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In 1980-1981 the Hatvan Lajos Museum initiated an exhibition of
samplers under the title "Magyarorszagi szodveges falvéddék a 19.-20.
szazadban" (Magyar Samplers in 19th-20th centuries). The exhibits were
selected from a collection of about 1000 samplers gathered by the Mu-

seum in the 1970's. From Hatvan the exhibition travelled to other Hun-

garian cities: Budapest, Eger, Kecskemét, and evoked a great response
with a host of contradictory opinions - some viewers found it positi-
ve, inventive, while some others considered its aesthetic 1level low

and accused the organizers of the exhibition of promoting kitsch.1l

This contradiction of opinions can be explained by the fact that
this was the first exhibition of its kind. The exhibition departed
from the traditional esoteric point of view, prevalent in the field of
fine arts: judged by their form and style, the exhibits represented
a lower aesthetic standard, they could hardly be considered fine art
objects, and therefore they were not suitable to be the subject of fi-
ne arts research.2 On the other hand, the samplers did not fit into
the framework of usual ethnographic collections, designed to document
traditional peasant culture3, and as artifacts of urban, petty bour-
geois origins, were of no interest to ethnographers. No consideration
was accorded to the fact that these objects formed a prominent part of
many households not only in cities and small towns, but also in villa-
ges. In short, samplers were not considered authentic folklore ob-
jects .

It was high time to transcend such limited criteria. The exhibi-
tion in question accomplished this. It was necessary to move forward

because there was a pressing need to turn attention to popular mass
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culture in the 19th-20th centuries and its swiftly developing,
changeable elements; and to recognize how the new artifacts of mass
culture were absorbed into the everyday life of broad folk strata of
the industrial era.

Which particular branch of science - ethnology, anthropology of
art, aesthetic anthropology or sociology of popular taste - ought to
initiate research on this new are of popular and mass culture is of
little consequence.4 The basic thing is that our attention should be
turned to the material world created or accepted by a given community
or group regardless to its aesthetic value, which, after all, varies
according to the period or social strata. Ultimately, from the stand-
point of a social culture-historical approach an object's aesthetic
value is never generally accepted. We should concentrate on the expla-
nation of standardized manifestations of aesthetic taste, emotional
images, and mental stereotypes in their local, communal expressions
and thus to comprehend the world views and desires of man living in
a given historical time and social place. This is, of course, easier
to presume than to carry out in reality.

But let wus go back to the popular production of samplers. The
Hungarian exhibition was not the first in Central Europe. It was pre-
ceded in 1979 by an exhibition in Frankfurt am Main wunder the title
"Gestickte Spriiche fiir Haus und Kiiche" which introduced various em-
broidered objects: samplers, bed covers, curtains, towels, table
cloths, napkins, decorated with inscriptions, pictures decorative mo-
tifs which used to be popular in urban or village households in German
communities between 1870-1930.5 The exhibits were acquired from priva-
te collections, antique shops or flea markets in Frankfurt, Munich,
Vienna and Berlin. The assembled collection of 735 objects, with
a published index of sampler inscriptions, provided a representative
survey of the features of popular production of this kind in Germany.
In many aspects, the Frankfurt exhibition helped Hungarian researchers
to find parallels between the Hungarian and German material.

In 1963 A. Lewandowski published a study on Polish samplers in
Polska Sztuka Ludowa (Polish Folk Art). The author showed tendencies
of textual and pictorial thematic selection for samplers. He presented
the results of a public survey on the popularity of samplers, the rea-
son behind this and the motivation for their wuse. The value of the
study lies in the description of the living relationship between the

