tejto
spolo¢nosti sa podarilo ziskat privilégium obchodovat so vSetkymi pristavmi
medzi Danskom a Noérskom a Mysom dobrej nadeje. Privilégium trvalo 40
rokov a zarucilo spolo¢nosti monopol pre obchodovanie s vyssie uvedenymi
pristavmi'®. Tieto spolo¢nosti priniesli ¢insky porcelan do Eurdpy. Porcelan bol
vnimany ako cudzokrajny a exkluzivny vyrobok, pripominajtci exoticku a vzdia-

1" Randi M. Johanessen, Den norske import av ostindisk porselen i tiden fra Asiatisk Kom-
pagnis grunnleggelse 1732 til omkring 1800 ja: Kinesisk Porselen i Norge pa 1700-tallet,
Museumsforlaget, Trondheim 2018.

'2Randi M. Johanessen, op.cit.

'®Randi M. Johanessen op.cit.

'"Randi Johanessen, op.cit.
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lent krajinu — Cinu. Dopyt a obdiv dosiahli svoj vrchol po¢as druhej polovice
16. storocia.

Foto 1: Osemuholnikovd porceldnovd terina
s vekom. Biela glaziira a modrozelené farebné
tony, modrd, rucne malovand kresba s pod-
glaziirnym dekorom zndzorfiujiica krajinu so
stromami, budovami a jelerimi. Modré ruko-
vite po strandch stvdrnené v podobe zviera-
cich hlav. Miizeum Telemark, TGM-H.423.A

Cinsky porceldn vyvazany do Eurépy bol predmetom velkej fascinacie.
Dopyt bol obrovsky a vdaka objaveniu kaolinovych poli boli ¢inski vyrobcovia
schopni uspokojovat dopyt eurdpskych kupujucich. V tomto obdobi bol porceldn
luxusnym vyrobkom a dovozcovia zacali ¢asom prichadzat s vlastnymi poziadav-
kami. Ziadali, aby boli vyrobky viac prispdsobené eurépskym normam. Tymto
sposobom dokazali oslovit $irsi okruh zakaznikov. Poziadavky sa vztahovali naj-
mi na dekor. Eurépskym zakaznikom sa pacilo, ze ich ,Cina“ je dekorativnejsia,
s vyobrazenymi aristokratickymi alebo burzoaznymi erbami. Aj forma musela
byt prispdsobend eurépskemu vkusu. Salky uz mali uskd, ajové $élky sa vyrébali
s podsalkami a museli sa vyrabat aj nové vyrobky, napriklad teriny'®.

Navod na vyrobu porcelanu zostal dobre strazenym tajomstvom. Bolo to az
v roku 1708, ked alchymista Johann Friedrich Béttger'® v Sasku rozlustil toto
tajomstvo a po mnohych pokusoch sa mu kone¢ne podarilo vyrobit porcelan.
Polsky kral a sasky kurfist August Silny (12. maja 1670 - 1. februara 1733), ktory
bol velkym obdivovatelom porceldnu, potreboval zlato na splatenie svojho dlhu.
Dopocul sa o mladom alchymistovi Johannovi Friedrichovi Béttgerovi, ktory bol
znamy tym, Ze dokdzal vyrobit zlato. Dal ho zatknut a uvéznit. Bottger dostal
jasnu ulohu - ndjst navod na vyrobu zlata alebo porcelanu. Po mnohych poku-
soch sa mu podarilo vymysliet recept na porcelan. Trvalo mu dalsi rok, kym vy-
nasiel glazru'”. Takto bola zalozena tovaren Meissen v roku 1710'%. Netrvalo
dlho a bola otvorena aj dal$ia tovaren na porcelan. V roku 1718'” bola zalozena
Augarten Porzellenmanufaktur vo Viedni. V kratkom ¢ase na to sa pridali aj dal-

'®Randi M. Johanessen, op.cit.

1% Josef Halvorsen, Kjell Egil Larsen, Gammelt Porsgrund: Klenodier verd d eie, Grenmar
Forlag DA, Porsgrunn 1997.

17Josef Halvorsen, Kjell Egil Larsen, op.cit.

1%Josef Halvorsen, Kjell Egil Larsen, op.cit.

1 Muzeum v Augartene
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$ie eurdpske krajiny a zalozili si vlastné porcelanové tovarne. Spomenime napr.
1775 - Royal Copenhagen v Dansku, 1777"" - porcelan Hollohdza v Uhorsku,
1790"? — Cmieléw v Polsku, 1826'* — Gustavsberg vo Svédsku. V roku 1885 bola
zaloZend prva a jedind tovaren na porcelan v Norsku. V tomto prispevku sa bude-
me zaoberat jej histériou a uvedieme priklady modelov, stylov a dekorov.

Porsgrund Porseleensfabrikk — zriadenie a rana vyroba.

V porovnani s inymi eurépskymi porcelanovymi tovariiami bola porceld-
nova tovaren Porsgrund zalozena pomerne neskoro. Muzom, ktory za tym viet-
kym stdl, bol Johan Jeremiassen. Narodil sa v roku 1843 v Kviteseide a zomrel
v roku 1889, vo veku iba 46 rokov. Bol rejdarom a za zenu mal dcéru jedného
z najbohatsich muzov v Porsgrunde - Serine Knudsen. Manzelstvo bolo prav-
depodobne jednym z faktorov, vdaka ktorému umoznili Jeremiassenovi posta-
vit tovaren. Myslienka zriadit vyrobu v Noérsku skrsla Jeremiassenovi nahodou.
Jeremiassenov zdravotny stav nebol dobry, a ked bol v nemeckom Karlsbade
na lie¢eni, napadla mu moznost vyroby porcelanu vo svojej vlasti. Hlavny dovod
bol jednoduchy. Norsko vyvazalo kremen a Zzivec z juhu (Arendal a Bamble''*)

Foto 2: Zakladatel Porsgrundskej porceldnovej
tovdrne Johann Jeramiassen. Telemark miizeum,
TGM-B.22505.

"0Josef Halvorsen, Kjell Egil Larsen, op.cit.

" Dejiny Hollohdzy - Hollohazi Porcelan - medzinarodny internetovy obchod (hollohazi-
porcelan.com)

20 marce - Polskie Fabryki Porcelany ,Cmieléw* i ,Chodziez* (porcelana.com.pl)

"3 Historik — Gustavsbergs Porslinsfabrik

"1* Ada Polak, Gammelt Porsgrund Porselen, C. Huidtfeldt Forlag A.S., Oslo 1980.
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do nemeckych porcelanovych tovarni. To znamenalo, ze tu boli pritomné dve
hlavné zlozky potrebné pre vyrobu porcelanu. Jedinou chybajicou zlozkou bola
biela hlina nazyvana kaolin. Ta bolo mozné lacno dovazat ako naklad pri spia-
to¢nej ceste z Nemecka. Zrodila sa teda myslienka a Jeramiassen inicioval proces.
V roku 1885 bola zalozend akciova spolo¢nost. Spolu sa predalo 352 akii pri cene
pétsto,- za jednu akciu'®.

22. septembra 1885 bol zakipeny majetok a uz 10. februara 1887 bola vypa-
lena prva Salka. Avsak este predtym, ako mohla byt vypalena prva $alka, museli
byt vyriesené niektoré zalezitosti. V prvom rade to bol nedostatok odbornych
znalosti. Vyroba porcelanu bola novym odvetvim priemyslu v Norsku. Rovnako
ako kaolin, museli byt teda dovezené aj odborné znalosti. Za tymto t¢elom bola
oslovena jedna nemecka rodina keramikarov. Tridsatro¢ny Carl Maria Bauer bol
tym spravnym muzom, ktory mal za ilohu vybudovat tovéren a naplanovat vyro-
bu pocas jej prvého roka. Disponoval takymito vedomostami, pretoze podobnej
ulohy sa zhostil uz pri zakladani tovarne v Rusku. Bol si dobre vedomy problé-
mov, ktoré este len mali nastat: jazykova bariéra, cudzia krajina, nedostatok ve-
domosti a skisenosti.

Ked sa 10. februdra 1887 zacala prva vyroba, tovaren mala dvadsatdevat
zamestnancov. Na prelome rokov to bolo uz viac ako sto. Tovaren pokracova-
la v expanzii a v roku 1894 bol pocet zamestnancov viac ako dvesto. Z dévodu
nedostatku odbornych znalosti, mnohi zamestnanci prichddzali zo zahranicia.
Nemci a Dani pracovali v tovarni spolu s Nérmi. Boli v mensine, avSak, mali
vyznamné postavenie vo vyrobe. NajdoleZitejsie postavenie mali maliari'®. Bolo
tu zamestnanych aj vela zien, ktoré vykonavali ,,lahsie“ ulohy, ako napr. lestenie,
balenie a tla¢'"’.

Rand produkcia pod vedenim Carla Mariu Bauera bola velmi luxusn4, az
okazald, s honosnymi dekormi. Tieto vyrobky boli drahé na vyrobu, preto bol

Foto 3: Cajovd $dlka vyrobend polas prvého
vypalovania 10. februdra 1887. Ndpis: Porsg-
runds Porselensfabrik 1. Breending 10. Febr.
1887 [Porsgrundskd porceldnka, 1. vypalova-
nie 10. februdra 1887

5Josef Halvorsen, Kjell Egil Larsen, op.cit.
"¢Josef Halvorsen, Kjell Egil Larsen, op.cit.
17 Ada Polak, op.cit.
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zisk pomerne nizky. Priklady luxusnych vyrobkov si mnohé. Telemark Muse-
um spravuje niektoré z nich, ako napriklad porcelanovy stol"'® alebo vazu Wedel.
Bauerovou ambiciou bolo preukazat kvalitu a umelecké schopnosti tovarne. To
vyvolavalo konflikt medzi Bauerom' a vedenim fabriky, az do obdobia pokym
Bauer neopustil tovéren a neprestahoval sa naspat do Nemecka.

Foto 4: Viza Wedel. Telemark Miuizeum,
TGM-BM.1967:389

Foto 5: Porceldnovy stol, TGM-BM.1968:024.
Pravdepodobne jediny porceldnovy stdl, ktory
bol kedy vyrobeny v PP. Stél sa nenachddza

v Ziadnom z cennikov a pravdepodobne bol
vyrobeny za ticelom vystavovania na Sever-
skej vystave priemyslu, polnohospoddrstva

a umenia v roku 1888.

V roku 1888 sa v Kodani konala Severskd vystava priemyslu, polnohos-
podarstva a umenia. Porceldanka Porsgrund ukdzala niektoré zo svojich najlep-
$ich a najluxusnej$ich produktov a ziskala bronzovi medailu'. V tom istom

18 Ann Iren Ryggen Aasen, Bordet fra Porsgrund Porseleensfabrikkja: Alt Dette Er Ditt, red.
Mariken Eek, Kristen Teigen, Kristin Berge, Telemark Museum, Skien 2022

119 Alf Boe, Porsgrunds Porselensfabrikk, Bedrift og produksjon, 1885-1965, Porsgrunds
Porselansfabrikk i kommisjon hos Johan Grundt Tanums forlag, Oslo, 1967.

120 Ada Polak, op.cit.
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roku musela tovaren kupit a nainstalovat dve nové pece, pretoze objednavky
od zakaznikov sa valili a tovaren nemala dostatoénu kapacitu na uspokojenie
dopytu'?’.

Premena

Ako tu uz bolo spomenuté, rana vyroba v tovarni Porsgrund sa ukazala ako
nékladna. Ako piSe Alf Boe, riaditel Bauer zaviedol vysoké standardy, pokial ide
o modely aj kvalitu. To bolo pravdepodobne hlavnym dévodom, preco bol zisk
taky nizky. Tovaren potrebovala prejst premenou na o nie¢o jednoduchsiu vyro-
bu, aby oslovila $irsi okruh zakaznikov. ' Pred¢asna smrt Johanna Jeremiassena
(v roku 1889) viedla k vymenovaniu nového vedtceho tovarne. Vedenie prebral
Gunnar Knudsen, liberalny poslanec ndrskej Narodnej rady a zaroven Jeramias-
senov svokor. Zmena administrativy a obchodného riadenia viedla k rezignacii
Carla Mariu Bauera. Vysledkom boli zmeny vo vyrobe aj v socidlnych vyhodach
pre pracovnikov tovarne. Gunnar Knudsen, ktory sa neskor stal nérskym premié-
rom, zaviedol do porceldnovej tovarne Porsgrund principy socidlnej starostlivosti
a tiez institucionalizoval systém tspor v prospech zamestnancov, davky pri pra-
covnej neschopnosti, ddchodky a dovolenky'?.

Rand vyroba v Porsgrunde pripomina eurépsky styl. Va¢sina dekoraénych
vzorov bola vypalend na glazdru, pri¢om obrysy boli najskor vytladené a po-
tom vyplnené ru¢ne. Vyrobky so slamienkovym vzorom boli vytvarané iba ob-
medzenym poc¢tom kvalifikovanych maliarov porcelanu. Slamienkovy vzor je
pravdepodobne jednym z najpopularnejsich vzorov a bol pouzivany v mnohych
eurdpskych tovarnach, ako napr. Meissen alebo Royal Copenhagen. V roku
1900 zacala tovaren so svojim prerodom v oblasti §tylu, modelov aj dekorov.
Norsky umelec Gerhard Munthe navrhol vzor modrych sasaniek, ktory si ziskal
obrovsku popularitu.

V roku 1901 vzniklo umelecké oddelenie ako vysledok usilia umeleckej ini-
ciativy. Vedticou oddelenia sa stala Danka, Rose Martin, ktord predstavila novy
Kodansky $tyl a metédu podglazirovej porcelanovej techniky. Zakratko na to, aj
ini norski umelci prevzali tento $tyl, ktory zozal obrovsky tspech. Boli navrho-
vané nové vyrobky, medzi nimi vazy a figirky, niektoré z nich od sochara Geor-
ga Andrehoa Heggelunda a Johana Sirnesa. Nové navrhy dekoracii vytvorili aj
umelci ako Thorolf Holmboe, Theodor Kittelsen, Gerhard Munthe a dal$i. Tieto
vyrobky sa stali pychou porceldnky a boli vystavované na mnohych vyznamnych
vystavach, ako napr. v Kristianii v roku 1914 pri prilezitosti oslavy stého vyrocia
noérskej ustavy'*.

12 Ada Polak, op.cit.
122 Alf Boe, op.cit.
123 Alf Boe, op.cit.
124 Alf Boe, op.cit.
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Vyrobky vyrobené na umeleckom oddeleni boli skuto¢nymi majstrovskymi
dielami. Vazy boli vysoké, niektoré dokonca az pol metra. Pri mnohych bol bada-
telny vplyv secesného $tylu'?, ktory prevladal v tomto obdobi.

Od konca roku 1800 az do roku 1914 dominoval §tylu remeselného spraco-
vania v Norsku nacionalizmus. To bolo viditelné zvicsa pri zlatotepeckom ument,
textile a drevorezbarstve. Najoblibenej$imi motivmi boli drak z vikingskej éry,
motivy zo stredoveku ¢i barokovy akant. Tento nacionalisticky duch dosiahol
svoj vrchol v roku 1905, ked Nérsko ziskalo nezavislost po rozpade Unie medzi
Svédskom a Nérskom. Porceldnova tovaren Porsgrund stéla pred novou tilohou:
vytvorit novy $tyl, ktory rozprava novym nacionalistickym jazykom. Takéto vy-
robky dostali nazov Nordisk (Nordic) a ndgjdeme ich v cennikoch z roku 1908. Tie-
to série zobrazuju motivy in$pirované starymi predmetmi farmarov, ktoré byvali
povodne vyrabané z dreva, ako napr. pivné ¢ase. Takéto vyrobky boli ¢asto malo-
vané ruzami a pripominali §tyl starej norskej ruzovej malby (rosemaling). Okrem
typickych starych nérskych motivov bol porcelan Nordisk ¢asto dekorovany nor-
skymi frdzami alebo rymami v gotickom §tyle pisma. Texty boli kopirované zo
starych pivnych ¢ia$ alebo parafrazované'®.

Foto 6: Nordisk, pivnd casa. Ndrodny erb, obe
zakoncenia koncipované ako dracia hlava.
Cennik z roku 1909. Cislo modelu: 1290.4.

Nova generacia umeleckych riaditelov'?’

Hans Flygenring (umelecky riaditel 1920 - 1927)

Roky 1918 - 1919 st zname vyraznym prebudenim zaujmu ludi o umenie,
remesla a priemyselny dizajn. V roku 1918 bola zalozena Spolo¢nost umenia a re-
mesiel a priemyselného dizajnu. Proti Porsgrund Porselen bolo vznesenych mnoho
kritickych hlasov a kritika bola zamerand hlavne na ich politiku “spiacej Sipkovej
Ruzenky*. Mnohi kritici im vy¢itali, Ze tovaren stradala inovacie a originalitu a vy-
rabala iba staré modely a dekoracie. Kritiku si v tovarni vzali k srdcu a vznikla tu
potreba nového umeleckého vedenia. V roku 1920 bola tito praca zadana Danovi,
maliarovi a sochdrovi, ktory v minulosti pracoval v Royal Copenhagen. Volal sa

125 Ada Polak, op.cit.
126 Ada Polak op.cit.
127 Cely odsek zalozeny na: Porsgrund
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Hans Flygenring. V Porsgrund Porselen stravil sedem rokov. Pocas tychto rokov
navrhol pre umelecké oddelenie sériu novych vaz spolu s mnohymi novymi navrh-
mi. Jeho $tyl bol inovativny, s vyrazne tvarovanym prevedenim a exotickym nady-
chom. Jeho dekoracie su farebne vyrazné a evokuju orientalne motivy.

Foto 7: Orientdlna viza, Hans Flygenring.
Miizeum Telemark, TGM-BM.1966:544

Nora Gulbransen (umelecka riaditelka 1927 - 1945)

Flygenring opustil Porsgrund Porcelain v lete 1927 a koncom roka bola v to-
varni zamestnana Nora Gulbrandsen. Mnohi sa vS§ak domnievaju, Ze myslienka za-
mestnat ju v tovarni sa zrodila uz skor. Nora Gulbrandsen bola $tudentkou Stétnej
$koly umenia a remesiel. Neskor sa stala dominantnou umelkynou a dizajnérkou
v porcelanovej tovarni Porsgrund a to az do obdobia druhej svetovej vojny.

Debutovala v roku 1928 na vystave v Bergene. Vyznamnu poziciu si zabez-
pecila svojimi novymi kavovymi stipravami, ¢ajovymi siipravami a vazami. Jej
$tyl si vysluzil vS§eobecné uznanie, pricom najma v 30. rokoch bol vo velkej miere
ingpirovany geometrickymi formami a vytvarnym umenim. Dekoracie boli ¢as-
to vytieniované od tmavych odtienov po svetlé. V motivoch bola in$pirovand aj

Foto 8: Geometrické tvary, cajovd stiprava,
Nora Gulbrandsen.
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inymi zahrani¢nymi tovarniami, napriklad v Nemecku. Jej formy a dekory boli
uplne odlisné od predchddzajucej produkcie v Porsgrunde. Jej navrhy boli tiez
funkcionalistické, va¢sinou v $tyle Art Deco.

Konrad Galaaen a povojnova vyroba

Po odstiipeni Nory Gulbrandsenovej potrebovala tovéren nové umelecké
smerovanie a nové navrhy. Jej $tyl Art Deco bol typicky prave pre medzivojnové
obdobie. V roku 1947 porceldnova tovaren Porsgrund pozvala do sutaze studen-
tov katedry Norskej narodnej akadémie remesiel a priemyselného umenia. Ich
ulohou bolo vytvorit ¢o najdekorativnejsiu porcelanova vazu'#. Tato sutaz bola
organizovana s cielom ndjst nové talenty pre tovaren. Konrad Galaaen ziskal prva
cenu a 100 nérskych koran za svoju pracu s nazvom Viza'”. Ukézalo sa, ze Ga-
laaenovi to pomohlo otvorit dal$ie dvere. V auguste 1947, po ukonéeni $tddia,
ziskal pracu v Porcelanovej tovarni Porsgrund.

Konrad Galaaen sa narodil v roku 1923 v Galdene nedaleko Rerosu'*. Bol
jedinym synom v rodine a prirodzene sa od neho ocakavalo, Ze prevezme farmu.
Ako sa neskor ukdzalo, trpel na alergiu na seno. Namiesto neho teda farmu zdedila
jeho sestra. V roku 1942 sa prvykrat prihlasil na Nérsku ndrodna akadémiu reme-
siel a priemyselného umenia, ale jeho Ziadost bola zamietnutd''. O rok neskor sa
prihlasil znova a tentoraz bol prijaty. Maliarsky kurz zacal v roku 1923. Akadémia
bola v$ak zasiahnutd druhou svetovou vojnou. V 40. rokoch 20. storocia bolo medzi
$tudentmi beZnou praxou vyber studia na viac ako jednej z katedier na akadémii.
Rovnako aj Galaaen Studoval na katedre keramiky a zéroven aj na katedre malby'*.

Jeho najslavnejsi jedalensky set s nazvom Spire bol navrhnuty v roku 1952.
Odvtedy sa este stale vyraba, aj ked uz nie nepretrzite. Je to pravdepodobne
jedna z najpopuldrnejsich jedalenskych stprav, ktoré sa kedy vyrobili v porce-
lanovej tovarni Porsgrund. Styl tohto setu je zndmy ako organicky moderniz-
mus, vdaka svojej $piralovitej vyzdobe. Dalsia jedélenska sada, navrhnutd v rov-
nakom obdobi ako Spire, niesla nazov Sirkel. Rovnako ako Spire, aj Sirkel bol
dizajnovany v takzvanom negativhom reliéfe, ktory je vyryty v materiali. Sirkel
pdsobil exkluzivnejsie nez Spire. Pravdepodobne aj cena bola vyssia. Sirkel vSak
po niekolkych rokoch z produkcie vymizol.

Konrad Galaaen neskor zmenil svoje zameranie a od navrhovania riadu pre-
$iel k tvorbe dekorativnejsich umeleckych diel'**. V obdobi okolo roku 1970 zacal
navrhovat sériu reliéfov z porcelanového alebo $amotového materialu.

128 Mats Linder, Konrad Galaaen, Spriten Forlag og Kunsthall Grenland, Porsgrunn 2019.
2 Mats Linder, op.cit.
Mats Linder, op.cit.
' Mats Linder, op.cit.
2 Mats Linder, op.cit.
% Mats Linder, op.cit.
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Galaaen rad experimentoval v oblasti nefigurativneho umenia. Veril, Ze ke-
ramika je ako materidl viac zrozumitelnd nez malba, pretoze vnimanie tohto ma-
teridlu ulah¢uje porozumenie, najma v ramci nefigurativneho umenia. Povaha
tohto materidlu jednoducho neumoznuje, aby dekorécie boli naturalistické, ale
len dekorativne. Vo vi¢sine pripadoch jeho produkcie ndgjdeme dve pretinajtce sa
discipliny: keramiku a malbu, najma pri jeho dekoraciach v Samotovom materidli.
V domacom prostredi je zndmy najma pre tieto jeho vyrazné dekordcie v $amote.
Mozno ich ngjst vo vSetkych velkostiach, po¢nuc od malych vtakov az po velmi
velké dekoracie, ktoré boli pouzité na verejnych budovach, ale aj v ich interiéroch.
V centre mesta Porsgrunn sa stali viditelnou sucastou panoramy mesta.

Porcelanova tovaren Porsgrund v suc¢asnosti

Od roku 1887 vyraba tovaren porcelan vysokej kvality. Slamienkovy vzor
z Porsgrundu nie je len dizajnom, ktory je s hrdostou dedeny uz po generdcie,
ale stal sa nérskym kultirnym a priemyselnym dedi¢stvom. Dnes ma tovaren len
niekolko zamestnancov a iba traja z nich st maliari, ktori ru¢ne maluju slamien-
kovy vzor. V poslednych rokoch tovéren ponuka aj nové dizajny jedalenského
riadu. Porceldnovd tovéaren Porsgrund je oblubenou, re$pektovanou a znamou
sti¢astou norskeho priemyselného dedi¢stva.

Foto 9: Malovanie slamienkového vzoru, foto:
Stinna Glommi
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Introduction

Dear ladies and gentlemen,

After several years, you received again the Proceedings of the International
Ceramic Seminar, which is part of the traditional event ,,Clay Festival - Ceramic
Modra® The first season was held in 2009. The idea to organize such an event,
which would contribute to the promotion of ceramic production and point out the
importance of reviving ceramic traditions, came from our colleague PhDr. Agita
Petrakovi¢ové-Sikulova. The event was successful and, thanks to many enthusi-
asts and the support of several institutions, associations, Modra town, and the
ceramicists themselves, it continues effectively to this day.

Each season has a different topic. Unfortunately, we haven’t managed to pub-
lish proceedings for all seminars, that is why I would like to mention the previous
topics. In 2009, the seminar was dedicated to the ceramic master Hefman Lands-
feld, on the occasion of the 110" anniversary of his birth. The second season pre-
sented ceramic figurative art and in the next one, we remembered the Habans and
the Haban ceramics. The following topic was traditional kitchenware and pottery.
The fifth season was dedicated to the Slovak Folk Majolica, on the occasion of the
130" anniversary of the foundation of this ceramics workshop in Central Europe
(1883). Printed proceedings were published from the aforementioned seasons.
In the following years, the papers from the seminars remained only in electronic
form, the proceedings could not be published especially due to financial reasons.
Let us recall at least the particular topics: Brickmaking and tilemaking, Pottery
traditions, customs, and feasts, KERADUU - CERAMICS - decoration, art, func-
tionality, Figural art in the works of folk and professional artists, Ignac Bizmayer
95, Manifestations of folk piety in ceramic decoration, Craft and agricultural
scenes in ceramic decoration.

The proceedings of this year's international seminar were published thanks
to the project ClayDay — Magic of Clay, supported by the EEA/Norway Grant.

The choice of the topic Ceramic decoration inspired by porcelain was not
casual. In 2019, the staff of the Slovak National Museum-Tudovit Star Museum
in Modra (SNM-MLS) met with their colleagues from the Telemark Museum
- Porcelain Museum in Porsgrunn, Norway. The meeting at the SNM-MLS, Mu-
seum of Slovak Ceramic Sculpture in Modra aimed to make a joint project and
to support the efforts of both museums to present traditional and contemporary
production of ceramics and porcelain. Further meetings and mutual communi-
cation followed. The main theme of the project became clay, from which Modra
ceramics and Norwegian porcelain are made. The project was named ClayDay
- Magic of Clay. The common goal of the project is to exchange the experience
and learn about traditions.
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SNM-Ludovit Stur Museum in Modra was established as a specialized lit-
erary museum in 1965. Although the main mission of the museum is to docu-
ment and present the life and work of Ludovit Sttr, an equally important area of
interest is the history of the city, with an emphasis on ceramic traditions, which
are presented by the museum in two separate expositions - in the Ignac Bizmayer
Gallery since its establishment in 1994 and in the Museum of Slovak Ceram-
ic Sculpture, which was built in 2012 as part of the joint cross-border project
Traker (Traditions from Clay, journeys to learn about ceramic heritage) between
the SNM-Ludovit Star Museum in Modra and the Osterreichisches Museum fiir
Volkskunde in Vienna. During its existence, the museum has prepared many ce-
ramic exhibitions, organized meetings and debates with ceramic masters, and the
presentation activities undoubtedly include the traditional international seminar
within the Clay Festival project.

In 2019, with the approval of the Ministry of Culture of the Slovak Repub-
lic, the Slovak National Museum-Museum of Ludovit Stir in Modra applied for
a non-refundable financial contribution from the Grant of the Financial Mecha-
nism of the European Economic Area in the program ,Cultural Entrepreneur-
ship, Cultural Heritage and Cultural Cooperation® In addition to the two muse-
ums, Modra town also became a partner of the project. The town representatives
were favorable to this idea since the first joint meeting in 2019, where various
topics were discussed, such as common cultural events, cooperation between the
museums and the town, art in public space with respect for nature, and ceramic
traditions. There were discussions about experiencing the differences and simi-
larities between the two countries, trying to bring together the two cultures, pro-
moting artistic expression, working with the public, bringing tradition closer to
the young generation, reviving traditional craft production in connection with
the innovation of traditional patterns on ceramics and porcelain. In this context,
the individual activities of the project were prepared, and they have gradually
been fulfilled.

I believe that the proceedings of the seminar, as one of the permanent out-
puts of the project, will significantly contribute to this goal. At the same time,
I express my hope that the tradition of Clay Festival - Ceramic Modra, together
with its professional parts, which are ceramic exhibitions and an international
professional seminar, will continue successfully and the authors® contributions
to professional topics will be presented not only at seminars but also in printed
proceedings.

We appreciate all the authors who devoted their interest and time to this
year's topic and with their professional contributions enriched the knowledge not
only of experts but also of the general lay public and pleased people who like art
and respect traditions.

PhDr. Viera Jancovicovd, Director of the SNM-Ludovit Stiir Museum in Modra
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Porcelain and its influence on the production
of the ceramic workshop in Modra

PhDr. Agata Petrakoviéova Sikulova

About two years ago, the SNM-Ludovit Star Museum in Modra launched
a joint Norwegian - Slovak project together with the Porcelain Museum in Pors-
grunn, dedicated to clay. We titled it ClayDay.

In the production of ceramics and porcelain, the base is a raw material that is
malleable and plastic, and by modeling and high heat, it acquires its characteristic
shape. The difference between these types of products - ceramics and porcelain
- is in the composition of the raw material. Porcelain is made from the material
that contains kaolin and is rich in feldspar and silica, which gives it a characteris-
tic white color and firmness, while the production of ceramics uses heavy, clayey
soil, quartz, sand, limestone, and other components, which give the ceramics spe-
cific properties related to the color and permeability of ceramic products.

The similar production process of both types of products led us to the idea
to devote our project and then the seminar to ceramics and porcelain. As a start-
ing point, we took the characteristic ornamentation of porcelain, which in many
ways influenced the decorative side of ceramics produced in the environment of
Europe and subsequently also in Modra.

In 1295, Marco Polo came back to Venice from his journeys bringing with
him a new type of goods - fine, white, thin-walled objects that were decorated
in an unconventional way. In his travelogue, he called this new kind of good the
cowrie shell, or nacre - the ,,Pourcelaine!

Porcelain became a desired commodity in the environment of the nobility,
increasing its value and becoming a profitable market item. Popular porcelain
items began not only to be imported but also started production in several Euro-
pean craft workshops. The production of this kind of tableware expanded espe-
cially since the beginning of the 18th century. Our Norwegian colleagues can say
more about the production in particular porcelain factories.

Ceramics is one of the oldest forms of art. Its production was much easier
and required only clay mixed with water, which was malleable. The oldest type
of production of clay products had a practical and functional purpose, spiritual
mission, and decorative function. With the evolution of society, this kind of craft,
or art, also developed. The transition to decorative ceramics, the ornamentation

! BRAUNOVA, A.. Kouzlo keramiky a porceldnu. Praha: Prdce, 1985, p. 69.
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of which was inspired by porcelain, took centuries. Brightly painted ceramics ap-
peared in Europe in the 13™ century from the Orient with specific colors and
shapes. Fine ceramic objects imported into Spanish ports signified a turning
point for the development of the European ceramic craft. 2

It reached other European countries through buyers and merchants, mainly
from Faenza. Until the beginning of the 16™ century, mainly pottery was pro-
duced in European workshops and the new type of ceramics represented a turn-
ing point in its production. Faience technology spread to the northern Alpine
regions, German cities, and to some areas in France such as Lyon, Rouen, Nev-
erse, and Nantes. The area of the Low Countries and today‘s Netherlands, with
the cities of Haarlem, Middelburg, Dortrecht, Amsterdam, and Delft, also be-
came important centers of production and the place of origin of the production
of a special type of ceramics.?

The growth of decorated ceramics in the Italian environment forced Italian
potters to look for new selling markets and opportunities. Many of them settled
in the Dutch environment of Antwerp, where was also lively trade with China
and Japan. Among the luxurious goods from the East, there was also unusually
subtly decorated porcelain, which became the model for unique ceramics, named
Delft faience after the area, where it was produced. This type of decoration of
ceramic spread throughout Europe.

The mentioned process of majolica production can also be observed on ce-
ramics from our territory, but later. Majolica production reached our territory in
the middle of the 16™ century through the protestant movement of Anabaptists
coming from Alpine countries. After 1620, Slovakia became the main producer
of this kind of ceramics. From 1830, the production of majolica also reached the
ceramic center Modra.*

This paper studies the production of ceramicware in Modra, influenced
by porcelain decoration. Modra was a specific place, its production was ini-
tially focused exclusively on functional tableware. In 1883, due to the aboli-
tion of guild establishment®, a ceramic-industrial workshop was established
in the town. Jozef Micka, a native of Moravia, became its administrator. Sev-
eral Moravian workers were employed in the workshop, and they brought
their decorative elements to the production, which they learned during their

2 BRAUNOVA, A. Kouzlo keramiky a porceldnu. Praha: Prace, 1985, p. 8.

3 CERNOHORSKY, K.. Moravskd lidovd keramika. Praha, 1941, p. 39.

* According to Hefman Landsfeld, the directed majolica production began in 1830 in
Modra with the arrival of the Haban Jozef Kitta from Suchd nad Parnou.

° At the end of the 18th century, the guild establishment was limited, which in 1813 re-
sulted in the publication of the General Guild Regulation, valid until the abolition of the
guilds in 1872. The result was the abolition of all restrictions for journeymen, and the
cancellation of fees and masters’ benefits.
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wanderings. Thus, it is possible to find the Vyskov rose or Holi¢ ornamenta-
tion on these ceramics.

Among the collections of the SNM-Ludovit Star Museum there are quite
a lot of objects that are influenced by Holi¢ decoration. Most of the objects come
from the historical fund of the Slovak Folk Majolica, which is why we can state
that the workshop produced this type of tableware.

The Holi¢ manufactory was focused mainly on the production of dining sets.
In terms of shape, it was inspired by Chinese porcelain and baroque and rococo
shapes of soup bowls, pitchers, plates, cups with rocaille flowers and fruits, Rouen
decoration, characteristic stylized flowers, roses, tulips, daffodils with tendrils, but
also fruits and various animals.® The product sets were painted in red muffle color,
green, and blue colors, but also in pale color shades. How was the aforementioned
Holi¢ decoration reflected in the production of the Modra ceramic workshop?

Among the tableware found in our collections, there are incomplete coffee,
tea, and lunch services painted in green and blue colors.

Figures 1, 2, 3 show a blue-painted coffee service with a traditional thrown
margin bordered by a thin blue stripe with a slightly wavy body and decorated
handles. However, compared to the Holi¢ faience, the items look much rougher.
The floral decoration with a characteristic central rose and side flowers with pet-
als is placed in the center.

The green-painted service in Figures 4, 5, and 6 look much more subtle -
a plate, a semicircular bowl, and a saltshaker with a centrally situated bouquet
with a dominant rose flower and lateral petal flowers, which are also symmetri-
cally distributed on the outer edge of the objects.

There are several similar pieces of service items in the depository. There was
a public interest in this type of ceramics, and this decoration was still painted in
the 1950s. Jan Kristofik was a well-known painter of this ornamental style.

Objects, in which the traditional red Strasbourg rose is dominant in decoration,
are more frequent. It can be seen on pitchers, lunch sets, candlesticks, and vases.

Figure 7 shows the Holi¢ decoration on a pitcher painted by Hefman Lands-
feld, with a dominant centrally painted bouquet with two red roses and a yellow
tulip with tiny side flowers. A similar motif can be seen in Figure 8, which bears
the mark SKM, but can also be attributed to the same author. Thirdly, Landsfeld’s
style can be noticed on the terrine from Figure 9, which is already significantly
influenced by folk decoration.

Among the ceramics decorated with Holi¢ decoration, the work of I. Lieb-
scher, who was an excellent ceramic painter, is especially remarkable. That can
also be seen on a coffeepot with a bouquet placed in the center, with a dominant
red rose, and delicate blue, pink, and yellow petal flowers. The shape of the coffee-

¢ KYBALOVA, ., J...Holi¢ska fajdns 1743 - 1827.Praha: Umeleckopriimyslové muzeum,
1964 - 165, p. 8.
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pot is inspired by rococo designs. The lid of the coffeepot has a pear-shaped han-
dle and is decorated with delicate flowers. The elegance of the object is enhanced
by the golden edging around the neck and base.

Liebscher‘s works also include the small plate in Figure 11, which is deco-
rated with two large red flowers placed opposite each other, a rose and a tulip. The
verge of the plate was thrown, and its decoration carries elements of Art Nouveau.
Perhaps the most impressive work among Ivan Liebscher’s products is the large
vase in Figure 12 that measures 71 cm. The vase of an ancient shape has a high
base and a wide neck. Two decorated handles are finished at the body of the vase
with lion's heads. The entire surface of the vase is decorated with two vertical
strips of roses, which are also painted around the base and the mouth of the vase.
The decoration is performed very neatly.

As the last example of inspiration from Holi¢ porcelain, I would like to pre-
sent the work of the artist Maria Vorechova Vejvodova, who worked in the Modra
workshop during the interwar period and designed a range of products for the
workshop. Among them was also a jar with a base having a lid that resembles
a bouquet of roses with bellflowers. Vejvodova was inspired by relief vases with
lids and fashionable Art Nouveau style.

Ceramics inspired by porcelain decoration became a popular functional and
decorative element of local bourgeois families of the interwar period and in part
of the post-war period. The production of tableware with the aforementioned
decoration was subsequently replaced by dishes with folk motifs and dishes in-
spired by the fashion wave characteristic of the 1960s.
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Figure 12 Figure 13

Agdta Petrakovicovd Sikulovd, PhDr. - She works at the SNM-MLS, the Museum
of Slovak Ceramic Sculpture in Modra as a curator of ceramic collections and his-
torical photographs. She focuses on the history of West Slovak pottery and pitcher-
making craft and cultural and social issues of the interwar period. She is the author
of several publications in the field of history, ethnography, and visual arts.

93



The elements and motifs inspired by porcelain
on Stupava and Modra ceramics

Mgr. Daniel Ozdin, PhD.

During the last almost 200 years, but especially in the 20th century, Modra
and Stupava ceramics formed the identity of the Slovak folk art in ceramic pro-
duction. The most important workshop operating in Stupava was the one of the
Kostka family, where during the 19th and 20th centuries particular development
in creative production took place. While in the first half of the 19th century plates
in Holi¢ style, aspersoriums’ or fluted jugs with architectural motifs were typical,
in the middle of the 19th century jugs with agricultural motifs with a ploughman,
a plow and a pair of horses or oxen were typical for Karol Kostka. The brothers Jan
and Ferdinand, the sons of Karol Kostka, who were excellent painters, repeated
all the motifs of their predecessors, especially the typical jugs with saints, but in
addition to floral motifs, various other natural motifs like birds, deer, hares, etc.,
as well as hunting motifs and scenes from fables often appeared. The national art-
ist Ferdinand (Ferdis$) Kostka significantly advanced folk ceramic art, especially
ceramic figural art, where he usually depicted scenes from the life at that time in
Slovakia. Also, his sister Mary was helping him markedly in his figural ceramic
production illustrating mostly the life in a Slovak village and natural motifs, and
later his daughter Magda continued to do so. The entire Kostka family only rarely
got out of this folk, natural and religious line and were inspired also by other mo-
tives. One of the few motifs which roots can be found in Chinese porcelain is, for
example, the statuette of a sitting Chinese man, which was created by Jan Kostka
Sr%, and it was mentioned by Landsfeld (1948) already in the late 18th century®.
Later, F. Kostka also made a statuette of a Chinese lady.® The years around 1830
are characterized by fluted jugs (fluted bottom and top) with architectural motifs,
decorated with dark-green and yellow color'’. These motifs were later repeated by
other members of the Kostka family, such as F. Kostka.

The evidence of the faience production from Modra dates back to the second
quarter of the 19th century, when pitchers from other West Slovak centers moved
to Modra because of the local long experience with faience production. Some of
them were for example: the Kitto family, the Odler family, Stefan Kramdrik or Stefan

7 Fabry Rudolf: Narodny umelec Ferdi$ Kostka. Tatran, Bratislava, 1950, p. 9.
8 Landsfeld Hefman: Z déjin stupavské keramiky. Straznice, 1948, p. 29.

° Landsfeld Hefman: Z déjin stupavské keramiky. Straznice, 1948, p. 40.

1o Pigutova Irena: Fajansa na Slovensku. ULUYV, Bratislava, 2016, p. 278.
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Pinkas'!. At this time, the Holi¢ manufactory finished the production of the “aristo-
cratic” faience and similar products using crimson paint made from gold were still
probably produced in Bolerdz but ending in Stupava. Producers in Modra didn't
know the process of making red color from gold and they weren't even using red
paint for almost a whole century. Hence, producing noble ceramic products for a de-
manding ,aristocratic clientele was practically impossible, which is why the faience
was dominated mainly by blue color. They also did not have much experience and
knowledge of decoration on porcelain (e.g., on Viennese porcelain) because the target
market for pottery was not Vienna, as it had been for Stupava and Holi¢ products, but
just domestic market, especially in Slovakia and Hungary. In Modra, one of the oldest
decorations, which in some form can be noticed also on porcelain and was probably
based on it, is a wave, inside of which there is a dot, and above the top of each wave
there are smaller dots organized in a rhombus, usually of a different color than the
dot inside the wave. This part of the classic Modra decoration was used in the Micko
workshop in Modra from the end of the 19" century until approximately the first
quarter of the 20" century. This decoration could have been brought, for example, by
ceramicists from Vyskov, where such decoration was probably used, likewise the red
Vyskov roses. For Modra, however, the Holi¢ decoration was much more important.
Its origins can be found in the 18" century also on porcelain, and it was originally
adopted by the Lorraine masters working later in Holi¢. This decoration started to be
used in Modra probably only in 1927 after the discovery of crimson-red color made
from gold by Irmfried Liebscher. The Holi¢ decoration was used probably until the
sixties of the 20* century'. The golden crimson red color was not used in Modra for
a long time, but probably only for few years, and later, especially after 1930, the com-
mon red color was used instead. The Holi¢ decoration was used in Slovak Ceramics
in Modra, in blue, multicolored, and rarely also in green version. It was usually used
on dining and coffee sets, plates, bulbous vases, and jugs, as well as egg-shaped jars,
which concluded the production of the Holi¢ decoration in Modra.