object and the wuser. For the purposes of comparative research, howe-
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ver, the study's value is somewhat limited,since it presents only
eighteen pictures and there is no index of samplers inscriptions.é6
Hungarian, German and Polish studies and publications prompted
the question of the role samplers played in Slovakia. They were known
there under the name "kucharka" (cook). From our own research, from
the fragmentary data of informants we gathered that they used to be
a typical part of small town, city or village household decoration in
the interwar and postwar periods. They can be found even today in the
homes of people from the older generation. We also know that many
girls and women loved to make them, they dedicated their free time in
order to make their homes nicer andmore decorative. Therefore wedid
not expect any problems in conducting the research. In 1985 before the
folk festivals in Vychodnad and Myjava, we asked the leaders of the
participating ensembles to bring samplers to the festivals for pho-
tographic documentation. In this way pictures of more than 150 pieces
were acquired. From the collections of the Slovak National Museums in
Martin and Bratislava, the Western Slovak Museum in Trnava and Stara
Luboviia Museum, we assembled data on another 253 objects - a far from
negligible number. In comparison to the Hungarian and German collec-
tions, however, it was not large enough to provide a reliable sample
for a complete picture of the art of Slovak samplers. Nevertheless, it
served as a sufficient source for investigating possible correlations.
This collection was augmented by material from the territory of Mora-
via - 83 pieces from the deposits of the Moravian Museum in Brnoand
the Open Air Museum in RoZnov pod Radhostém. The 1latter has
in its possession an interesting and perhaps the most extensive col-
lection of samplers in Czechoslovakia. The Ethnographic Museum in Pra-
gue has in its possession only a few pieces. But according to certain
sources, there are some private collections of samplers in the city.7
The majority of the collection gathered from Slovakia and Moravia
goes back to the interwar period, but some objects, especially those
from villages, are much more recent, some from the second half of the
20th century. At the first glance the collection represents a complex
of eclectic texts and pictorial themes based on models of different
styles, whose iconography is not easily surveyed: it ranges from Re-
naissance, Baroque and Art-nouveau borrowings to imitations of prints,
magazine illustrations, postcards; the inscriptions range from the
first lines of opera arias to fragments of classical poetry, prayers,
folk songs, pop song hits, memory book rhymes, proverbs and maxims. It

is rather difficult to make heads or tails here, to find some internal
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order for the motifs. Nevertheless, a strong factor of convention,
stereotype, standardization of popular taste and aesthetic principles

can be perceived. This may be seen in emotionally flavoured words and

expressive pictures denoting sentimentality, idyll, together with
pleasing tendencies. Some of them also try to set bounds of ethical
standars - especially in samplers proclaiming certain ethical norms of
behaviour.

Thus far these general characteristics can be found in Slovak,
Czech, German, Hungarian or Polish samplers. But, of course, there are
differences in their ethical and aesthetical values, conventions and
stereotypes. The samplers are the product of cultural, ethnic and re-
ligious differences, shaped by the faster or slower acceptance of the
influences of modern civilization. We shall try to indicate these par-
ticularities further on. Our disadvantage, however, is that of an ar-
chaeologist who has a collection of artifacts but lacks any infor-
mation regarding the circumstances of the finds. In our case, we have
some information as to localities and dates, but little or no indica-
tion about the domestic interior where the samplers hung, about their
authors, makers, or their connection to the owner.

First a few words about the history of samplers. In cultural his-
tory there have certainly been examples of picture- text combination
on decorative textiles of utility value. Medieval samplers and covers
(where the inscription explained the picture or vice versa, since at
that time people could not read) are a good example of this com-
bination. Baroque sacral textiles, especially antipendia, marked
a further phase of development. The combination can also be found on
the embroidery of the Biedermayer period.8 Neither were picture-text
combinations unknown in folk art where decorative and identifying in-
scriptions (including the date and maker's or owner's initials) were
often part of an ornamental composition. As early as the 18th century
one can find examples of this on carvings or textiles. Among the fi-
nest examples are "kutnice" (corner sheets) .9