A list of the Stupava and Modra ceramics part of the collection of the author
of the paper, having an affinity for porcelain-inspired decoration. The dimensions
of ceramic products are rounded to 0.5cm. DO1222, DO1441, etc. are the inven-
tory numbers in the collection.

Stupava ceramics

DO1222
A shallow plate from Stupava, approximately from 1810 — 1830. The plate in
Holi¢ decoration with roses of crimson red color. This colour was used in Stupava

! Landsfeld Hefman: K dejindm Slovenskej fudovej majoliky v Modre (1883 - 1938). In:
Pranda Adam (ed.): Slovenska [udova majolika v Modre (1883 - 1973). Zviz vyrobnych
druzstiev Bratislava, 1974, p. 56.

12 Michal Hornik st. (verbal information)
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sometime between 1770 and 1830 and several masters used it in their work, for
example Michal Olich, who worked in Stupava from 1784 to 1786, Jozef Putz,
Jan Putz'* and in the beginning also Jan Kostka Sr.'*'¢ The plate is thick-walled,
and, on the back, there is no hook nor hole for hanging. The plate was made from
a mould, the edges are slightly wavy, and its diameter is 24 cm. At the back in
the middle of the plate there is a marking under the glaze, crossed letters ST of
gray-blue color, characteristic of the first third of the 19" century. The size of the
marking w x h is 22 x 21 mm.
With no painter marking. The
plate originally comes from
the collection of predomi-
nantly Moravian and West
Slovak faience of a collector
from Brno, who sold his col-
lection in 2020.

DO1441

A shallow plate from Stupava from the first third of the 19" century. The
plate was made from a mould, it is of medium thickness, with a slightly wavy
edge. It has a diameter of 24 cm and on the back, it has no hook nor hole for hang-
ing. It was probably made by Jan Putz or Jan Kostka Sr. A blue rose dominates the
Holi¢ decoration. The crimson red color typical for this period is absent in this
decoration. There is no painter mark on the back, but it contains a crossed ST
mark of grey-blue color written under the glaze, that was typical of this period.
The marking is much smaller comparing to the previous plate and its size is (w x
h) 1.2 x 1.0 cm. The plate originally comes from a private collection from Modra.

1* Landsfeld Hefman: Z déjin stupavské keramiky. Strdznice, 1948, p. 16.

' e.g. Pastierikovd Marta, Kalinova Alena: Posthabanske keramické umenie. Novella, Bu-
dapest, 2016, p. 84.

15 e.g. Pastierikovd Marta, Kalinova Alena: Posthabanske keramické umenie. Novella, Bu-
dapest, 2016, p. 86 and 87.

' Landsfeld Hefman: Z déjin stupavské keramiky. StrdZnice, 1948, p. 18-19.
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DO1490
Figurative ceramics — a Chinese man. This traditional statuette was probably
created in the first third of the 20™ century by the national artist Ferdinand Kost-
ka for Kostka's workshop, following the original traditions of his older brother Jan
Kostka Jr. and his grandfather Jan Kostka Sr. The statuette is 24 cm tall, and it was
made from a mold. The Chinese man has a hole intentionally made on the back
of his hat. The statuette is hol-
low from inside, and it only has
a transparent glaze (not white).
There is a painter’s brand FK.
inside and a marking of the
production center, crossed ST.,
of the size 1.7 x 2.2cm (w x
h). The marking is written in
dark brown color. The statuette
originally comes from a house-
hold in Bratislava in Old Town,
bought in 2021 in antiques in
Bratislava (Antik Charlotte).
DO1468
A very rare, small pitcher from Stupava. It has a height of only 7.5cm, an
unglazed bottom and a handle that was not made in the way that was typical
for Stupava pitchers. The decoration is architectural chinoiserie and the whole
pitcher is painted with only one pink-red color. The motif of the chinoiserie is
identical to those made in Stupava around 1830. There is a marking FK. ST. at the
bottom. The marking is made in brown color, and the crossed ST has dimensions
of 1.1 x 1.2cm (w x h). The pitcher was made by Ferdinand Kostka, hand-crafted,
not using a mould, probably in the first third of the 20* century. It is probably the
smallest Stupava pitcher with chinoiserie and architectural motif on the Western
Slovakian faience. The pitcher
originally comes from a not
big collection of mostly figu-
ral Stupava ceramics (about 17
pcs; almost everything Ferdi-
nand Kostka or Magda Kost-
kovd) from a lady in Bratislava
- Ruzinov, who sold her collec-
tion in 2020.
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DO859

A carved plate from Stupava. The decorative, shallow plate with a diameter of
33.5cm, with 40 carved rectangular holes. The decoration is formed from a typical
floral motif inspired by Chinese porcelain and later, for example, by Holi¢ faience.
On the plate there are noticeable traces of imperfect production, manifested by
several burst air bubbles. The plate is a model example of an incorrect procedure
during firing ceramics in a kiln. It probably comes from the second half of the 20™
century from the workshop of Jan Kostka Jr. and on the back of the plate there is
a marking of the crossed letters ST painted in black, of the size 1.2 x 0.9cm (wx h).
The plate was purchased in 2019 in the Antiques Rumunska in Prague.

DO1180

A fluted pitcher from Stupava, coming from the Kostka workshop, prob-
ably from around 1830. The pitcher has a height of 24cm and a characteristic
architectural motif of the chinoiserie consisting of three buildings. At the bottom
and the top of the pitcher, there is a blue line typical for Stupava. The handle is
decorated in brown color with typical horizontal lines grouped into a triangular
shape, while in each of the 6 shapes there are 6 to 7 lines. Below the handle there
are brown lines ramifying in a fan shape. It is unmarked, like most pitchers with
architectural chinoiseries from the period around 1830. The pitcher was bought
at an auction at the Dorotheum auction house in Vienna in 2020.
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DO1011, DO1650 and DO1408

All 3 fluted pitchers come from the workshop of Jan Kostka Sr. from around
1833. They have a very similar architectural motif typical of chinoiserie with 2
buildings, in front of which there is situated a terrain elevation. Typical yellow,
green, and black color dominates here, and blue lines are under the top and on
the bottom of the pitcher.

a) The pitcher (DO1011) is 20 cm tall and is dominated by dark green, black,
and dark yellow to yellowish-brown colour. The handle is decorated in brown
color with 6 horizontal lines grouped into a triangular shape. It is unmarked.
The pitcher originally comes from a collection of a collector of Haban and post-
Haban pottery J. Balazik from Baustetten (Germany).

b) On a 23 cm large, fluted pitcher (DO1650), uncommon light green color
combined with brown-black and yellow color dominates in the decoration. Un-
like most pitchers of a similar type, the handle is decorated by 8 triangular shapes
with 5 to 8 horizontal lines. The decoration below the handle is also slightly dif-
ferent, although it consists of fan-like branched brown lines, but unlike other
similar pitchers at the interface between the fluted and smooth part of the jug,
there is a tiny image that is painted also on the fluted part, directly below the
handle and in opposite way to the other drawing at the handle. The pitcher is
marked with a crossed ST in thin brown color on the unglazed outer part of the
bottom and the size of the marking is 2.4 x 1.6 cm (w x h). This effort is typical of
the first decades of the 19 century on Stupava ceramics. The pitcher comes from
an antiques dealer, L. Cerny from Prague from 2021.

(c) A smaller, 20.5 cm tall pitch-
er (DO1408) with dominant dark
yellow, black and unusual blue-green
colour. The handle is also decorated
with unusual blue-green color, and
in five triangular shapes there are 6
horizontal lines, only the last shape
has 8 of them. the typical fan of lines
around the handle coming out of the
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interface between the fluted and smooth part of the jug is absent here. There is
no marking on the pitcher, and it was bought from an antiques dealer M. Holub
from Brezno in 2020.

Modra ceramics

DO1313

A carved plate from Modra ceramics, 28cm in diameter. It is unmarked, but
according to the decoration, it was probably painted by J. Ludvik or J. Mic¢ka and pos-
sible dates of the beginning 20s years of the 20" century. On the edge of the inner part
of the plate there can be noticed a part of typical Modra decoration, which is formed
by a line composed by semicircles, in which there is a large yellow dot, and above
the joints of the tops of the semicircles four red or blue dots in the rhombus shape
alternate. This motif had not been used in Modra before the foundation of the Modra
workshop. It is a derivative of a similar original decoration, which can be found on Vi-
ennese porcelain and very rarely also on Moravian and West Slovak faience and even
on pharmaceutical containers e.g., from Stupava. This originally very simple decora-
tion was used traditionally in blue color on blue-decorated ceramics and porcelain.
It was only in Modra where it was turned into an aesthetic color type of decoration
motif, but it was used only for 20-30 years sometime between ~1895-1925. The plate
originally comes from a private collection of M. Malinovsky from Modra.

DO1692
A thick-walled shallow plate made in Slovak Ceramics in Modra in 1932.
The plate is 25cm in diameter, it was cast in a mold and has a wavy edge. It was
painted by H. Landsfeld in Holi¢ decoration, which consists primarily of typi-
cal purple-red roses around
the circumference of the plate.
The central motif of the plate
is a heraldic symbol with the
king holding in his hands the
coronation insignia of a scep-
ter and an apple. That is a coat
of arms of a family unknow till
now. On the back of the plate
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there is a date along with the black written marking SKM and LH (Slovak Ce-
ramics Modra and Hefman Landsfeld). The plate comes from V. Pohorélek from
Prague in the Czech Republic.

DO970

A very exceptional pitcher from Modra ceramics. This wide-mouthed ewer
is 20.5cm tall and was made using a different technology than most Modra ce-
ramics. Even the way of sticking the handle is more typical for faience ceramics
from Nitrianské Pravno rather than for Modra. The handle itself has 2 longitu-
dinal grooves and is inspired by handles of the original Modra workshop, which
were usually used on trasac and flamed bowls. The technology of the decoration
gives an impression of an experimental jug, where 2 technological procedures
were used. Rose and clove pink (peony?) were first painted together with a yellow
tulip and tiny yellow flowers and fired in a muffle in the kiln. Then the pitcher was
painted with enamel colors (fusion paints for glaze?) especially dark green, and
blue of a very unusual shade that has not been used to paint ceramics till today.
The jug was then probably put into a kiln to be fired at a low-temperature and
probably also in a muffle. The 2 used additional colors - green and blue - are matte
in appearance, with no shine, unlike the yellow and crimson red color made of
gold, which are lustrous. The green and blue paint most likely went through
a heat process, because it is not possible to rub off the paint with a simple separa-
tion needle, only to partially damage the surface of the paint. On the bottom of
the jug there is an angular stamp S K Modra of the size 1.5 x 0.9cm (h x w), 2
inscriptions Made In Tchécoslovaquie and Marque déposée, product number A1,
painter acronym L? (Irmfried Liebscher) and the text BITTELOV EMAILY EM.

17 Colour coming from Meissen from Dr. Julius Bittel, where probably the best colors
in Europe were produced at that time and from where Slovak Ceramics Modra were
also buying paints (Landsfeld Hefman: K dejindm Slovenskej ludovej majoliky v Mod-
re (1883 - 1938). In: Pranda Adam (ed.): Slovenska fudova majolika v Modre (1883 -
1973). Zviz vyrobnych druzstiev Bratislava, 1974, p. 46-47).
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That is probably an indication of the color with which the jug was painted. Based
on the markings and the experimental techniques, the jug can be dated to 1927,
when 1. Liebscher discovered production and preparation of the characteristic
carmine-red color of gold.". The pitcher was acquired from M. Hlubovi¢ from
Modra in 2020.

DO1141

A shallow plate coming from Slovak Ceramics in Modra with a size of 33 cm.
The decoration is in the Holi¢ style with dominant roses of crimson-red color made
of gold. On the back side of the plate there is stamped the product number 126 and
a square stamp S K MODRA of the size 1.5 x 1.0cm and above the stamp there
are two inscriptions Made In Tchécoslovaquie and Marque déposé. Designation
of the SMK. factory as well as the LV. painter brand (Ladislav Vavrii) are written in
crimson red, the same color as the flowers on the front of the plate. Based on the
markings, the painter and the color used, the plate can be dated back to 1927-1930.
The plate comes from the antiques Antik Charlotte in Bratislava from 2020.

DO0974

A bowl from Modra with colorful Holi¢ decoration. The bowl has a diameter
of 14.5-15 cm, a height of 8 cm and consists of eight slightly convex parts. It's wavy
at the top. The carmine-red (purple red) color prepared from gold was no longer

'8 Landsfeld Hefman: K dejindm Slovenskej fudovej majoliky v Modre (1883 - 1938). In:
Pranda Adam (ed.): Slovenska fudovd majolika v Modre (1883 - 1973). Zvéz vyrobnych
druzstiev Bratislava, 1974, p. 56.
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used for decoration, instead just an ordinary red color was used here. On the bot-
tom from the outside, there is no marking of Modra workshop, but there is a mark-
ing JH 217/1. and K. in brown-purple color. JH is the designation for a dining set in
Holi¢ style that was used in SKM. The number indicates the product type. The bowl
was painted by Jan Kristofik. It is extraordinary as it has not been included in any
catalogue of Modra ceramics and probably only few pieces were produced. It dates
back to 1936-1947(2). The bowl comes from M. Hlubovi¢ from Modra from 2020.

DO1477

The Modra plate from a dining set from 1916. The plate is a part of a din-
ing set consisting of 10 pieces, represented especially by various plates. The plate
has a diameter of 27 cm, together with leaf handles 31 cm, it has a light-yellow
glaze and a slightly raised edge. On the plate, as well as on the other pieces of
ceramics from this set, there are approximately 9 cm large wavy leaves placed on
the edges. The decoration is simple, formed by a floral motif, but very uncon-
ventional for Modra, because it is dominated by dark green color. It was painted
using a combined technique, where part of the floral scene was pre-drawn, basic
contours were made (e.g., some leaves and twigs) and part was painted directly
on the plate without using contours (especially the flowers themselves). Uncon-
ventional colors, which had not been used in the Modra workshop before, were
used for painting and this was probably caused by the lack of colors during the
First World War, due to which the production in the Modra workshop had to be
interrupted®. On the front side of the plate there is an ornamental acronym DP,
that has not been decoded yet. On the back side there is written in brown letters:

¥ Landsfeld (1974) mentioned that since the outbreak of the First World War and the
whole year 1915, the Modra workshop was not working because there was no glaze.
In 1916, the working hours were only half a day and later the full operation started
only in 1917, when Samuel Zoch got the necessary components for production of glaze.
(Landsfeld Hefman: K dejindm Slovenskej ludovej majoliky v Modre (1883 - 1938). In:
Pranda Adam (ed.): Slovenska fudovd majolika v Modre (1883 - 1973). Zvéz vyrobnych
druzstiev Bratislava, 1974, p. 54.
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»>MODORDP 1916 AUGUSZTUS 16 This means that it was made on 16 August
1916 in Modra. The dining set has an Art Nouveau character inspired by Euro-
pean porcelain®. It was originally acquired in Hungary in 2021.

Mgr. Daniel Ozdin, PhD. - graduated from the Faculty of Natural Sciences of Co-
menius University in Bratislava, where he works as an independent researcher. He
founded the Mineralogical Museum of Comenius University and is its curator. Sin-
ce 2007, he has been a member of the Academic Senate of the Faculty of Natural
Sciences of Comenius University (PRIF UK). In his pedagogical activities, he focuses
on teaching mineralogy, museology, protection of inanimate nature and laboratory
methods. He is the author and co-author of 330 publications with over 700 citations.
He is the founder of the Slovak Mineralogical Society (SMS). He was the chairman
of the editorial board of the journal of this society (SMS) and is a member of the
editorial boards of other scientific and professional journals. He is the national re-
presentative of Slovakia in the Commission on Museums at the International Mi-
neralogical Association, a member of the European Mineralogical Union, represen-
tative of the Slovak Republic in The Society of Mineral Museum Professionals, the
Slovak Geological Society (SGS), the vice president of Slovak Matica in Bratislava
- Devinska Nova Ves, etc. He was also a court-appointed expert in the field ,, Mine-
rals and mining of minerals®, he is the chairman of the Commission for Nomencla-
ture and Terminology in Mineralogy at SMS, a member of the Interdepartmental
Commission of the Geopark Network of the Slovak Republic and a member of other
professional commissions (e.g. Board of Sports and Culture at the local authority
of Devinska Novd Ves). The author’s collecting activities in the field of mineralogy,
philately and folk ceramics are significant. His collection material is often profes-
sionally processed in numerous publications and enriches the collection funds of
several Slovak museums.

2 According to Landsfeld (1974) the Art Nouveau ceramics ware were produced in Modra
until August 2014, when Véclav Novotny left Modra, (Landsfeld Hefman: K dejinim
Slovenskej ludovej majoliky v Modre (1883 - 1938). In: Pranda Adam (ed.): Slovenska
ludova majolika v Modre (1883 - 1973). Zvdz vyrobnych druzstiev Bratislava, 1974,
p- 59.
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Modra ceramics in the Holic style
from the property of Hana Gregorova

PhDr. Daniel Hupko, PhD.

In the collections of Slovak museums, it is possible to find many solitary
pieces of ceramics or sets which - although they are cataloged - are still wait-
ing for an interpretation. Here belongs also the collection of products of Modra
ceramics in the Holi¢ style, associated with the writer Hana Gregorova (1885 -
1958) which is a part of the collection funds of the State Scientific Library - the
Literary and Music Museum in Banska Bystrica.”!

The Holi¢-style ceramics (sometimes referred to as ,ceramics in the Holi¢
manner*, especially in old literature) formed a narrow segment of the production
of the Slovak Ceramics Modra factory (workshop), produced in the 20s and 30s
of the 20" century. The presence of these objects in the collections of museums in
Slovakia is not common, on the contrary - it is rather an exception. This is mainly
related to the short period when this assortment was part of the production pro-
gram of the factory, and to the fact, that Modra tableware in the Holi¢ style never
became a dominant selling item from its production.

The identification and dating of this type of tableware cause problems even to
experts and it is related to the above-mentioned factors - if only a few pieces of the
Holi¢-style pottery were sold, consequently only a very small fraction of the total
number produced could enter the funds of memory institutions. The most impor-
tant collections of majolica products from Modra are deposited in several Slovak
collection institutions: the Western Slovakian Museum in Trnava and three special-
ized museums of the Slovak National Museum: the Historical Museum in Brati-
slava, the Ethnographic Museum in Martin and Ludovit Stir Museum in Modra.
*Among them, the Holi¢-style tableware can be found, too, however, researchers
did not pay systematic attention to it in the past. This type of ceramics can also be

2! For making this set available and for an opportunity to study it, I would like to thank
Mgr. Sotia Sva¢ova, PhD., the museum director, and Mgr. Zlata Troligova, the museum cu-
rator of the collections of the SVK - Literary and Music Museum in Banska Bystrica. The
objects are partially presented to the public in the exhibition Museum - Home of the Muses
located in the museum headquarters on Lazovna street in Banska Bystrica (attic premises of
the State Scientific Library) and in the Memorial House of Jozef Gregor Tajovsky in Tajov.

22 The latter has the most significant collection of the Modra ceramics, as in the recent
past, the historical fund of the Slovak Folk Majolica in Modra, which has been stored in
the museum premises since 1982, became a part of its collection fund.
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found in other museums: some high-quality examples of tableware in the Holi¢
style — although in a significantly smaller number - can also be found, for example,
in the collections of the Slovak National Museum - Cerveny Kameni Museum in
Castd?, the Bratislava City Museum?, or the Z&horie Museum in Skalica®.
Relatively recently — in 2017 - in the stock of the Banska Bystrica Literary and
Music Museum, there was identified the aforementioned collection of Modra faience
in the Holi¢ style from the property of Hana Gregorova, which is the main topic of this
paper. It is an interesting collection that the museum purchased from the descendants
of Hana Gregorova in two stages — the first part in 1979, and the second in 2008. * It
is a large collection - a total of 23 pieces of various objects, which are the residues of
several tea and coffee sets. ¥ It is the richness and breadth of the assortment in this
collection that brings us, at least partially, closer to the way how the Gregor family

» The museum houses residues of a dessert service in the Holi¢ style, which was made to
order for the Palffy family from Cerveny Kame or from Smolenice (the decoration pat-
tern is supplemented with the Palfty coat of arms) and consists of seven pieces of table-
ware - a coffee pot, a creamer, a cup, two saucers and two dessert plates (register No. P
1899 - P 1903, P 1904 ab and P 1905). For more details see: HUPKO, Daniel. Modransky
dezertny servis. In Pamiatky a miized, 2014, vol. 63, No. 1, p. 37-40.

2 In addition to two terrines — soup bowls in the Holi¢ style from the so-called old mu-

seum collections (reg. No. U-00296 and U-00297) a 13-piece coffee set in the Holi¢ style

was purchased for the collections in 2021 - a coffee pot, a creamer, a sugar bowl, five

cups and five saucers (reg. No. U-10842/001 - U-10842/013).

In 2015, the museum purchased a Modra creamer in the Holi¢ style with floral decora-

tion painted with muffle colors - reg. No E-7456. FRANCOVA, Zuzana. Subor fajan-

sy v zbierkach Zdhorského muzea v Skalici. In Pamiatky a muzed, 2016, vol. 65, No.

4, p. 30-35. Based on the typical shape of the handle, the creamer can be considered

a Modra product in the Holi¢ style, even despite the ,,fake” H mark.

% For making this set available and for an opportunity to study it, I would like to thank
Mgr. Sotia Sva¢ova, PhD., the museum director, and Mgr. Zlata Troligova, the museum cu-
rator of the collections of the SVK - Literary and Music Museum in Bansk4 Bystrica. The
objects are partially presented to the public in the exhibition Museum - Home of the Muses
located in the museum headquarters on Lazovna street in Banska Bystrica (attic premises of
the State Scientific Library) and in the Memorial House of Jozef Gregor Tajovsky in Tajov.

7 The set consists of the following objects: two cups and a saucer (L 5845), a coffee pot
(reg. No. L 5912), a sugar bowl with a lid (reg. No. L 5914), a teapot with a lid (reg. No. L
6482), two coffee cups (reg. No. L 6483), two saucers (reg. No. L 6484), a tea set consist-
ing of 11 pieces (L 15 947: five cups, four saucers, a teapot with a lid, and a sugar bowl),
a creamer (reg. No. L 15948) and a sugar bowl with a lid (L 15949). In the Memorial
House of Jozef Gregor Tajovsky in Tajov, there is also an incompletely preserved teapot
(the lid is missing, a part of the spout is broken, and the handle is glued), which by its
shape belongs to the Modra majolica in the Holi¢ style, decorated with colorful paint-
ing - the decoration is in the folk style, corresponding more to the traditional Modra
ornamentation than to the Strasbourg rose decoration. This item is not registered in the
collection of the museum; therefore, it is not the subject of our attention.

2!
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household (Hana Gregorovéa and her husband Jozef Gregor Tajovsky) was furnished
with this type of tableware and it is an exceptional testimony of the target customer
group of this segment of the production assortment of Modra ceramics.

Due to their age and frequent use, some vessels have surface abrasions, and
one of the teapots has a broken handle. Thanks to this, we know that this faience
has a gray, light brown, or red-brown body. The material is fine, the clay is per-
fectly mixed with a fine-grained grog, which is uniformly distributed throughout
the whole faience mass.”

The shape of the vessels, which are part of the collection in Banska Bystrica,
is not based on folk designs, and it is clear at first glance that it differs from the
usual, traditional folk form of the Modra faience vessels. After the establishment
of Czechoslovakia, the Modra ceramics came to the attention of social elites — it
aroused interest, received attention abroad, became part of the Slovak peculiarity,
and as such, became an inherent part of the decoration of Slovak rooms.”

The elegant lines of the tableware in the Holi¢ style refer to the shapes of
porcelain services or other models, designed primarily for the upper classes of
customers. The decoration of this Modra tableware refers to old floral patterns,
which were typical decorative motifs of porcelain dishes, designed for a well-to-
do clientele. This is the feature of the identity of the Modra ceramics in the Holi¢
style - the shape in combination with this decoration was more suitable for a city
apartment or a burgher’s house than for a country cottage.*

It is widely known that the Gregor family household in Bratislava was one of the
centers of social life in the city in the 1920s and 1930s - bringing together budding and
established writers, painters, musicians, and scientists, who were attracted by the hos-
pitality of Jozef Gregor Tajovsky and Hana Gregorova,” and her interest in influential

8 The Palffy dessert service in the Holi¢ style, located in the collection of the SNM - The
Museum Cerveny Kamen also shows the same material characteristics. HUPKO, Dan-
iel. Modransky dezertny servis. In Pamiatky a miized, 2014, Vol. 63, No. 1, p. 37.
PETRAKOVICOVA SIKULOVA, Agita. Modranska keramicka diella ako
pokracovatelka tradicie zapadoslovenského dzbankdrstva. In SENKIRIK, Rastislav -
PETRAKOVICOVA SIKULOVA, Agéta - FUNOVA, Miriam (eds.). Tradicie keramiky
v Bratislavskej Zupe a moznosti jej kreativnej reflexie. Bratislava: Bratislavsky samos-
pravny kraj; OZ Slovenska [udova majolika, 2017, p. 41.

It is also questionable into which of the groups of the Modra ceramics the tableware
in the Holi¢ style should be classified - whether into modern ceramics, inspired by
Western European art trends, or folk ceramics in the spirit of the local pitcher-making
tradition. GUNTHEROVA-MAYEROVA, Alzbeta. Slovenskd keramika. Martin: Matica
slovenska, 1942, p. 53.

Jozef Gregor Tajovsky and Hana Gregorova were the main representatives of the older
cultural and literary generation in Bratislava. For more details, see e.g.: MASARYK,
Matej. Zabudnuty svet. Préza Janka Alexyho v rokoch 1914 - 1930. Bratislava : Univerzita
Komenského v Bratislave, 2017, p. 111.
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discussions on current literary and cultural topics.”? During the visits there was also
some refreshment for the guests - it is therefore understandable that the houseware
included also tableware - services for serving tea or coffee. The evidence that the Modra
pottery was an important part of the Gregors' household is also written in the memoirs
of Dagmar Gregorova Prasilova, who, describing the Christmas celebrations, mentions:
»The Modra bowls were full of them (cheesecakes with melted butter — author’s note),
along with poppy and walnut horseshoe cakes. ** There are also two other mentions
which are already directly related to the Modra services in the Holi¢ style in the Gregor
family household - the first one refers to a tea service: ,,I still have the stylish sideboard
from those times, [...], which was standing in our dining room in Novy Svet in Bratislava
and other apartments, and the villa on Tajovského Street. You and the lady who looked
after our household do not walk past it, ... You, mom, don’t put in the sideboard the Modra
tea service, from which the guests were drinking in the afternoon, ..., in the second
one, concerning moving from the apartment in Novy svet (today Novosvetska street),
is mentioned a coffee set: ,,The heavy moving wagon was pulled by two pairs of horses,
and they had to go back and forth three times till moving everything. The basket with the
Modra coffee service was carried by you, mom, with Anicka or Zuzanka, or what was the
name of Miss Hanass successor, and you placed it carefully on the edge of the wagon.*
The assortment of the Holi¢-style dishes produced by the Slovak Ceramics
Modra was quite wide - it consisted of at least 40 types of vessels. We deduce this by
a preserved but unfortunately undated catalog of products of the Slovak Ceramics
Modra company, in which four vessels in the Holi¢ style are shown, with a saucer
marked with the code KH 40 while under the legend of the photo there is stated
»model I1.* which means the Modra factory had at least two model series of this
type of tableware in its assortment. Since this topic has not been properly explored
yet, it is not possible to conclude whether the codes indicated exclusively the shapes
of the vessels or whether it was a combination of shape and decoration. ¥ However,

32 VASS, Martin. Bratislavskd umeleckd bohéma 1920 - 1945. Bratislava : Univerzita Ko-
menského v Bratislave, 2016, p. 286. At the Gregor family's place, people socialized even
before the First World War - during their stay in Martin, their household used to be
a center for people with similar thinking, where open discussions were taking place.
GREGOROVA-PRASILOVA, Dagmar. Gregorovsky diim. Premysleny nad tim, co bylo,
i o tom, co je. Praha : X-Egem, s. 1. 0., 1995, p. 62.

 Tbid. p.35

3 GREGOROVA, Dagmar. Ani cas nemeni. Déverné listy Hany Gregorovej a Jozefa Grego-
ra-Tajovského. Bratislava : Smena, 1972, p. 74.

* Ibid. p. 122, The Gregor family moved out of this apartment in 1924. Ibid. p. 118.

% Slovenskd keramika, 1ic. sp. Modra, undated, p. 13. The catalog probably dates back to the
1930s and the presented tableware — considering the varying intensity of the grayscale in
the picture — was most likely painted with muffle colors.

%7 The tableware in the Holi¢ style was decorated with paintings in blue and muffle colors.
HUPKO, Modransky dezertny servis, p. 38.
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based on the studied pieces of tableware made in the Holi¢ style and the published
examples of this part of the production assortment of the Modra factory, we incline
to the second option - in the assortment, there were defined dishes, which were char-
acterized by specific shapes, complemented by paintings inspired by Holi¢ patterns:
teapots (with a spout in the shape of a ,,goose” neck), coffee pots (below, with a lip-
shaped spout), creamers, cups, saucers, dessert plates, sugar bowls ( there were at least
three types of them, differing in size, the content of the vessels and the typology of
the handles), soup terrines, serving bowls (oval), dining plates — deep and shallow.*

In the professional literature, it is stated that the beginnings of the production
of such products in Modra are connected to the late 20s of the 20" century - be-
cause only in 1927 the chemist Irmfried Liebscher (1901-1973) managed to compile
a recipe for the red color made from gold - similar to the one used by painters in the
Holi¢ manufactory - and subsequently it started to be used for decorating low and tall
tableware in the Holi¢ style.*” However the year 1927 cannot be considered as a refer-
ence point for dating this type of tableware, because before Liebscher discovered his
recipe, the Modra workshop had been buying red paint in Austria®® - this way the
Modra workshop only got rid of its dependence on the import of this component of
the palette of muffle colors, used for decorating the dishes in the Holi¢ style.

Modra faience in the Holi¢ style can be divided into two groups: in addition to
the tableware with a different, but the characteristic shape of the vessels and painted
decoration inspired by the Holi¢ patterns (the above-mentioned model series ,,model
IL%) there is also the second group of majolica, which in shape and decoration refers to
the production of the manufactory in Holi¢ (hypothetically — given the knowledge of
the composition types of the assortment - it can be supposed that this part of the pro-
duction program was referred to as ,,model L.“). Although in the professional literature

* In addition to the information mentioned in this text, this is evidenced also by the Holi¢
style tableware published in the literature: PAL, Ladislav. Slovenskd ludovd majolika
1883 - 1983 [Exhibition catalogue]. Bratislava: Priroda, [1983], non-pag., cat. No. 17
(a teapot painted with muffle colors), No. 51 (a serving bowl for ,,roast meat“ with blue
decoration, cat. No. 88 (a cup with a saucer with decoration in muffle colors), cat. No
89 (a terrine for soup with a lid having a pattern painted in muffle colors), cat. No. 90
(a creamer, probably painted in muffle colors), cat. No. 91 (a coffee pot painted in muffle
colors) and cat. No. 92 (a teapot probably painted in muffle colors - it might be the same
object as in the cat. No 17); PETRAKOVICOVA SIKULOVA, Agata. Slovenskd ludovd
majolika v Modre. Modra: Slovenska ludova majolika, 2018, p. 162 (a lunch set with blue
decoration complemented with the Slovak national coat of arms - a plate, an oval bowl,
and a cup with a saucer).

KOLLAROVA, Eva. Dejiny Slovenskej [udovej majoliky v Modre. In BODOROVA, Olga
(ed.). Remeselnd vyroba s akcentom na hrnciarsku, dzbankdrsku, kachliarsku a kamenin-
ovii produkciu. Rimavskd Sobota : Gemersko-malohontské mtzeum, 2004, p. 140.

“ PETRAKOVICOVA SIKULOVA, Slovenskd ludovéa majolika v Modre, p. 26.
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both groups usually interfere, the products inspired by the Holi¢ patterns in shape and
decoration are inspired by these patterns ,,unimaginatively; which means they have an
identical or very similar shape and very similar painting decoration — we can speak of
a direct following of the tradition of the Holi¢ majolica from the 18" century and the
manufactured products can be characterized as something between replicas and copies.

These types of products were created in Modra already in the period when
Jozet Micka was renting the Modra workshop, which means in the years 1888 -
1908. This period is characterized by majolica of an excellent technical level and
a shape diversity related to the purpose and function of the dish type, produced
both for village households and for a more demanding urban environment.* In ad-
dition to functional ceramics, purely decorative items were also part of the product
assortment; the pinky red color was introduced into the color palette, and thanks
to the workshop employee Jan Ludwig from Dechtice, the decorative assortment
was enriched with previously unused decorative motifs - among them also tulips,
and roses decoration from Boleraz pitchers, which soon became a fixed part of the
Modra ornamentation. * Products made in this manner, with decoration painted in
muffle colors, are today part of the collections of the SNM - Ludovit Star Museum
in Modra: a plate, two types of pitchers, a decorative jar, a corner tile, and a vase.”

After the First World War, in connection with the already mentioned revival
of interest in Modra ceramics, which grew to such an extent that the workshop
had to expand its capacities, the management of the Slovak Ceramics had high
hopes for the Holi¢-style tableware. However, even though in the interwar period
these products were a unique production segment in Central Europe, the de-
mand for this assortment did not meet the expectations.*

4 KOLLAROVA, Dejiny Slovenskej ludovej majoliky, c. d., p. 139.
“ Compare: PETRAKOVICOVA, Agita. Modranské keramika a Mdzeum Ludovita Stura.
In BODOROVA, Olga (ed.). Remeselnd vyroba s akcentom na hrnéiarsku, dzbankdrsku,
kachliarsku a kameninovii produkciu. Rimavskd Sobota: Gemersko-malohontské muze-
um, 2004, p. 58-59 and PETRAKOVICOVA, Agita. K vyvinu malovanej keramiky
v Modre. In PETRAKOVICOVA, Agita (ed.). Sldvnost hliny - Keramickd Modra 2013.
5. rocnik. 130 vyrocie Slovenskej ludovej majoliky : Keramické uciliStia v strednej Eu-
répe. Modra : SNM - Muzeum Ludovita Sttra, 2013, p. 25-26. See also: LANDSFELD,
Hefman . 75 rokov Slovenskej ludovej majoliky v Modre. In IVICA, Jozef a i. (eds.). 75
rokov Slovenskej ludovej majoliky v Modre [Exhibition catalogue]. Bratislava : Slovensky
zvaz vyrobnych druzstiev - Odbornad sprava fudovej umeleckej vyroby, 1958, p. 9.
See: PETRAKOVICOVA SIKULOVA, Slovenskd ludova majolika v Modre, p. 120 (a di-
ning plate), p. 137 (a wide-mouthed pitcher), p. 138 (a pitcher), p. 160 (a box with a relief
lid in the shape of a bouquet of roses or peonies) and p. 173 (a corner tile); PAL, Sloven-
ska ludova majolika 1883 - 1983, non-pag., cat. No. 93 (a vase).
“ LANDSFELD, Hefman. K dejindm Slovenskej ludovej majoliky v Modre (1883 - 1938).
In PRANDA, Adam (ed.). Slovenskd ludovd majolika v Modre (1883 - 1938). Bratislava:
Slovensky zviz vyrobnych druzstiev, 1974, p. 63.
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When speaking about the type of tableware in the Holi¢ style, mainly lunch
sets and coffee or tea sets were produced.* The traditional Haban-Slovak pitcher-
making centers, especially in Ko$olnd, Dechtice, or Boleraz had an undeniable
influence on the assortment of Modra ceramics. With its decorative character, the
Modra pottery has been connected mainly to the Dechtice and Kosolany faience,
characterized by the cobalt blue color on a white glaze*, which was applied also
on the sets from the property of Hana Gregorova. The noble objects from Bolerdz,
decorated with the so-called Strasbourg roses decoration, painted with muffle
colors¥, and the same type of tableware from workshops in Stupava, which also
achieved a high craft and artistic quality, and is characterized by strong inspira-
tion from the morphology of Holi¢ patterns, had also a significant influence.*®

In the case of the analyzed collection of Holi¢-style tableware from the prop-
erty of Hana Gregorova, we can see two subtypes of Modra majolica. The first
group is represented by the residues of a coffee set, which consists of a coffee pot,
a sugar bowl, two cups, and a saucer (Fig. 1-4). The characteristic features of this
set, distinguishing it from the rest of the items from this collection, are the typical
morphology of the coffee pot and the handles of the sugar bowl and cups.

The coffee pot (Fig. 1) is in detail inspired by coffee pots produced in the
Holi¢ manufactory between 1755 and 1770. Not only the shape of the handle
pointed in the upper part but also the spout in the shape of a lip with a crop cor-
respond to the Holi¢ design. The hemispherical lid with a pear-shaped handle
also follows the original design thoroughly, only the base is slightly reduced: it
is protruded, constricted in the upper part under the pots belly - just like the
original, but less bent downwards and with no horizontal grooves. ** The sugar
bowl and the cups (Fig. 2-4) have handles deriving from the handle of the coffee
pot, resulting in a triangular, pointed handle that resembles the ears of goblins or

* LANDSFELD, 75 rokov Slovenskej ludovej majoliky, c. d., p. 63.

46 KALESNY, Frantisek. K otézke regiondlneho charakteru modranskej majoliky. In IVI-
CA, Jozefai. (ed.). 75 rokov Slovenskej ludovej majoliky v Modre [Exhibition catalogue].
Bratislava : Slovensky zvdz vyrobnych druzstiev - Odborna sprava Iudovej umeleckej
vyroby, 1958, p. 21-22.

¥ FRANCOVA, Zuzana. Rastliny a plody vo fajanse. In Remeslo Umenie Dizajn, 2002, Vol.
3, No. 4, p. 50.

4 See: PISUTOVA, Trena. Vplyvy holi¢skej manufaktiry na vyvoj ludovej fajansy. In Vias-
tivedny casopis, 1982, Vol. 39, No. 2, p. 76-78 and ZAJICKOVA, Méria. Vplyv holi¢skej
manufaktury na zdpadoslovensku dzbdnkarsku vyrobu. In Miizeum, 1994, Vol. 39, No.
2,p. 11-13.

* Examples of Holi¢ coffee pots, which served as the models for Modra modellers, see in:
BALLA, Gabriella. Holics, Tata és Buda kerdmiamiivészete and 18. szdzadban. Budapest:
Novella Konyvkiadd[ 2009], p. 113, cat. No. 130 (a coffe pot with a depiction of Cupid,
Holi¢, 1765-1770) and p. 149, cat. No. 214 (a coffee pot with the Modra decoration,
Holi¢, 1755 -1770).
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vampires. In the case of the sugar bowl, here an analogous type of lid was applied
as for the coffee pot- that is a high hemispherical lid with a pear-shaped handle.

All the components of the coffee service are decorated with painting on the
glaze — by a skillful hand, with light lines. Thematically, it is a floral pattern inspired
by the so-called Strasbourg rose decoration, which was a very popular motif in the
18" century that from Viennese porcelain spread to faience tableware of the Holi¢
manufactory. From the Holi¢ tableware, it penetrated indirectly into the repertoire of
decoration of pitcher-makers in Bolerdz and Stupava, whose so-called noble objects,
which directly imitated Holi¢ products, are often indistinguishable from their models
at first glance. * The Strasbourg rose is significantly simplified in this set, compared
to the floral composition on the original models, which were the Holi¢ products from
the second half of the 18" century: the rosebud is absent, the tulip is strongly stylized,
and simple five-petal flowers are added, while the shape of the floral composition is
fully subordinated to the area available to the painter. While in the case of the faience
tableware from Holi¢ the decoration consistently had a two-axis composition in the
shape of a cross, the ceramics from the property of Hana Gregorova is missing the bi-
axility and the composition is subordinated to the shape of the vessels™ - in the case of
the coffee pot, it is painted vertically (Fig. 1), in the case of the cups (Fig. 3 and 4) and
the sugar bowl horizontally (Fig. 2), only the surface of the saucers gave the painter
some freedom. On the body of the sugar bowl, where the space between the ears is
clearly defined, a six-petal flower replaced the tulip at the end of the composition.

The saucer is marked with a less clear but characteristic imprinted mark of
the Slovak Ceramics under the glaze in the form of a bulbous vase with a drawing
of the Modra city gate and the text SK MODRA 1in a circle lettering which identi-
fies the manufacturer. Although the bottom of the sugar bowl does not contain
the mark, the signature of the painter LH (Landsfeld Hefman?) is written on the
glaze in blue color, and the text KH7 that is referring to the type of the product
from the model line is engraved under the glaze. (Fig. 5)

This coffee service, although preserved only in residues, is a very rare exam-
ple of the morphology of this subgroup of tableware in the Holi¢ style. This type
of coffee pot has been known®, but the variant of cups with a ,vampire“ type of
ear, has not been published in the literature yet.