The first impetus for introduction of samplers goes Dback to the
second half of the 19th century when a new interest on a part of noble
and bourgeois circles in needlework enhanced the appeal of embroidery
by raising it to the level of an art form.3,0 The confirmation of this
tendency was manifested in the following exhibitions: the 1873 World
Exhibition in Vienna, the 1895 Ethnographic Exhibition in Prague, the
1896 Millennial Celebration in Budapest. In 1887 there was the Exhibi-

tion of Embroidery in the Slovak town of Turc¢iansky Sv. Martin which
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generated a lot of publicity and evoked a great response. The most im-
portant event for the further development of samplers, however, was
the Munich Exhebition of Art and Industry of 1876 where among textile
exhibits featuring the old German style one could find embroidered co-
vers, towels with inscriptions combined with figurai motifs, especial-
ly those of angels or birds in Neo-Renaissance style, or combinations
of lines of text with stripes of geometric ornaments.1ll

Finally, the merging of image and text was also characteristic
for Art-Nouveau designs which incorporated letters into the picture as
a natural compositional element. Flowing letters were intertwined with
sinuous floral patterns or figurai motifs.

At the turn of the century, samplers were popularized in women's
fashion magazines, needlework manuals, and home education classes in
schools. 12

But it was the store that played the leading role in promoting
samplers and spreading their patterns. At the end of the 19th century,
a special profession of sampler designers became established in Germa-
ny. Their task was to design and reproduce patterns for embroidered
samplers or tapestries. They worked right in the stores where patterns
were sold or in small workshops which distributed patterns to city
store network. In 1897 there were as many as 67 stores of this kind in
Berlin.13 From Germany the patterns spread to other European count-
ries: England, the Netherlands, Sweden, to neighbouring Poland and
Austro-Hungary, reaching as far as the Ukraine.1l4

At the turn of the century, Hungarian ladies shopped for embroi-
dery patterns with German inscriptions at Sandor D. Bérczi's store in
Budapestl5 while ladies from Pressburg (today's Bratislava) purchased
sampler patterns in Vienna or possibly in their own city. The network
of stores selling sampler patterns in Slovakia, however, needs to be
investigated in archival sources.

In bourgeois households embroidery was an object the lady of the
house was proud of. Embroidered textiles were placed in the drawing
room, living room, bedroom and children's room. The most varied and
numerous could be found in German households, where, for instance,
samplers were designed exclusively for certain rooms or certain holi-
days like Christmas or Easter.16 Later the fashion for samplers also
reached houses in smaller towns. In Hungary, Slovakia as well as some
other Central European countries samplers had become a household fix-
ture by the end of the 19th century going hand-in-hand with changes in

kitchen decor. At this time larger windows were installed to make the
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kitchen brighter, walls were painted in lighter <colours, white and
washable furniture was introduced. Greater attention was paid to kit-
chen aesthetics and hygiene. Cleanliness and order was also emphasized
by starched and ironed textile decorations on the furniture and near
the stove.l7 According to contemporary opinion, the kitchen was the
place to demonstrate that the lady of the house fulfilled her duties,
that she was spotlessly tidy. Judging from the normative sayings on
samplers, the household and the kitchen were considered the criterion
of the lady of the house, her mirror, the sum total of her lifedwork.

The fashion of samplers reached the village milieu somewhat la-
ter. Gradually they became more and more popular there, too. Samplers
helped to spread the more desirable wurban life styles. They were an
index of the urbanization of village culture occuring at varying speed
in different cultural and ethnic environments.18 While samplers in
Germany had reached the artisan, proletarian and peasant strata (espe-
cially those in the vicinity of cities) by the end of the 19th centu-
ry, they reached Poland only at the beginning of the 20th centuryiﬁ,
Hungary after World War I20, and Slovakia even later.

Generally speaking, during the interwar period, folk culture re-
mained alive in the villages not only in Slovakia, but also in Moravi-
a, Hungary and Poland, in each case possessing its own particular sty-
le, features and norms. The village milieu was closed to almost any
influence from the outside. As one example, I would like to mention
here that in some parts of Slovakia (esp. in the North-West) in poorer
houses, the so called "black kitchen" was still in existence in the
1920s and 1930s. In the room with an open chimney where smoke spread
unhindered - blackening the walls and ceiling - throughout the confi-
ned space where people cooked, ate, and slept, there certainly was no
place for samplers with petit bourgeois ideals and maxims like: "Ma
nejvétsi radost je mad tichad doméacnost" (A quiet home is my greates
joy), or "Pf¥ijde-1li muzicdek pfed desatou domi, dostane veceru a hubié-
ku k tomu" (If my hubby comes homes before ten, he’ll get his supper
with a kiss). Village people did not yet feel an urgent need to suc-
cumb to influences of urban culture and bourgeois mentality promoted
by its commodities.