%0 For more details, see e.g.: PISUTOVA, Irena. Fajansa. Bratislava: Tatran, 1981, p. 23-25
a33-35.

5! In contrast to the Palffy dessert service from the castle Cerveny Kamet, in the case of
which a different typology of the coffee pot allowed this composition to be realized more
freely - in the form of a wide-open letter V. See: HUPKO, Modransky dezertny servis, c.
d., p. 39.

52 The coffee pot of the same shape, but with different details (differently designed base,
plastic decoration of the spout, and less sharp upper angle of the ear) is published in:
PAL, Slovenskd Ludovd Majolika 1883 - 1983, non-pag., cat. No. 91.
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The residues of the tea service, consisting of 11 pieces of vessels (Fig. 6),
also come from the housewares of Hana Gregorova. Although its soft lines and
bulbous shapes refer to the older models and resemble the products of porcelain
manufactories from the second half of the 18" century, this author's design pro-
cesses the patterns quite freely. In the case of the teapot, sugar bowl, and cups,
the dominant element of the morphological construction of the vessels is their
high, repeatedly pointed ears, the upper rounded part of which takes the form of
arocaille. The ear itself is highly stylized, and its artistic elaboration hyperbolizes
decorative elements of Rococo. In direct contrast to the characteristic friskiness
of rococo forms is the distinctive massiveness of the ear, which thanks to this
became the characteristic identifying sign of this subgroup of Modra tableware in
the Holi¢ style. This is an example of the service published in the company catalog
of the Slovak Ceramics mentioned above (compare Fig. 5 and 6).

From the same subgroup of the Modra ceramics in the Holi¢ style are also
fragments of other sets, or solitary pieces in the Holi¢ style, specially acquired
for the collection of the State Scientific Library - Literary and Music Museum in
Banska Bystrica. These are a teapot (Fig. 7), a creamer (Fig. 8 and 9), a larger sugar
bowl (Fig. 8), and a pair of cups with saucers (Fig. 10).

Speaking of this subgroup, the teapot spout has the form of a gooseneck with
a wide base at the point where it is connected with the body of the vessel, it is
directed upwards and is either slightly bent or smoothly curved, while the overall
effect also depends on the spot where the spout is attached to the teapot's belly
(compare Fig. 6 and 7). Also, in the case of the saucers, the reception of historical
designs is obviously modified by the author. The edge of the plate, which, in the
case of the products of the Holi¢ faience factory, was gently and elegantly wavy,
in the case of these saucers is cut out around the entire circumference into the
form of six equally wide lobes (Fig. 10). All these characteristic features refer to
a unique author's style, and taking into account the markings of similar saucers
from the collections of the SNM-Museum Cerveny Kamen, we can assume that
the author of the design of this subtype is Julia Kovacikova Horové (1906-1978),
who in the interwar period participated in the creation of designs for Modra ce-
ramics and except working at the Slovak Ceramics, she also worked at the School
of Arts and Crafts in Bratislava.”

In the case of this group of objects — a tea service and other solitary pieces,
a specific decoration has been applied here. It is a painting in blue tones, but it is
not based on the Holi¢ masterpieces but is an original type referring to folk mo-

> HUPKO, Modransky dezertny servis, c. d., p. 37. See also: HUPKO, Daniel. The cata-
logue of the Modra faience from the collections of the Slovak National Museum-Mu-
seum Cerveny Kamen in Castd. In PETRAKOVICOVA, Agata (Ed.). Sldvnost hliny -
Keramickd Modra 2013. 5. ro¢nik. 130 vyrocie Slovenskej ludovej majoliky : Keramické
ucilistia v strednej Eurépe. Modra : SNM — Muzeum Ludovita Sttira, 2013, p. 45-48.
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tifs of Modra ceramics. Its basic motif is a stylized daisy, or a multi-petal flower,
applied in two forms - in a symmetrical composition of two flowers placed next
to each other, accompanied by a three-stem shoot with flowers of stylized tulips
at the ends, and in the form of a central flower of a horizontal composition, ac-
companied by three flowers with petals bent to the stem. Despite the unequivocal
inspiration of the decoration by folk pottery, the pattern is, thanks to its mono-
chromatic elaboration, elegant and appropriate in the form and the way how it is
distributed on the tableware in the Holi¢ style.

Vessels with a large surface for painting best enabled the painter to develop
this pattern- it was applied on teapots (Figs. 6 and 7), on a larger sugar bowl (Fig.
8), and a creamer (Fig. 8 and 9). These vessels, in particular the teapot and the
creamer (Fig. 7 and 9), provided space also for a smaller painting - that is, for ad-
ditional decoration sensitively distributed on the outer surface - like painters of
the Holi¢ patterns from the second half of the 18" century did in the case of small
flowers or insects complementing the dominant decorative motif. In this case, the
painter worked with paintings of blue flying birds with bunched fruit (rowan) in
their claws, which he placed on the sides of the creamer (Fig. 9), on the lower part
of the teapot spout (Fig. 7), or the surface of the lid of the sugar bowl (Fig. 8). In
the case of cups, a smaller blue bird with spread wings, usually painted near the
ear, was used as an additional decoration (Fig. 6).

Speaking of the cups, the outer surface provided the painter a smaller area,
so the central motif was used in a reduced form in both variants, and a flower or
flowers in the composition are simpler - only in form of a circle, and the petal
structure is suggested by lines or dots (Fig. 10). The rims of the vessels - whether
at the base or at the edge of the neck and spout or the edge of the ears — have been
contoured in blue. In the case of the saucers, their edges are decorated with sym-
metrically distributed six small flowers with leaves (Fig. 6 and 10).

It is worth also mentioning the lids, which in the case of tall dishes from Modra
ceramics in the Holi¢ style are not only functional but also have a significant deco-
rative role — they are tall, hemispherical lids, the handle of which is a plastic pear
with leaves, just like in the case of Holi¢ designs from the 18" century. In addition,
a lower, but still convex lid, also finished with a plastic pear with leaves, appears in
the product assortment. Flat lids are finished also with relatively massive handles in
the form of a ring flattened on the sides and contoured with paint.

* ot %

In the case of the collection of Modra ceramics in the Holi¢ style from the
property of Hana Gregorova, we encounter a high-quality example of Modra ce-
ramics, the origin of which can be dated to the 20s and 30s of the 20* century.
Although these are incompletely preserved residues of at least three services — for
coffee and tea — due to their abundance and diversity, they are a significant sample
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of Modra ceramics, furthermore, connected to an identified user. Like this, we
have an opportunity not only to understand the artistic elaboration of this type
of ceramics, its morphology, and decoration but also to learn about the target
customer of this type of tableware, which was the upper social class.

However, it is just a rare example of tableware following Holi¢ models in col-
lections of Slovak museums. Both tall and low tableware in the Holi¢ style pro-
duced in Modra is characterized by the author’s modification of the shape of the
vessels and a significant stylization and schematization of the painted decoration
compared to the Holi¢ originals. The Modra workshop did not produce this type
of tableware in large series because of its insufficient sales on the market and this
fact also corresponds with its rare occurrence in the funds of memory institutions.

Part of the Gregor family collection is unique also in its decoration, which
was apparently adapted to target customers — the decoration with stylized daisies
in blue color had not been noticed yet on this type of tableware. This unique
collection of items with direct relation to Hana Gregorova and her household, in
which she served tea or coffee to her guests, also documents an important period
of the activity of the Slovak Folk Majolica in Modra - the period of the revival of
Holi¢ patterns, which in a transformed form became part of the decorative reper-
toire of Modra ceramics in the interwar period.

Image descriptions:

Fig. 2 - Sugar bowl. SVK - LHM, reg. No. L
5914. Photo: MMB, Sylvia Sternmiillerovd.

Fig. 1 - Coffee pot, side view SVK -
LHM, reg. No. L 5912. Photo: MMB,
Sylvia Sternmiillerovd.
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Fig. 3 - Two cups and a saucer. SVK - Fig. 6 - Tea service residues. SVK - LHM,

LHM, reg. No. L 5845. Photo: MMB, Sylvia ~ reg. No. L 15947. Photo: MMB, Sylvia
Sternmiillerovd. Sternmiillerovd.

Fig. 4 - Cup with saucer - detail of the
painting of the tulip on the cup. Photo:
MMB, Sylvia Sternmiillerovd.

Fig. 7 - Teapot. SVK - LHM, reg. No. L 6482. Photo:
MMB, Sylvia Sternmiillerovd.

Fig. 5 - Letter from the catalog
of the Slovak Ceramics,

a participating company

- dishes in the Holi¢ style
produced in the 30s of the 20th

century, pattern KH, model II.
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Fig. 8 - Creamer and sugar bowl (bigger
one). SVK - LHM, reg. No. L 15948
(creamer) and L 15949 (sugar bowl).
Photo: MMB, Sylvia Sternmiillerovd.

Fig. 9 - Creamer - view from the side. SVK
- LHM, reg. No. L 15948. Photo: MMB,
Sylvia Sternmiillerovd.

Fig. 10 - A pair of cups with saucers.
SVK - LHM, reg. No. L 6483 (cups) and
L 6484 (saucers). Photo: MMB, Sylvia
Sternmiillerovd.

PhDr. Daniel Hupko, PhD. — He works as a curator of the literary collections and
the heritage of Janko Jesensky at the Bratislava City Museum; at the same time, he
is the head of the professional department and deputy director. He is the secretary of
the Literary and Music Commission of the ZMS and a member of the Expert Com-
mission for Professional Museum Activities of the ZMS. He deals with the professi-
onal elaboration of the heritage of Janko Jesensky and the publishing evaluation of
the literary collections of the Bratislava City Museum. He studies the mentality and
lifestyle of the Cerveny Kamei family line of the older branch of the Pdlffy family
in the second half of the 19th and the first half of the 20th century, and he is also
interested in the history of ceramic production in the territory of western Slovakia
in the 18th - 20th centuries.
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Ceramics versus porcelain

Mutual influence / adoption of shapes and decoration on the
examples from the collections of the Bratislava City Museum.

Mgr. Zuzana Francova

In the history of arts and crafts and applied arts, we can find many examples
of mutual influence and interaction between different craft industries and types
of material. They concern product types and shapes, but also decoration. Such in-
teractions were conditioned by several factors; not only fashion and the influence
of contemporary manners and styles, but also some exceptional personalities of
artists and artisans played an important role.

In the past ceramics and porcelain were significantly influenced mainly by
artifacts made of metal materials. Many “classic” shapes of dishes such as terrines,
tankards or jugs were directly taken from the product assortment of tinsmith or
silversmith masters.

Moreover, mutual inspiration or direct adoption of patterns can also be no-
ticed between different types of ceramics: faience, stoneware, or porcelain. Closer
attention has not yet been paid to this topic in our professional literature so far.
However, there is a rich material in museum collections that can be used as a ba-
sis for research.

In our article we attempt to explore this indisputably interesting and in-
spiring issue illustrating some selected items from the collection of the Brati-
slava City Museum (hereinafter referred to as BCM), set into a broader period
context.

Production of faience and majolica dishes flourished in Europe since the
16™ century. In addition to Italian workshops, particularly the products from
Delft played an important role and they soon reached great popularity and
expansion, which led to formation of many other workshops not only in the
Netherlands, but especially in northern Germany. From the middle of the 17
century, numerous faience producing manufactories were gradually established
throughout Germany. Faience dishes came into fashion in Europe at the end of
the 17" century as an alternative to tinware or silverware. Orders for large din-
ing sets with many components were particularly popular.

Porcelain was for a long period a luxury import item. Efforts to imitate Chi-
nese products, supplemented by various experiments, eventually led to a major
cultural and historical milestone, which was the foundation of the first porcelain
factory on the European continent, in Meissen (1710).
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The impact of porcelain on domestic ceramic production can be observed
in a long term. However, it was not just a unilateral action. As evidenced by the
examples from Meissen production from the 18" century, but also, for exam-
ple, products from Vienna, Nymphenburg or Thuringia, one of the most typical
shapes of the German faience - the so-called Walzenkrug, or Deckelhumpen —
a beer tankard with a tin lid — was also adopted into porcelain, but with different
and noticeably finer and more precisely painted decoration.**

Types and shapes of containers

Aspersoriums in the shape of St Veronica

In the second half of the 18" century, a type of aspersorium in the form of
a sculpture of St Veronica holding in her hands a plastic veil - the Vernicle with
the image of the face of tortured Christ with the thorn crown on his head - was
very widespread in the Holi¢ faience manufactory. The Veil forms a small, elon-
gated container for holy water. The figure of St Veronica has slim proportions, she
is depicted in an elegant S-shaped curve and in a light dance movement. She is
dressed in long loose clothes, sometimes laced with a ribbon at the waist. There
are two compositional variants, in which the head of the sculpture is turned either
to the left or to the right, and accordingly the Vernicle is always on the opposite
side. Despite an identical basic form, individual artifacts have different individual
forms, differing especially in some color and shape details of the painted decora-
tion - flowers on the dress, color of the veil on the head or outline of straps on
shoes - sandals. The painting, in combination of four high-radiant colors and red
(purple), is usually applied to a white glaze, but we can find some examples with
green or yellow clothes, too. (Fig. 1)

The faience figural aspersoriums with the motif of St Veronica were inspired
by models in porcelain sculpture. Such objects were produced in Vienna porcelain
factory in a much finer design already around 1740, during the era of its founder
Claudius Innocentius Du Paquier (1679 -1751). ** (Fig. 2 - repro)

The aspersoriums from Holi¢, produced approximately between the years
1755 and 1790, significantly influenced the production of pitcher-making work-
shops in the territory of western Slovakia, especially in Stupava. The variant of the

% NAGEL Gert K. (Hrsg.) BATTENBERG Kunst Antiquititen Sammelobjekte. Preiskatalog
1993, p. 345-346. GRAF Henriett (Hrsg.). Battenbeg Antiquitdtenfiihrer 2002/03. Band
2. Miinchen: Battenberg Verlag, 2002, p.52-53, cat. No. 106-111.

» THUN-HOHENSTEIN, Christoph - FRANZ, Rainald. 300 Jahre Wiener Por-
zellan Manufaktur. Wien: MAK, 2018, p. 141, Photo (exhibition catalogue,
No. KE 6308). This piece of work was exhibited in 2013 in the study collecti-
on of ceramics in MAK (Museum Der angewandten Kunst) in Vienna (No 210).
Also available online: https://www.dorotheum.com/en/1/1375831/ (product of porce-
lain factory Augarten). [cited on 12 May 2022]
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aspersorium with Veronica kneeling on the plastic clouds became popular here.
Its origin had also been in the manufactory in Holi¢ and it is dated to the period
1770 - 1790 . The Veronicas from Stupava are remarkable for their more sugges-
tive expression and “baroque” character of the decoration. To the early works of
this kind belongs the marked aspersorium by the ceramicist Jan Kostka Snr. (1796
- 1854) from the period 1830 - 1845. Aspersoriums — the Veronicas in various
colors often appear in the work of Ferdi$ Kostka (1878 - 1951).

Besides western Slovakia, a similar type of figural aspersorium is also repre-
sented in faience of Moravia or Silesia (e.g., Silesia — today’s Glinica).”

Inkwell in the shape of monk Capuchin

A typical part of the production assortment of Holi¢ manufactory was also
a multi-part inkwell in the shape of a monk Capuchin. This model from the sec-
ond half of the 18" century was later infiltrated into stoneware production and
was produced in Czech Dalovice in 1820 — 1845.%%

Sculpture of Hercules fighting with a Cretan bull

In figural sculpture we can also find another example of the influence of Vi-
enna porcelain on the faience production of that time. It is sculpture of Hercules
(Heracles) wrestling with a Cretan bull. This scene from Greek mythology is quite
often depicted in fine art, especially in sculpture of the Baroque period. As one of
the examples can be mentioned the monumental exterior sculpture in Viennese
Hofburg, the work of Lorenzo Mattielli (1678/1688? — 1748) from 1728/1729.
The sculpture Hercules with the Bull appeared sometime before the middle of the
18th century among the products of Viennese porcelain manufactory. * Incom-
pletely preserved and damaged faience sculpture with the same motif, attributed
to the Holi¢ manufactory, has a very similar composition, but is characterized by
a more robust and heavy design. * (MMB, U-00605) (Fig. 3)

* BALLA Gabriella. Holics, Tata és Buda Kerdmiamtivészet a 18. szdzadban. Budapest: No-
vella Kényvkiadd, 2009 (?), p. 52, Fig. No. 28 — a published specimen from the Hunga-
rian private collection (family Racz). ISBN 963-99886-09-2.

7 NAGEL Ref in note 1, p. 340, No. 272. Available also online: https://www.lempertz.com/
de/kataloge/lot/1107-2/619-hl-veronika-als-weihwasserbecken.html (St. Veronica as an
aspersorium). [cited on 12. May2022]

58 KYBALOVA, Jana - NOVOTNA, Jarmila. Kamenina v Cechdch a na Moravé. Exhibition
Catalogue. Prague, 1987, p. 35, Cat. No. 181.

% Sculpture dated at period before 1749 was exhibited in the study collection of ceramics
at MAK in Vienna (No. 211) in 2013. MRAZEK, Wilhelm - NEUWIRTH, Waltraud.
Wiener Porzellan 1718-1864. Wien: MAK, 1970, p. 118, Tafel 51 (1744/1749).

 Bratislava City Museum, collection U, reg. No U-00605. The sculpture doesn't have any
mark, the museum bought it in 1933 by the ethnographer Dr. Anton Vaclavik (1891 -
1959).
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Trembleuse cup

The origin of this type of vessel is related to changes in the dining culture in
the 18" century, with an increasing popularity of drinking hot drinks (tea, coffee,
cocoa, chocolate). In Austria, coffee and tea even became national drinks in this
period. Cups with saucers, having a full solid or openwork rim (ring) were prac-
tical for use. It was possible to put the cup on it so that it would not slip out and
the drink would not be spilled. Cups sometimes had a lid. The shape of European
hot drink vessels was influenced for a long time mainly by Chinese ceramics. In
case of the products destined for export, Chinese and Japanese porcelain factories
were trying to satisfy their European customers. ® Within a short period of time,
double-handled cups “for shaking hands” (the name trembleuse is derived from
the french verb trembler = shaking) became a common part of the European
porcelain production assortment. They were produced in the Du Paquier manu-
factory in Vienna around 1730, but we also know them from the production of
other porcelain factories, e.g., in Meissen. It is possible to find a kind of simple
trembleuse cup also in the assortment of Holi¢ manufactory. A rare exemplar,
a blue-glazed thin-walled cup with a saucer - part of a rare service which in archi-
val materials has been called as a porcelain decorated with the technique of bianco
sopra bianco, dated to a wide time span of 1750 - 1765. ©* In a faience version, this
type of cup appears among the products decorated with peonies following the
Chinese method, dating back to 1760 - 1775. ® Another example is a mocha cup

" VLK Miloslav. The containers for hot drinks. In StaroZitnosti a uzité uméni. June 1996,
No. 6, p. 10-11, figure on p. 11. Double-handled chocolate cup, Meissen, 18th century,
North Bohemian Museum in Liberec.

CUMPL, Milan - DVORAK, Peter. On the exhibition of Jihlava Museum ,,From the
interiors of Plandry Castle® In StaroZitnosti a uzité uméni. May 1995, No. 5, fig. on p.15:
Coffee cup, porcelain, blue underglaze decoration, around 1760.

DIVIS, Jan. Evropsky porceldn. Prague, Artia, 1985, p. 55; p. 201. Other examples from
literature: WEIS, Gustav. Ullstein Porzellanbuch. Eine Stilkunde und Technikgeschichte
Des Porzellans Mit Markenverzeichnis. Frankfurt / M. - Berlin — Wien: Verlag Ullstein
GMBH, 1973, p. 145.

REINHECKEL, Giinther: Prachtvolle Service Aus Meissner Porzellan.Edition Leipzig,
1989, ISBN 3-361-00210-9, p. 229; POCHE, Emanuel - HEJDOVA Dagmar: Porceldn.
Prague: Kentaur/ Polygrafia,a.s., 1994, Fig. 23: Cup for chocolate with a bowl, Vienna,
around 1760 (UPM, rec. No. 59 179).

KYBALOVA, Jana. Keramickd sbirka Hugo Vavrecky. Prague: Kentaur Polygrafia s.r.o.,
1995, Cat. No. 145 (Prague, Uméleckopriimyslové muzeum, reg. No. 56 795). Other
components of this service are deposited in Budapest (Iparmiivészeti Museum) and in
Moravian Gallery in Brno. It occurs also in purple color.

BALLA Gabriela. Holics, Tata és Buda Kerdmiamiivészete szdzadban. Budapest: Novella
Konyvkiadd, 2009 (?), ISBN 963-99886-09-2, p. 124, fig. 154 — cup with skirting board
of collections Balassa Balint museum in Esztergom.
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with a saucer, decorated with a bouquet, a dominant purple rose and a biggish
yellow flower. Two smaller floral motifs are distributed on the rest of the surface,
and a stylized wave pattern leaf decoration in purple color is placed on the round
smooth handle of the cup. (MMB: U-00816/001, 002) (Fig. 4)

Besides the described variant of cup, there was another type — small flat
plates (saucers) with deep cylindrical depressions, into which handle-less cups,
or rather glasses, were put.®® We know several examples like this from Italian ma-
jolica. A similar two-part set from the second half of the 19" century (total height
19.2 cm) following the Renaissance designs has been preserved in the collections
of the museum. (MMB: U-00544 and U-00545). The cup and the saucer are deco-
rated with a painted cobalt-blue figural scene with manganese contours of the
characters, set outdoors and complemented by architectural elements. ¢ (Fig. 5)

A similar principle of anchoring removable objects to a rigid hoop (“pen”)
was subsequently adopted into stoneware of the Empire period. As an exam-
ple, we can mention the table set for oil, vinegar, salt and pepper - a product
of the manufactory in Czech Schelten (Selty), near Kamenicky Senov. (MMB:
U-08629/001-003) (Fig. 6)

Naturalistic shapes of containers or of their functional details

Applying naturalistic nature elements, inspired by the flora and fauna world,
has had a long tradition in ceramics. A talented artist Bernardo Palissy (1510
1589) was working in France during the period of Mannerism and became fa-
mous for trying to imitate Chinese porcelain for sixteen years, evolving the
colored glaze technique into a masterful form. He became recognized especially
thanks to his so-called “rustic products” - large decorative oval bowls decorated
with animal motifs (reptiles, insects) in a high relief. For decorating his artworks,
he used, for example, castings of bodies of snakes or shells. ¢’ His decorating style
expanded again in the 19" century, especially in the Mediterranean region.*

In the middle of the 18" century, the faience and porcelain soup bowls (ter-
rines) in the shape of animals, especially birds or plants (fruits and vegetables)
were in fashion as a popular decoration on the sideboards and as a part of sump-
tuous tableware of dining tables. Workshops known for their realistic design of
such exhibition pieces were located, for example, in Strasbourg, France (pigeon-

% Pozndvame starozitnosti I. Porceldn a striebro. Ilustrovany sprievodca stolovym riadom.
A guide with information on periods, styles, and shapes. Bratislava: Perfekt, 1998, p. 37
Photo.

% According to the statement of the art historian Mgr. Eliska Kova¢ova, the objects might
derive from Angaran or Castelli.

¢ Available online: https://www.metmuseum.org/art/collection/search/460984.

The so-called pilgrim bottle. [cited on 12.05.2022]
% Encyklopedie staroZitnosti. Bratislava: Perfect 1995, p. 48.
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shaped or duck-shaped terrines, around 1755), in German Gere or Ilmenau®,
but also in some other places in Europe. ° The teapots in the form of a rooster or
a hen (1734) made by one of the most important modelers of Meissen porcelain
Johann Joachim Kaendler (Kindler) (1706 - 1775) are well-known, too. ”* Many
of this kind of vessels were also imported from China.”

Dessert plates in the shape of leaves have been produced already in the 2nd
half of the 18" century and still occur today. We know them from the manufac-
tories for production of faience (Holi¢), stoneware (e.g., Tynec nad Sédzavou, 1830
- 1860)” and also from the porcelain factory in Herend, Hungary.

Decorative handles of vessels in figurative form are most often associated
with products of Meissen porcelain factory. Handles in the shape of plastic stems
and rose flowers appeared on the lids of Meissen vessels during the period of the
activity of the painter Johann Gregorius Hor6ldt (1696 - 1775) (the terrine from
the service made for the elector Clemens August von Koln in 1741 - 1742).7
Similar floral plastic motifs can also be found on the handles of teapots and sugar
bowls produced by the Viennese manufactory in the 18" century.

Plant and zoomorphic shapes of containers in naturalistic design have also
become typical for faience products from Holi¢ or from manufactories that were
affected by it, especially in Tata, Hungary. From Holi¢ are well-known, for exam-
ple, the containers in the shape of cabbage, lemon, asparagus, or rose, but also
roosters, ducks, or parrots. (Fig.7) Plastic handles in the form of fruits (plums,
pears) often appear on the lids of terrines. Such decorative details, inspired by
Holi¢, also occur in the production of Dietrichstein faience manufactory in
Hranica na Morave. (MMB, U-00591)

We encounter natural motifs also in Stupava faience. In the work of Ferdis$
Kostka (1878 - 1951) from the 1930s, there are containers (boxes) shaped into the
form of stylized fish or a parrot-shaped kettle, inspired by Holi¢ patterns.”

% GRAF, ref. in note 54, p. 42, No. 40 and 41.

70 Ref. in note 15, p. 42. Another example is faience in style trompe loeil - a plate with
naturalistically modelled apricots, Montpellier, 1780 - 1800.

7! REINHECKEL, ref. in note 62, p. 104, Fig. 68.

72 Pozndvame starozitnosti I. Porceldn a striebro. Ilustrovany sprievodca stolovym riadom.
A guide with information on periods, styles, and shapes. Bratislava: Perfekt, 1998, p. 43,
photo p. 42-43.

73 KYBALOVA, Jana - NOVOTNA, Jarmila. Kamenina v Cechdch a na Moravé. An exhi-
bition catalogue. Prague, 1987, p. 32, cat. No. 150.

7 REINHECKEL, ref. in note 62, p. 98, figure 62.

75 FRANCOVA, Zuzana. Stupavsk4 fajansa v zbierkach Mestského muizea v Bratislave. In:
Zbornik prispevkov zo semindra Etnograf a miizeum VII. Remeselnd vyroba s akcentom
na hrnciarsku, kachliarsku a kameninovii produkciu. Gemer-Malohont Museum, Ri-
mavskd Sobota 2004, p. 162: a butter-storage container in the shape of raspberry; p. 165:
parrot-shaped kettle. FRANCOVA, Zuzana. Zvieracie tvary a dekory vo fajanse.
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Zoomorphic containers can also be found in the production of Czech por-
celain factories in the first half of the 19" century, e.g., in the production of Pirk-
enhammer in Bfezova (MMB, U-08719 - a two-part container in the shape of
a ram’s head). The popularity of containers of this type can also be noticed in
the interwar period, specifically in the production of the stoneware factory in
Kremnica. A higher degree of stylization in the spirit of art deco aesthetics is
characterized by a fish serving set, consisting of a large bowl, a terrine, a sauce
boat with a tray and a set of shallow and dessert plates, and also bowls for bones
for six people. (MMB, U-08517/001-022). " (Fig. 8)

Another example is an incompletely preserved lunch service with a decora-
tion with a turkey (MMB, U-07922 - U-07926). In both cases, terrines and sauce
boats are shaped into a zoomorphic shape, and the edges of the plates are deco-
rated with relief decoration.

Older historical inspiration can be presumed in some artifacts of decorative
character (jars, bonbon boxes) from the 1930s to the 1940s of unidentified prove-
nience. From the work of contemporary ceramicist Jozef Franko (born in 1951)
we know a round faience jar with a lid finished with a plastic handle of a dragon
motif, made by the author in 1973. (MMB, E-01856)

Decoration

A relief edge in the form of a wicker basket

Utility ceramic products have been decorated not only with raised or painted
decoration. On the edges of bowls or plates, openwork decoration or relief motifs
imitating a different kind of material often occur. The relief decoration resembling
a wicker basket has been quite widespread. Its origins are in Meissen porcelain;
its original author was the modeler Johann Friedrich Eberlein (1695 Dresden —
1749 Meissen). The pattern was modified by J.J. Kindler by using a crossed form
of the netting that was originally straight, and so this decoration first appeared on
the great so-called Sulkowski Service from 1735 to 1737. 7 In German literature
it is mentioned as Sulkowski Ozierrelief, which is derived from the French word
osier = basket netting. During the 18" century, this motif became very popular in
Meissen. Around 1745 another variant known as Neu-Ozier was developed. The
new modification brought an S-shaped form of lines.”

In: Remeslo, umenie, dizajn, 2001, No. 4, p. 42-43. FRANCOVA, Zuzana. Rastliny a plo-
dy vo fajanse In: Remeslo, umenie, dizajn, 2002, No. 4, p. 49-50.

76 SOLCANIOVA, Valéria. Histéria kremnickej kameninovej tovdrne. Kremnica: PhDr. Va-
léria Sol¢aniova, 2014, ISBN: 978-80-971692-4-4, p. 119, Fig. 11 sugar bowl - years 20-
30 of the 20th century, SNM in Martin (fish shape).

77 Ref. in note 62, p. 51; 201.

78 STERBA, Gunther. Gebrauchsporzellan Aus Meissen. Edition Leipzig 1988, p. 123-124. Avai-
lable online: https://www.britannica.com/art/ozier-pattern#ref124303. [cited on 12.05.2022]
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In the Holi¢ faience, we can encounter the motif of a relief imitation of
basket netting on white dishes from the period 1765 - 1775, or in combination
with openwork decoration creating stylized floral motifs on shallow plates dat-
ing to the period around 1790.” (MMB, U-00845). (Fig. 9) We can find it also
in stoneware of the period of Classicism and the Empire style.

Grape leaf decoration

Vine leaves and tendrils have had an ancient symbolic meaning in the
visual arts, associated with Christian iconography. In general, they are one
of the most widespread motifs and they have also been applied extensively in
arts and crafts as decoration, especially in ceramics and porcelain. The mo-
tif of vine leaves in green or blue color and in a rather moderate form often
decorates the edges of the plates. The green grapevine tendril was a popular
decorative motif of porcelain factories in Meissen and Vienna, especially in
the 19" century. Both sites enriched the variety of decorative motifs with this
element in almost all manufactories in the Czech Republic, Hungary, and Slo-
vakia. In other manufactories, the vine motifs were not only passively taken
and copied, but also modified and complemented with other elements. For
example, in a stoneware manufactory in Muran, the noble and elegant decora-
tion of the vine tendril was adapted, decomposed, and enriched with flower
buds and burgeons of roses or other flowers. In combination with plant mo-
tifs, the motif of a stylized bird was also applied here.*

There is no grapevine motif documented on the faience products from
the Holi¢ manufactory. However, it rarely occurs on stoneware, as evidenced
by the two marked shallow plates. On the first plate along its perimeter there
is a plastic strip of a leaf decoration formed in the mass and lined with a thin
manganese line. On the margin of the plate there is a painted strip of vine
leaves and wavy curled tendrils. In the middle of the bottom there is placed
a tiny purple plant motif resembling the crown of the palm tree, the bottom is
lined with a raised pearl strip. (MMB: U-00588) The second plate, preserved
in a better condition, has an openwork edge and a relief decorative strip with
an imitation of basket netting. The bottom is lined with a painted strip of
vine leaves in dark and light green color, composed into a lining garland and
the leaves are connected by manganese semi-circles and separated from each
other by blue drop-shaped figures. (MMB: U-00846) (Fig. 10)

7 BALLA, Ref. in note 56, p. 192, No 301 — shallow plate, circa 1790; p. 193, No. 302 -
a bowl in the form of a basket, 1765-1775.

% HLODAK, Pavol - ZILAK, Jan. Murdnska kamenina. Manufaktira na vyrobu keramiky.
Velky Krti§: GENUS s. r. 0., 1999, ISBN 80-968313-0-5, p. 84, photo on p. 96.
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The so-called Viennese decoration

This kind of a simple painted decoration, consisting of dots and lines, or
arches comes probably from a painter of a blue decoration, who designed it
around 1770 in c. k. Viennese porcelain manufactory. It originally appeared as
a bordering on the edges of porcelain products decorated with the decoration
of the so-called Indian flowers and insect motifs. However, as early as 1780,
this previously dominant plant decoration was not used anymore, and just the
blue lining pattern became the painting decoration of objects. In this form it
soon gained popularity especially in well-situated bourgeois circles. Thanks to
the growing popularity of the blue bordering, other producers of porcelain and
stoneware in the monarchy began to use it, too. However, in Vienna itself, the
pattern was perceived rather in a negative connotation and the products on
which it was applied were referred to as the Dienstbotenporzellan, which means
the porcelain for servants. The choice of cobalt color was conditioned by fi-
nancial reasons - a dining plate decorated only with a blue bordering costed
around 22 kreuzers, while products with a gold-plated edge or other color deco-
rations were substantially more expensive. During the Biedermeier period after
the Congress of Vienna (1815), the Viennese manufactory was producing large
quantities of tableware and coffee sets with blue decoration. Products with this
type of decoration do not appear in representative publications on Viennese
porcelain. With the marking “Viennese decoration”, such pieces still appear to-
day, for example, in both the Vienna and Prague auction houses Dorotheum,
but they are becoming more and more rare.

This decoration gradually experienced a considerable expansion. Cheaper
versions of dishes decorated in this way from Viennese porcelain were copied
in the first half of the 19" century by other producers and were often made of
stoneware (Hardtmuth, Wilhelmsburg, various manufactories in Bohemia and
Moravia, e.g. in Vranov nad Dyji). ® It also appears on products from the territory
of today’s Hungary (Papa, Kdszeg — german: Giins). (MMB, U-00567, U-00568
Papa; U-00569 Koszeg).

In Slovakia, the presence of blue Viennese decoration, painted on a cream
white glaze, is documented in the production of several stoneware manufactories,
especially®” in Kremnica or Muran and rarely in Holi¢. The Kremnica exemplars
trace back to the beginning or the first half of the 19" century.®

In the Muran manufactory, the Viennese decoration was used for decorat-
ing dishes in the early period of its existence. The products from this period have
a high technical and artistic value. They were destined to be heading to higher

81 Available online: https://regiowiki.at/wiki/Dienstbotenporzellan; https://austria-forum.
org/af/Wissenssammlungen/Essays/Kultur/Augartenporzellan. [cited on 12.05.2022]

82 BALLA Ref. in note 56, p. 192, No. 301.

83 SOLCANIOVA, ref. in note 76, p. 12-13, 18-19, 20.
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circles. They were part of large lunch sets, sometimes decorated with the coat of
arms of the family to which the service was addressed.*

In the collections of Bratislava City Museum there is quite a large collection
of stoneware products with the so-called Viennese decoration. It concerns some
empire-shaped teapots, but also bowls and plates. Besides the already mentioned
marked products from Papa and Készeg and one plate from Vranov nad Dyji,
it is necessary to mention specially two deep plates and one bowl of Samorin
provenience (MMB, U-00562, 563, 564). All three products are marked with the
mark SOMEREIN embossed at the bottom. Even though they represent typical
production of that time, they are rare from the point of view they are probably
the only known items of this kind preserved from the production of this manu-
factory, about which existence we have had almost no knowledge. * (Fig. 11)
U-00558-559 / U-00571; (Fig. 12) U-00568

Pictures descriptions:

Fig. 2 - Aspersorium in the form of St Ve-
ronica, porcelain, Vienna, ca. 1740 - repro-
duction

Fig. 1 - Aspersorium in the shape of St Vero-
nica, faience, Holi¢, 2" half of the 18" centu-
ry. Foto: MMB, Ludmila Misurovd.

8 HLODAK, Pavol - ZILAK, Jan. Murdnska kamenina. Manufaktiira na vyrobu keramiky,
GENUSs. r. 0. 1999, ISBN 80-968313-0-5, p. 84, photo on p. 92 - plate with carved edge,
p- 94-95 blue Viennese decoration.

% KATONA Imre: A magyar kerdmia és porcelén. Budapest, 1978, p. 183.
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Fig. 3 - Hercules fighting the Cretan Bull, faience, Holi¢ (?), 2" half of the 18" century. Foto:
MMB, Zuzana Francovd.

Fig. 4 - Trembleuse cup with a saucet, faience, Holi¢, 1760 - 1775. Foto: MMB, Ludmila
Misurovd.

Fig. 5 - A cup with a saucer, painted faience,
Italy, 2" half of the 19" century. Foto: MMB,
Ludmila Misurovd.
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Fig. 6 - Table set for oil, vinegar, salt
and pepper, stoneware, Bohemia
— Selty, 1 third of the 19" century.
Foto: MMB, Zuzana Francovd.

Fig. 7 - Vessel in the form

of cabbage head, faience,

Holi¢, 1760 - 1775.

Foto: MMB, Ludmila Misurovd.

Fig. 8 - Lunch set with fish motif
- terrine, saucer, plates, stonewa-
re, Kremnica, 1920-1930s. Foto:
MMB, Sylvia Sternmiillerovd.
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Fig. 9 - Plate with imitation of basket net-  Fig. 10 - Plate with vine decoration, stone-
ting, stoneware, Holi¢, 1% quarter of the 19"  ware, Holi¢, 1% quarter of the 19" century
century (before 1827). Foto: MMB, Sylvia  (before 1827). Foto: MMB, Sylvia Sternmiil-
Sternmiillerovd. lerova.

Fig. 11 - Double-handled terrine with lid,
stoneware, blue Viennese decoration, Cen-
tral Europe - sign. I (H?) K, I* third of the
19" century. Foto: MMB, Sylvia Sternmiil-
lerovd.

Fig. 12 - Teapot with lid, stoneware, blue
decoration, Pdpa, 1* third of the 19" century.
Foto: MMB, Sylvia Sternmiillerova.

Mgr. Zuzana Francovd - an art historian, she works at the Bratislava City Mu-
seum as a curator of collections of arts, crafts, fine arts and older history. She is
a co-author of several publications and author of many professional studies about
museum collections of arts and crafts and appplied arts, mainly from the 18th and
19th centuries. She focuses on research of ceramics, porcelain and glass.
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Moravian faience and porcelain decoration

PhDr. Alena Kalinova

In the past, faience represented an important part of the material culture in
Moravia and was proving an excellent level of the local ceramic craftsmanship. Its
production in Anabaptist workshops in South Moravia is evidenced by archaeo-
logical discoveries from the end of the 16™ century. * At that time, faience was
a luxury commodity that served members of the highest social classes. Two cen-
turies later, it became already a product of pitcher-making craftsmanship, which
found its customers in the environment of city inhabitants or artisan and peasant
classes of the countryside.

In the 18" century, porcelainware generally assumed the status of the most
respected and attractive ceramic product and formed part of the culture of the
social elite. It was the finest ceramic material with an opaque translucent body
used for the production of fine tableware and plastic art. Porcelain represented
Chinese cultural wealth, which was first introduced to Europeans at the end of
the 13th century after Marco Polo returned from his Asian journey, and due to its
unavailability, Europeans tried to produce it by themselves for a long time. They
succeeded in their effort only at the beginning of the 18" century. ” Still from the
second half of the 17* century, the lively trade with Southeast Asia expanded, so
the number of porcelain products imported to Europe and even original local
products increased. European customers even had the opportunity to influence
Chinese and later Japanese suppliers with their requirements. Over several centu-
ries, porcelain influenced European ceramic manufacturers, stimulated techno-
logical experiments, and inspired mainly in terms of decoration. After the start of
the production of European porcelain, the oldest factories in Meissen and Vienna
became the leaders of fashion trends that led to the creation and spreading of
universal patterns. Many faience factories found their inspiration in porcelain.
Porcelain was impressive with its shapes and decoration - for example, with new
decorative principles, which included the use of decorative reserved areas (white
areas dedicated for paintings) on a colored background, or with the placement of
decorative elements freely on the surface of the vessels, but above all with exotic
motifs — Asian landscapes, architecture, figures, exotic flora, and fauna.

8 Regarding the production of faience in the South Moravian territory see Pajer 2006, 80;
Pajer 2018, 193 n.

& The discovery and the beginnings of porcelain production in Europe are associated with
Meissen and Johann Friedrich Bottger (1708).
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The knowledge about the production of faience - noble fine ceramics with
painted decoration - was brought to the Moravian region in the 16" century by
Anabaptists, the representatives of a radical movement of the European Reforma-
tion, later referred to as Habans. * Refugees from Switzerland, Tyrol, Carinthia,
Germany, or northern Italy found a new home in the religiously tolerant environ-
ment of South Moravia,” where they could live according to their ideological prin-
ciples. They were skilled craftsmen and excelled in several fields, but they left the
most important historical trace just in the production of faience, which at the end
of the 16" and during the 17* century ranked among the top artistic crafts. Thanks
to Anabaptists, at the end of the 16™ century, representative ceramics started to
be produced in the South Moravian territory (Tavikovice, Vacenovice, Strachotin,
Stara Breclav, etc.)®, while until then they had to be imported from Italy. *!

With the start of the severe re-Catholicization after 1622 and after the
forced leaving of Anabaptists from Moravia, faience products were produced by
the workshops of their co-religionists in the neighboring West Slovak territory
(Sobotiste, Velké Levare, Kosolnd, Dechtice, etc.). After the disorganization of
the local Anabaptist communities at the end of the 17" and the beginning of the
18" century, individual craftsmen began to move back to the Moravian territo-
ries, where new production centers were gradually established. (Nové Hvézdlice,
etc.). There, over two centuries, a lot of faience products were produced, and they
were technically and artistically based on the Anabaptist tradition.

Influenced by new social and religious conditions, Moravian craft pitcher-
making was gradually formed, and during the 18"® and 19" centuries, it became
an inseparable part of the folk culture of Moravia.

Already in the late Haban faience production of the end of the 17 century, the
impact of porcelain on the formation of ceramic goods can be noticed. In the sec-

8 The term Haban has not been yet fully clarified. It is most often explained as deriving
from the German word Haushaben, which means a common yard. As a name for
a member of the Anabaptists, the word Haban appeared in the Slovak environment in
a document from 1667. The Anabaptists perceived this name as derogatory and at the
end of the 18" century, its use was even forbidden. However, it became established in
connection with the naming of ceramics produced by the Anabaptists and their descen-
dants and is still used in the professional literature.

In the period 1526 - 1622 there were 56 Anabaptist settlements in South Moravia on 28
manors and the estimated number of Anabaptists population was 20,000 (Pajer, 2006, 64).
Regarding the oldest production in Moravia see Pajer 2011, 3.

From the end of the 14" century Italy was a center of production of noble ceramics -
maiolica, in which it held a privileged position and exported it to other European coun-
tries. In terms of technology, faience basically means the same thing as majolica. In the
16th century, this production technique spread to the north of the Alps, and the name
faience has been used for products out of the Italian territory.

8

8

9

S
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ond half of the 17" century, thanks to the development of overseas trade, there was
an increase in the export of porcelain from its home country of China to Europe.
The unavailability of porcelain encouraged an effort to imitate its design in the do-
mestic material - faience because to produce porcelain of the same quality was not
possible yet in the European territory. *> The blue decorated white porcelain of the
Ming dynasty inspired manufacturers, especially in the Netherlands and Italy. The
mentioned decoration found a specific expression in the decoration of post-Haban
faience from the first decades of the 18" century, which was partially produced also
in Moravian localities. This decoration was based on the Anabaptist tradition and
used fashion elements brought by porcelain, which for Europeans was still difficult
to be accessed. These influences are represented by a set of cobalt motifs that ap-
peared especially on Ligurian goods. The edge of the post-Haban flat tableware was
decorated with a painted decoration made in two shades of cobalt color, combin-
ing various plant motifs and creating a tangle of twigs, fruits, flowers, and grasses,
among which animal figures sometimes appeared (probably the influence of Ligu-
rian production from Savona). The influence of oriental porcelain, mediated also by
Delft faience, is evidenced by products with cobalt paintings of architecture, trees,
birds, insects, or lilies of the valley, which are composed without regard to the pro-
portions of the individual elements (Fig. 1).

Soon after the discovery of European porcelain in Meissen (1708), products of
Orientalizing character were created in the following decades in the oldest European
factories. In Meissen, this assortment was associated with the activities of the painter
Johann Gregor Horoldt in the years 1720-1735. At the same time the porcelain factory
in Vienna, under the leadership of Claudius Innocentius Du Paquier (1720-1744), was
developing production, which similarly processed exotic models, though with some
own original approaches. The decorative designs from both companies were further
adopted by newly emerging European factories (Ludwigsburg, Nymphenburg,
Berlin, Sévres, and many others). In the beginning, oriental patterns, including
Japanese porcelain models, were faithfully imitated. Early Meissen and Viennese
products displayed numerous chinoiseries, especially rich floral decorations in rich
colors with distinctive peony and chrysanthemum flowers. However, local elements
slowly began to infiltrate into the floral sets. After the mid-eighteen century, the
above-mentioned decoration was applied in the whole European ceramic production
as a reaction to the painting stylization of the so-called Indian flowers of the Meissen
porcelain factory and in general to all the existing trends subordinated to the Orient.
The transition from chinoiserie to colorful local flowers occurred in Meissen around
1740 and subsequently took place in other porcelain factories and faience enterprises
operating in French, German and Italian territories. This ceramic production brought
a substantial profit to its owners.

2 Comparing experiments with the production of porcelain on European territory, e.g., at
the Medici court in Florence in the last third of the 16" century, or in France, etc.
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In faience, this artistic change was associated with technical innovation - the
introduction of muffle colors and the technique of the third firing, the primacy of
which is attributed by professional literature to a Strasbourg manufacturer Paul
Hannong (he headed the manufactory in 1732 - 1760). A lower temperature in
the covered boxes (muffles) or muffle furnaces allowed the use of an unlimited
palette of colors, and so instead of the dominant color of the previous period of
Orientalizing flowers which had been brick red, in the later period a luminous
purple prepared from the ducat gold appears in the faience.”

Before the middle of the 18th century, the Imperial and Royal Manufac-
tory for Faience Production in Holi¢ in western Slovakia (1743-1827) became
a significant follower of current trends in the ceramic industry. Its foundation
was a part of the efforts to improve the monarchy’s economy, which were made
by the far-sighted economist Francis Stephen of Lorraine, the husband of Em-
press Maria Theresa. For the sake of the economic prosperity of the state, it was
obvious that instead of disadvantageous import, it was necessary to establish
own enterprises. Francis Stephen of Lorraine founded the first faience manu-
factory in the monarchy on his estate in Holi¢ in western Slovakia, where he
brought expert personnel from his homeland - from the Strasbourg company;
at the same time, he nationalized the second oldest European porcelain fac-
tory in Vienna. From 1744 the latter was supposed to focus mainly on plastic
art, while the Holi¢ company was to supply a wide range of utility goods to the
imperial court, the nobility, and sales warehouses throughout the monarchy.
The rich assortment ranged from the desired representative goods for the ar-
istocracy to practical containers for customers from small towns. The greatest
attention was focused on tableware, but the production content was varied and
included drink sets,” pharmacy containers, trays, saltshakers, aspersoriums,
inkwells, and small plastic art.

The Holi¢ manufactory became an important source of inspiration for in-
dividual Slovak and Moravian faience producers, who continued in the tradition
founded by previous generations of Anabaptist (Haban) ceramicists. Many pitcher-
makers were trained in Holi¢ and went through the local factory, which provided
them contact with the latest working procedures.” Not only adopting fashionable
decoration but also copying individual types of products and their shapes can be
noticed. Folk manufacturers tried to imitate flat dishes with wavy edges, to make

% The manufactory in Holi¢, West Slovakia, active since 1743, used colorful floral
decoration very early, however it is not possible to confirm undoubtedly that it was
taken directly from Strasbourg.

% Tt is a period when drinking exotic drinks - tea, coffee, and chocolate became popular
and that was requiring the use of special tableware.

% Moravian producers were also affected by the manufactory in Hranice, which worked
for a short period in the last decades of the 18" century.

134



Alena Kalinova

figural saltshakers or aspersoriums in the form of St. Veronica,” inkwells, stands
for pocket watches, religious sculptures, etc. The floral decoration from 1770-1775
consisting of a central bouquet with a dominant red rose, complemented by other
smaller twigs, was particularly inspiring and passed not only into the decoration of
plates and bowls but also hollow dishes (jugs, beer mugs, pots).

When observing Moravian faience, it is possible to evidence the impact of
porcelain production. It was already mentioned by K. Cernohorsky in his detailed
analysis of the decoration of faience products from Moravian workshops. He drew
attention to two movements that can be recognized in the 18®-century faience.
Both displayed elements that were part of the decorative systems of porcelain prod-
ucts and were reflected in the production of individual faience producers. These
were decorative principles as well as individual elements. For example, reserved
spaces filled with decoration in the color-demarcated areas appeared - e.g., faience
sprayed with manganese from the second quarter of the 18" century (Fig. 2). From
the sixties of the 18" century, the influence of exotic porcelain was manifested in
Moravian faience in the form of elements of the Famille Verte decoration **, and
also in floral decoration painted with muffle colors.

The first decorative style used only traditional high-heat paints. According
to the preserved historical material, it was used in all production sites in Mora-
via at that time. Despite the influence of porcelain, the appearance of Moravian
faience retained a quite autonomous form, with the central decorative motif
mostly representing anthropomorphic or zoomorphic elements surrounded by
plant formations. Porcelain decoration was mainly influenced by the character
of plants and their leaves, and palm trees often appeared instead of trees (Fig. 3).
Another element was exotic architecture, which was evolving into more and more
simple shapes and achieved highly stylized forms. On Moravian faience, it gradu-
ally took the form of the so-called Gypsy hut, which became one of the character-
istic decorative motifs, especially on many plates and bowls and its popularity ex-
ceeded the beginning of the 19" century (fig. 4). Chinoiserie was distinctly used,
for example, in the work of the Oslavany faience artist Josef Kopp from the period
around 1780. It is evidenced especially in a jug with an Asian-looking figure of
a miner or two pannikins whose shape and floral decoration correspond to exotic

% It appeared as a product of the Viennese porcelain factory already in Du Paquiers peri-
od (1720-1744).

97 Cernohorsky [1941], 128.

% Famille Verte, French for , green family*, represents a type of Chinese porcelain from the
period around 1700 from the end of the Ming dynasty and the beginning of the Manchu
era, in which bright green predominates in the painted decoration of the five colors. The
Famille Verte wares were mainly produced during the Kangxi period (1661-1722) of
the Qing dynasty. This decoration was widely imitated by European porcelain or faience
ware (especially German).
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models. * We can mention that Kopp's goods were sold mainly in an urban envi-
ronment, and he was oriented toward the demanding urban customers (Fig. 5). '

At approximately the same time, another style of decoration of the faience
with muffle colors began to expand, where purple red was dominant. It was spread
under the influence of the fashionable Rococo style, mainly from Holi¢ and other
faience manufactories. This decorative trend was very attractive but technically dif-
ficult to implement. The historical sources of Moravian faience prove that red was
initially applied exclusively to plastic art, so to the quite exceptional goods difficult
to produce. Only later it was used for the ordinary pottery assortment, on hollow
and especially flat dishes. The number of red-decorated products increased inten-
sively at the end of the 18" century and reached its peak at the turn of the 18" and
19" centuries. Monitoring the mutual relations, we can see that in the folk produc-
tion there were plates and bowls very frequently decorated with a bouquet with
a central red rose, often complemented by a tulip and even smaller flowers, often
originating in the cornucopia (Fig. 6). Individual sprigs with smaller flowers were
also painted on the brims of the plates and remaining surfaces of the other ves-
sels. At the edges, floral elements were often connected with garlands, ribbons, and
bows, and the edge was often lined with a decorative strip. A bouquet with a central
rose became the main decorative motif of the front side of pitchers, teapots, beer
mugs, or soup terrines. The rococo decoration gradually changed to the classicist
one. Among the red-painted dishes, it was also popular to use the decoration of
architecture, which often filled the space of the reserved spaces. These spaces were
also used on jugs and beer mugs, usually for placing images of saints.

These well-established decorative motifs and the use of muffle colors sur-
vived in a certain form until 1850, however from the beginning of the 19" cen-
tury new tendencies, carried again by porcelain products, influenced the form of
faience in handicraft workshops. In the first quarter of the 19 century, a moder-
ate, often finely drawn geometrized decoration designed in the dominant blue
color, mainly in gray-blue shades, begins to gain ground. Its leading representa-
tives of Moravian producers were Ignac Camek from Vyskov, Norbert Fiala and
Albert Hejtméanek from Ivancice or later FrantiSek Zavtel from Velkd Bites. This
art style demonstrated a fashion trend. At the same time, because of the worsen-
ing of the production and sales conditions, it suited the cost-saving efforts of
single manufacturers, who found it increasingly difficult to afford the production
process and after the middle of the 19" century, they found themselves under
competitive pressure of the developing serial production of creamware, and grad-
ually also porcelain. Difficult and expensive faience production headed towards
simplifying procedures, less complex shapes, and simpler painting decoration in

% Collection of the Ethnographic Institute of the Moravian Museum, Inventory No. KER
20655, KER 20237 and KER 21607.
1 Uhrova 1974, 291-293.
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one, usually cobalt, color. Among the decorative elements, simple hanging gar-
lands with stylized rose flowers appeared. Some expressions can be seen as a rus-
tication of the straw decoration introduced by porcelain (Fig. 7). Manufacturers
in the folk environment fancied the simple decorative style of blue color - the
so-called Viennese rambling decoration. It consisted of a line in which the forma-
tions of four dots and an inverted triangle of three dashes alternately adjoined.
This decoration appeared on Viennese porcelain in the eighties of the 18" century
and often appeared also on industrially produced creamware in the same period
and later. On Moravian faience, it represented either a single decorative element
or a supplement to the main decorative motif (Fig. 8). Due to its simplicity, it
gained considerable popularity. Before the middle of the 19" century, the decora-
tion of Moravian faience tended towards large cobalt decoration, which was typi-
cal, especially for Vy$kov production. It was characteristic of the final phase of
handmade faience production, marked by a general decay related to the inability
to compete with cheap industrially produced goods.

When doing a detailed examination of the features of Moravian pitcher-
making, it is possible to identify the response to porcelain production, which
played a fundamental role in the formation of the development trends in the
ceramic industry. In the case of handicraft producers in Moravia, the faience
manufactory in Holi¢ played an important intermediary role. At the same time,
however, it is necessary to mention that the products of Moravian pitcher makers
- toufars have always had their unique and original appearance. The production
of their workshops reached its artistic and technical peak in the last quarter of the
18" century and the first half of the following century. After there was a gradual
decline and in the eighties of the 19" century, the previous development ended.
The work of pitcher makers forms part of the folk-art culture of Moravia and oc-
cupies a privileged position in it. Only a few regions can boast of such a long and
glorious tradition of ceramic production as Moravia, which is exceptional just
thanks to its faience.
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Photo captions:

Fig. 1 - Bowl with the inscription ANNA
LEDABILKA from 1713, probably Bucovice,
Vyskov district, inv. no. KER 20474

Fig. 2 - Jug sprayed with manganese with
a reserved space decorated with a bird motif.
Vyskov, around 1740, inv. no. KER 20325

Fig. 3 - Jug with the influence of porcelain  Fig. 4 — Plate with the motif of a Gypsy hut.
decoration Famille Verte in a natural en-  Probably Vyskov, turn of the 18th and 19th
vironment. Vyskov, last quarter of the 18th  centuries, inv. no. KER 21662

century, inv. no. KER 25712
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Fig. 6 - Bowl decorated with a bouquet with
two red roses. Vyskov or Bucovice, end of the
18th or beginning of the 19th century, inv.
no. KER 21220

Fig. 5 - Jug with the figure of a miner. Osla-
vany, district Brno-venkov, author Josef
Kopp, around 1780, inv. no. KER 20655.

Fig. 8 - Bowl with the motif of St. Joseph,
decorated with rambling decoration on the
edge. West Moravia (?), end of the 18th cen-
tury, inv. no. KER 20609

Fig. 7 - Jug with the blue decoration of gar-
lands and rosettes. West Moravia, early 19th
century, inv. no. KER 21786

All the objects come from the collection of the Ethnographic Institute of the Moravian Muse-
um in Brno, photo by Zuzana Kocidnovd
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The story of Modra ceramics thrown from clay,
painted and fired

How we prepared the exhibition for Porselensmuseet,
the Telemark Museum in the town of Porsgrunn, Norway
(@ museum of porcelain that belongs to the museums in

the Telemark region).

Ing. Miriam Funiova

In the Slovak Folk Majolica for 140 years, craft masters have been de-
veloping inherited traditions, creating with their hands and hearts the ce-
ramic soul of the region, ceramics with white glaze and typical rich decora-
tive patterns. All the products are handmade and hand-painted. Each piece
is a unique work. The Modra majolica and the majolica ornamentation are
registered in the Representative List of the Intangible Cultural Heritage of
Slovakia.

The Slovak Folk Majolica currently focuses mainly on protecting, restor-
ing, and preserving the traditions of the Modra majolica production with an
emphasis on maintaining employment and with the potential to create an in-
novative environment, raising public awareness also through registering the
majolica and the majolica ornamentation to the Representative List of the In-
tangible Cultural Heritage of Slovakia, through excursions, workshops, sym-
posiums, publishing of the book by Agata Petrakovi¢ové Sikulova ,,Slovak Folk
Majolica in Modra® but also through training and education of new genera-
tions of craftsmen. At the same time, the folk-art production cooperative tries
to be an active part of the community in Modra and the Bratislava region.

An important task of the company is also to move traditions to mod-
ern times with respect and reverence. Master painters pass to ceramics tradi-
tional patterns, as well as new ones, inspired by hundred-years old stencils of
the Modra majolica doyen, Hefman Landsfeld, and also by cooperation with
young designers and ceramicists. At the same time, the goal is also to return
ceramics to households as functional items, therefore the company innovates
the product range and product characteristics. Ceramics from the Slovak
Folk Majolica are dishwasher and microwave safe and have a health-safety
certificate. With these steps, the company has been able to gain customers
even among young people who are returning to the quality local traditional
products.
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In today’s age of digital technology, the most important question for the
future is whether, during the next 5-10 years, the company will be able to at-
tract and bring young craftsmen - the future master ceramicists. Therefore, it
currently cooperates with several professional ceramic schools and organiz-
es symposiums, the work meetings of important Slovak artists, experienced
craftsmen, young ceramicists, and students of trade subjects.

Throughout its long existence, the Slovak Folk Majolica has represented
Slovakia all over the world with the beauty of ceramics and has been a part-
ner in the greatest projects in the field of culture and traditions. To this day,
in Modra, there are made replicas of historical ceramics for the needs of
museums, as well as freely inspired exhibition pieces for special occasions
or collectors. That is why, this biggest and oldest ceramic workshop in Slo-
vakia was chosen by the partners of the project ClayDay - Magic of Clay,
to prepare the exhibition The Story of Modra Ceramics, under the supervi-
sion of PhDr. Agdta Petrakovicové Sikulovd. After professional research in
the collections of the SNM-Tudovit Star Museum, the curator prepared the
dramaturgy of the exhibition and based on it, presented the requirements for
the production of individual pieces of ceramics. It was 7" February 2022, and
work on production could begin.

The beginning was in the hands of Oliver Dome, a wheel-thrower,
which we have only a few in Slovakia. He learned in the Slovak Folk Ma-
jolica, specializing in raw production and wheel-throwing. Not only can he
throw pitchers and mugs at incredible speed, but from a lump of clay, he also
creates spectacular vases over a meter high and huge plates and pots. Fol-
lowing the instructions of A. Petrakovi¢ovd Sikulové, he made custom-made
replicas of historical ceramics, some of which have been preserved only in
period photographs. Cake molds, baking molds, and a special type of pitcher
— called the “owl”, but also wonderful exhibition pieces, passed through the
master’s hands many times. He guarded them to avoid any rupture while
drying, he made their handles, and he refined them to make a smooth base
for the glaze. He controlled how his works went to the kiln after proper dry-
ing. This process took almost two months. The clay must dry very slowly and
naturally, to avoid any damage. The larger the piece, the more difficult it is to
follow the process properly.

The artistic ceramicist Juraj Hanulik was apprenticed at the Ceramics
Trade School in Bratislava in the early 1970s and he is faithful to the craft to
this day. He has been working with clay all his life, he understands its pro-
cessing better than anyone else in Slovakia. He does not only make tradition-
al ceramics but has also his typical specialties, for example, he can also make
ceramic stoves. His inkwells and angular bottles, which he makes from raw
clay to the final firing, are a wonderful memory of years long gone. However,
the biggest (literally) bases of master Hanulik are the exhibition vases and
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plates painted by him. He is a skilled painter of large pieces; he is able to lay
out the ornament in the space while keeping the highest aesthetic parameters
and at the same time with obvious inspiration from tradition. His painting is
light and airy, and also because of its beauty, he was nominated as a master
of the craft by the Centre for Folk Art Production in 2022.

In the middle of April, Oliver Dome threw and Juraj Hanulik painted 34
custom-made, mostly oversized pieces of ceramics and 24 traditional piec-
es of tableware, which are part of the exhibition. Other pieces, which were
painted also by other painters, represent contemporary production - both
traditional ornamentation and new patterns. Everything was properly pho-
tographed and placed in boxes, and on 21 April 2022, the entire exhibition,
along with information panels, reached its destination - the Porcelain Mu-
seum in Porsgrunn, Norway, with no damage.

At the opening ceremony on 4™ May 2022, the curator of the exhibition,
Agéta Petrakovi¢ova Sikulova, also said the following words:

»The exhibition The Story of Modra Ceramics is original, its uniqueness lies
in its workmanship since all the exhibition pieces were newly produced in the
workshops of the Slovak Folk Majolica in Modra, following historical designs.
The town of Modra ordered the production of ceramics according to the selected
masterpieces. Among the exhibits, there are pottery products, reproductions of
traditional Haban pottery, and ceramics from Modra of the interwar period.
There are present also contemporary ceramicists, employees of The Slovak Folk
Majolica, Jakub Liska with MODRANSKA ceramics, and Peter Dureje.

Today has been opened our casket with the family silver, which once
formed a Slovak identity. The casket is here, you just need to open it and look.
We brought you a piece of Slovak clay, water, and fire, which our producers
transformed into painted delicate folks because they are the ones who make
handmade ceramics from Modra unique.“

However, the story of Modra ceramics does not end in Norway. It continues
with the beauty of ceramics created by Norwegian and Slovak artists at a sym-
posium in June 2022 in the production premises of the Slovak Folk Majolica
in Modra, along with an exhibition of porcelain in Modra, and the subsequent
exchange of exhibitions. The direct interconnection of painting on ceramics
and porcelain was created by the artist Yngvild Hasvik, a porcelain painter from
Porsgrunn, at the aforementioned symposium. She used traditional elements
of ornamentation of majolica and Norwegian porcelain, creating an interesting
motif that might become one of the patterns painted in the future.
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Photo captions:

1. The certificate of registration of majolica from Modra and majolica ornaments in the
Representative List of Intangible Cultural Heritage of Slovakia, photo: archive of the Center
for Traditional Folk Culture

2. The Summer symposium of majolica with the theme of a vase, participants from School
of Artistic Industry in Bratislava, photo: Lucia Mandincovd
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3. SLM director Filip
Funia, exhibition curator
Agdta Petrakovicovd
Sikulovd, master painter
Juraj Hanulik, master
potter Oliver Déme and
SLM production manager
Maria Valentinovd (from
left) planning the producti-
on of ceramics for the
exhibition, photo: Lucia
Mandincova

4. Bowl for baking cake, replica of a histo-
rical piece, in raw state before firing, photo:
SLM archive

5. Jugs, replicas of historical pieces,
painted before the last firing, photo: SLM
archive

6. Replicas of exhibition plates, exhibition
at Porselenmuseet, Telemark museum
Porsgrunn, photo: Stina Glommi
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7. Ceremonial opening
of the exhibition

»The Story of Modra
Ceramics* in the Por-
selenmuseet, Telemark
museum Porsgrunn,
from left Telemark
museum director Bar-
bara De Haan, SLM
director Miriam Fuiio-
vd, exhibition curator
Agdta Petrakovicovd
Sikulovd, mayor of
Porsgrunn Robin Kdss,
photo: Stina Glommi
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8. Porcelain painter from
Porsgrunds Porselcensfabrik
Yngvild Hasvik at the
international symposium in
Slovak Folk Majolica, photo:
Martina Mlctichova
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9. Combination of
porcelain decors from
Porsgrunn and majolica
from Modra, author

is Yngvild Hasvik,

a porcelain painter
from Porsgrunds
Porselensfabrik at the
international symposium
in Slovak Folk Majolica,
photo: SLM archive

Ing. Miriam Fusiovd - A project manager, marketing and communication expert.
She is the Chairman of the Board of Directors of the joint-stock company Slovak
Folk Majolica. She participates in organizing events aiming to preserve traditions
in the region, with a team of volunteers from the Modranskd Beseda, community
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Porsgrund Porcelain Factory - The history and
styles of the only Porcelain Factory in Norway

Karolina Szawica
Consultants: Ann Iren Ryggen Aasen, Mariken Eek

The Chinese porcelain and its way to Europe.

Porcelain has fascinated Europe for centuries. The name porcelain comes
from Italian porcella' (cowrie shell) because of its white color and smooth sur-
face which resembles the surface of porcelain. Porcellana'® is mentioned in sev-
eral inventories from the Middle Ages and the Renaissance where it describes
diverse objects, such as opal glass, mother-of-pearl, Bivalves, and white-glazed-
ceramics, such as Dutch faience.

Porcelain was developed in China centuries ago. Under the Ming dynasty
(1368-1644) the Chinese porcelain was already exported to Europe. The so called
blue-on-white porcelain was the best known and most demanded porcelain style
in Europe. The porcelain production in China was concentrated around one city
Ching-té-chén (todays Jingdezgen) on the south bank of the river Chiang in the
Kiangsi province. It is also said that the beginning of porcelain production in
these areas dates back to the Han dynasty (206 B.C. - 220)'®. The Chinese por-
celain found its way to Europe through the so-called East India Companies. The
first of them, established in 1600, was an English, and later British joint-stock
company, which traded mostly cotton, silk, indigo dye, sugar, salt, spices, salt-
peter, tea, and opium. In 1616 the Danish East India company was established
but it did not succeed in trading. In 1732 another East India Company was es-
tablished, this time under the name Asiatisk Kompagni (Asian Company). The
company received privilege to trade with all harbors between Denmark-Norway
and Cape of Good Hope. The privilege was supposed to last 40 years and gave
the company a monopoly in trading with the harbors mentioned above'™. These
companies brought Chinese porcelain to Europe. Porcelain was seen as an ex-
otic and exclusive product, which resembled the exotic and a far-away country

1" Randi M. Johanessen, Den norske import av ostindisk porselen i tiden fra Asiatisk Kom-
pagnis grunnleggelse 1732 til omkring 1800 i: Kinesisk Porselen i Norge pd 1700-tallet,
Museumsforlaget, Trondheim 2018.

'2Randi M. Johanessen, op. cit.

% Randi M. Johanessen op. cit.

'Randi Johanessen, op. cit.

148



Karolina Szawica

- China. The demand and admiration reached its highlight in the latter part of
the 16™ century.

Fot. 1 Octagonal terrine of porcelain with lid.
White glazing with a blue-green tone, blue,
hand-painted under glacial décor showing
landscape with trees, buildings, and deer.
Blue handles on the sides designed as animal
heads. Telemark Museum, TGM-H.423.A

The Chinese porcelain exported to Europe was an object of great fascination.
The demand was huge and thanks to the discovery of kaolin fields, the Chinese
manufacturers were able to satisfy European buyers. At that time, the porcelain
was a luxury product and after a while the importers began to come with require-
ments. They wanted the products to be more adapted to European standards. In
this way they could reach to a wider group of customers. The requirements ap-
plied mostly to the decorations. European customers liked their “China” to be more
decorative, with aristocratic or bourgeois coat of arms. It was also the form that had
to be adjusted to the European taste. The cups received a handle, teacups were now
produced with saucers, and new products had to be made, for example terrines'®.

The recipe for porcelain production remained a well-kept secret. It was not
until 1708 when the alchemist Johann Friedrich Bottger'®® in Saxony solved the
mystery and through multiple attempts managed to make porcelain. The King of
Poland and Elector of Saxony, Augustus the Strong (12 May 1670 - 1 February
1733) was very fond of porcelain and needed gold to pay off his debt. He had
heard of a young alchemist, Johann Friedrich Bottger who was known for being
able to make gold. He had him arrested and put in custody. Béttger had one task —
find the recipe for making gold or porcelain. After many attempts he managed to
invent the recipe for porcelain. It took him another year to invent the glaze'”. This
is how the Meissen factory was established in 1710'%. It did not take long before
another porcelain factory was opened. In 1718'” the Augarten Porzellenmanu-
faktur in Vienna was founded. In a short period of time other European countries

'®Randi M. Johanessen, op.cit.

1% Josef Halvorsen, Kjell Egil Larsen, Gammelt Porsgrund: Klenodier verd d eie, Grenmar
Forlag DA, Porsgrunn 1997.

17Josef Halvorsen, Kjell Egil Larsen, op.cit.

1%Josef Halvorsen, Kjell Egil Larsen, op.cit.

' Museum at Augarten
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came along and established their own porcelain factories. 1775 - Royal Copen-
hagen in Denmark, 1777""! - Holl6h4za porcelain, in Hungary, 1790'> - Cmieléw,
in Poland, 1826'" — Gustavsberg, in Sweden, only to mention a few. In 1885 the
first and only porcelain factory in Norway was founded. In this paper I am going
to write about its history and show the examples of models, styles, and decors.

Porsgrund Porselaensfabrikk — establishment and the early
production.

Porsgrund Porcelain Factory was established relatively late compared to
other European porcelain factories. Johan Jeremiassen was the man behind it all.
He was born in 1843 in Kviteseid and died in 1889, only 46 years old. He was
a shipowner and was married to the daughter of one of the richest men in Pors-
grunn - Serine Knudsen. The marriage was probably one of the factors which
enabled Jeremiassen to build the factory. The idea of starting up the production
in Norway came to Jeremiassen by chance. Jeremiassen had quite a bad health
and whilst he was in Karlsbad, Germany for treatment, he saw the possibility of
producing porcelain in his homeland. The main reason was simple. Norway was

Fot. 2 Porsgrund Porcelain Factory’s founder,
Johann Jeramiassen. Telemark Museum, TGM-
B.22505.

"0Josef Halvorsen, Kjell Egil Larsen, op.cit.

"' History of Hollohaza - Hollohazi Porcelain international webshop (hollohaziporcelan.
com)

20 marce - Polskie Fabryki Porcelany ~Cmieléow” i ,Chodziez” (porcelana.com.pl)

"3 Historik — Gustavsbergs Porslinsfabrik
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exporting quartz and feldspar from the South (Arendal and Bamble'*) to Ger-
man porcelain factories. So, two ingredients were already here. The only ingredi-
ent missing was the white clay called kaolin. That was possible to import cheap
in return cargo from Germany. The idea was born and Jeramiassen initiated the
process. The joint-stock company was established in 1885. Together 352 stocks
were sold at the price of five hundred, - per one'®.

22" of September 1885 the property was bought, and already the 10" of
February 1887 the first cup was fired. But, before the first cup could be fired, some
things had to be sorted out. First, the lack of expertise. Production of porcelain
was a new branch of industry in Norway. So just like the kaolin, the expertise had
to be imported. A German family of ceramists was contacted. 30-year-old Carl
Maria Bauer was the right man to fulfill the task of building up the factory and
plan the production during its first years. He had the right knowledge as he al-
ready had played a part in starting up a factory in Russia. He was well acquainted
with the problems that were yet to come: language barrier, a foreign land, lack of
knowledge and experience.

When the first production started on the 10" of February 1887, the factory
had twenty-nine employees. By the turn of the year, it was over one hundred. The
factory continued to expand and in 1894 the number of employees reached over
two hundred. Because of the lack of expertise, many employees were brought
from abroad. Germans and Danes worked at the factory, together with Norwe-
gians. They were in minority but had a superior role in the production. The paint-
ers had the highest rank'!*. Many of the employees were also women who did the
“lighter” tasks, such as polishing, packing and printing'".

The early production under Carl Maria Bauer was very luxurious, even
pompous, with lush decors. These products were expensive to produce, therefore

Fot. 3 Teacup made during the first firing on
the 10th of February 1887. The inscription:
Porsgrunds Porselensfabrik 1. Breending 10.
Febr. 1887 [Porsgrunds Porcalain Factory 1.
Firing 10th of February 1887]

"1* Ada Polak, Gammelt Porsgrund Porselen, C. Huidtfeldt Forlag A.S., Oslo 1980.
5Josef Halvorsen, Kjell Egil Larsen, op.cit.

"¢Josef Halvorsen, Kjell Egil Larsen, op.cit.

17 Ada Polak, op.cit.
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the profit was quite low. The examples of the luxury products are many. Telemark
Museum manages some of them, such as the Porcelain Table'® or Vase Wedel.
Bauer’s ambition was to show the factory’s quality and artistic ability. This caused
a conflict between Bauer''? and the board until Bauer left the factory and moved
back to Germany.

Fot. 4 Vase Wedel. Telemark Museum TGM-
BM.1967:389

Fot. 5 Porcelain Table, TGM-BM.1968:024.
Probably the only porcelain table ever made
at PP, The Table does not appear in any of
the price lists and was probably made for
display at the 1888 Nordic Exhibition of
industry, agriculture, and art.

In 1888 The Nordic Exhibition of industry, agriculture, and art took place
in Copenhagen. Porsgrund Porcelain Factory showed some of their best and
most luxury products and won bronze medal'?’. The same year the factory had

18 Ann Iren Ryggen Aasen, Bordet fra Porsgrund Porseleensfabrikk, i: Alt Dette Er Ditt, red.
Mariken Eek, Kristen Teigen, Kristin Berge, Telemark Museum, Skien 2022

119 Alf Boe, Porsgrunds Porselensfabrikk, Bedrift og produksjon, 1885-1965, Porsgrunds
Porselansfabrikk i kommisjon hos Johan Grundt Tanums forlag, Oslo, 1967.

120 Ada Polakk, op.cit.
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to buy and install two new ovens, because of the orders from customers were
pouring in and the factory did not have the capacity to meet the demand'*.

The transition

As mentioned before, the early production at the Porsgrund factory proved
costly. As Alf Boe'*? writes, the director Bauer sat the standards high, both when
it came to models and quality. That was probably the main reason why the profit
was so low. The factory needed a transition to a somewhat simpler produc-
tion in order to reach a wider customer group. Johann Jeremiassen’s premature
death (in 1889) leads to a new chairman. Gunnar Knudsen, Liberal Member of
Norways’s National Assembly and Jeramiassens father-in-law, takes over. The
change in administration and commercial leadership results in the resignation
of Carl Maria Bauer. This resulted in changes in both production and social
benefits to the factory’s workers. Gunnar Knudsen, later to become Norway’s
Prime Minister introduced the principles of social welfare into the Porsgrund
Porcelain Factory, and also instituted a savings scheme for their benefit, sick
money, pensions, and holidays'*.

The early production at Porsgrund resembles the European style. Most
patterns for decorations were fired over the glaze, outlines were transfer
printed and then filled by hand. The products with straw-pattern were ex-
ecuted by a limited number of skilled porcelain painters. The straw-pattern is
possibly one of the most popular patterns employed by numerous European
factories, such as Meissen or Royal Copenhagen. Towards the 1900’s the fac-
tory started its transition in both style, models, and décors. The Norwegian
artist, Gerhard Munthe designed a pattern of blue anemones which gained
huge popularity.

In 1901 The Art Department was created as a result of artistic initiative.
Leader of the department was a Danish woman, Mrs. Rose Martin who intro-
duced the new Copenhagen style and technique of underglaze porcelain tech-
nic. In a brief period of time other Norwegian artists adapted the style and
it became a huge success. New products were designed. Among them vases
and figurines, some of them by the sculptor Georg Andreas Heggelund and
Johan Sirnes. Also new designs for decorations were produced by artists such
as Thorolf Holmboe, Theodor Kittelsen, Gerhard Munthe and more. These
products were considered objects of pride and were shown on numerous major
exhibitions, like the one in Kristiania in 1914 to celebrate the centenary of the
Norwegian constitution'*.

12 Ada Polakk, op.cit.
122 Alf Boe, op.cit.
123 Alf Boe, op.cit.
124 Alf Boe, op.cit.
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Products made at The Art Department were true masterpieces. The vases
were tall, some of them even half a meter high. Lots of them were showing the
domination of Art Nouveau style'”.

From the end of 1800’ till around 1914 the nationalism dominated the style
of craftmanship in Norway. This was mostly visible in goldsmith’s art, textiles, and
woodcarvings. The most popular motifs were the dragon from the Viking era,
motifs from the Middle Ages, or acanthus from the Baroque. This nationalistic
spirit reached its highlight in 1905 when Norway regained its independence after
the dissolution of the Union between Sweden and Norway. Porsgrund Porcelain
Factory stood in front of a new task: Create a new style which speaks the new na-
tionalistic style. These products were named Nordisk (Nordic) and we find them
in pricelists from 1908. This serie shows motifs adapted from old farmers objects
which originally would be made in tree, such as beer buns. These products were
often painted with roses which resembles the old Norwegian rose-painting style
(rosemaling). In addition to the typical old Norwegian motifs, the Nordisk por-
celain were often decorated with Norwegian phrases or rhymes in gothic font.
These texts were copied from old beer buns or paraphrased'*.

Fot. 6 Nordisk, beer bun. National coat of
arm, both ends designed as a dragon head.
Pricelist from 1909. Model number: 1290.4.

New generation of art directors™

Hans Flygenring (Art director 1920-1927)

The years 1918-1919 are noted for strong awakening of interest in arts, crafts,
and industrial design. The Society of Arts and Crafts and Industrial Design was es-
tablished in 1918. Many critical voices were raised against Porsgrund Porselen,
and the criticism was mainly focused about their Sleeping Beauty policy. Many
critics meant that the factory lacked innovation and originality, producing only
old models and décors. The criticism was taken to heart and the need of a new
art directorship arose. In 1920 this job was given to a Dane, a painter and sculp-
tor, who had worked at Royal Copenhagen. His name was Hans Flygenring. He

125 Ada Polak, op.cit.
126 Ada Polak op.cit.
2Whole paragraph based on: Porsgrund
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spent 7 years at Porsgrund Porselen. During those years, he designed a series of
new vases for the Art Department, along with many new designs. His style was
innovative, with a heavily moulded style and an exotic touch. His decorations are
stronger in color and resembles something Oriental.

Fot. 7 Oriental vase, Hans Flygenring. Tele-
mark Museum, TGM-BM.1966:544

Nora Gulbransen (Art director 1927-45)

Flygenring left Porsgrund Porcelain in the summer of 1927. By the end of
the year, Nora Gulbrandsen was employed at the factory. However, many believe
that thoughts about engaging her at the factory had arisen earlier. Nora Gul-
brandsen was a student at the State School of Arts and Crafts. She was later to
become the dominant artist and designer at the Porsgrund Porcelain factory until
World War II.

She debuted in 1928 at the Bergen exhibition. She secured her position with
her new coffee sets, tea sets and vases. Her style won general applause, which,
mostly in the 1930’s, was inspired by geometrical forms and visual arts. The de-
cors were often shaded from dark to light. Her motifs were also inspired by other

Fot. 8 Geometrical forms, tea set, Nora
Gulbrandsen.
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foreign factories, such as German. Her forms and decors were completely differ-
ent from the earlier production at Porsgrund. Her designs were also functionalis-
tic, mostly in Art Deco style.

Konrad Galaaen and post-war production

After Nora Gulbrandsen had resigned, the factory was in need of new ar-
tistic ways and designs. Her Art Deco style was typical of the interwar period.
In 1947 Porsgrund Porcelain Factory invited students in the department at the
Norwegian National Academy of Craft and Industrial Art to a competition. Their
task was to create the most decorative vase in porcelain'®. This competition was
organized in order to find new talents for the factory. Konrad Galaaen won the
first prize and a 100 Nowegian kroner for his work named Vase'?. This turned out
to be a door-opener for Galaaen. In August 1947, after completing his studies, he
was employed by Porsgrund Porcelain Factory.

Konrad Galaaen was born in 1923 in Galéen, outside Roros'*. He was the
only son in the family, and, naturally, was expected to take over the farm. As it
turned out later, he was allergic to hay. His sister inherited the farm instead. In
1942 he applied for the first time at the Norwegian National Academy of Craft
and Industrial Art, but his application was rejected'. A year later, he applied
again and this time he was granted a place. He started the painting course in 1923.
The Academy was then affected by World War II. In the 1940’s a common practice
among students were to choose studies in more than one of the departments at
the academy. So did Galaaen who attended studies in both the Department of
Ceramics and the Painting Department'*.

His most famous dinner set is called Spire, designed in 1952. Although, it
has been in production since, it has not been produced continuously. It is prob-
ably one of the most popular dinner sets ever produced at the Porsgrund Por-
celain Factory. The style of this dinner set is known as organic modernism, due
to its spiral decoration. Another dinner set, designed at the same time as Spire,
was named Sirkel. Just like Spire, Sirkel was designed in so called negative relief
engraved in the material. Sirkel seemed more exclusive than Spire. The price was
probably also higher. Sirkel disappeared from the production after some years.

Later in life, Konrad Galaaen changed his focus from designing dinnerware
into more decorative art works'*. Towards the 1970’s he started to design a series
of reliefs in porcelain or chamotte material.

128 Mats Linder, Konrad Galaaen, Spriten Forlag og Kunsthall Grenland, Porsgrunn 2019.
% Mats Linder, op.cit.
Mats Linder, op.cit.
' Mats Linder, op.cit.
2 Mats Linder, op.cit.
% Mats Linder, op.cit.
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Galaaen liked to experiment within the nonfigurative. He believed that ce-
ramics as a material were easier to understand than the painting, because the
sense of material facilitates understanding, especially within the nonfigurative.
The nature of the material simply does not allow for the decorations to be natural-
istic, just decorative. We find most of his production intersecting two disciplines:
ceramics and painting, namely his decorations in the chamotte material. Locally
it is especially these distinctive decorations in chamotte that he is known for.
These can be found in all sizes, from small birds to very large decorations that
have been used both inside and outside public buildings. In Porsgrunn city center
they are a visible part of the cityscape.

Porsgrund Porcelain Factory Today

Since 1887 the factory has been proudly producing porcelain of high qual-
ity. The straw-pattern from Porsgrund is not only a design proudly bought and
inherited by generations, but also the Norwegian cultural and industrial heritage.
Today the factory has only a few employees, whereas only 3 are the hand painters
of the straw-pattern. In the recent years, the factory has come with new designs
for dinnerware. Porsgrund Porcelain Factory is a loved, respected and a well-
known part of the Norwegian Industrial Heritage.

Fot. 9 Straw-pattern being painted, photo:
Stinna Glommi
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