In Germany, however, the bourgeois sentimental and moralizing
tradition soon took root in the lower social strata of small town pea-
sant and worker families. This tradition is well depicted for example
in the German Illustrated Household Lexicon published in 1884.21 The

contents of the maxims are marked by the strict morality and sentimen-
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tal religiosity of Protestant pietism that influenced every day life,
especially family life. According to E. Hankiss, pietism did not deve-
lop in those areas of Greater Hungary where the Catholic Latin tradi-
tion of ceremonies and holidays was still alive or where Calvinist pu-
ritanism prevailed. Both these traditions were removed from the ideals
of a cosy home, family ties, and domestic life. Consequently, the Hun-
garian and Slovak samplers contained less statements praising the vir-
tue of a cosy home, domesticity, happy family life. They did not
display as much literary sophistication as the German samplers - which
used quotations from Schiller, Goethe, and arias from the opera
"Lohengrin" .22 In this respect the German samplers can be compared to
Czech ones which also favoured ornamental and sentimental statements
using quotations from the poet Karel Hynek Macha or arias from "The
Bartered Bride". Perphas the geographical closeness of both countries
played some role here. Moreover, pietism had its roots in Bohemia
- and the Moravian Brethren followed this tradition. But all of this
is Jjust conjecture. Only a relatively small sample of Czech material
gathered from the territory of Moravia was investigated in our study.
Picture-text comparisons attest to the fact that Germany was the
centre from which samplers spread. In Slovakia, Bohemia, Moravia, Po-
land and Hungary many derivatives of German prototypes can be found.
A good example of this is the picture of a jug and basin with the text
"Eine Hand Wascht die andere" (One hand washes the other), and
a slightly different version of the same image with an identical text
in Hungarian: "Kéz kezet mos"23, while another one with a Slovak text
reads: "Cistota pol Zivota" (Cleanliness is godliness). Other samplers

depicted angels holding blessings for the home:

"Wo Glaube da Liebe." (Where there is faith, there is 1love).

"Wo Liebe da Friede." (Where there is love, there is peace).

"Wo Friede da Segen." (Where there is peace, there is grace).

"Wo Segen da Gott." (Where there isgrace, there is God)

"Wo Gott daist keine Not." (Where there is God, there is no
want) .24

A copy of this text with a nearly identical picture was found in
the Spis§ (Zips) region in the village of Lomnicka& which was originally
German.25 The same sampler type was quite frequent in Hungary.26

The spread of samplers from the Germany did not reach Slovak vil-
lages directly, but through Austria, Bohemia, Moravia or Hungary in
a modified form. Some Hungarian and Czech convetions of pictorial and

textual motifs were also assimilated. Many Czech inscriptions or their
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translations can be found on Slovak samplers on which fragments from
arias from Smetana's "The Bartered Bride" can be identified, along
with figures dressed in costumes from the Hand river region in Morava
or the DomazZzlice area of South-West Bohemia. Peddlers and hawkers at
fairs also contributed to the spread of samplers. There is still
a store in the Moravian town of StrazZnice whose ninety-year-old owner
used to sell sampler patterns in Slovakia before the First World War
and after the Second. This is an argument that the urbanization of
Slovak village <culture in the interwar period came from Moravia and
Bohemia. Undoubtedly, the process of urbanization was also influenced
by the large number of Czech intelligentsia working in Slovakia during
that period.

Another obvious influence on Slovak samplers came from Hungarian
and Austrian models. We found several samplers with a Hungarian text
in Slovak villages located in a Hungarian neighbourhood - e.g. in the
Hont region. They were mostly colour prints imported from Hungary in
the 1950s. Their function was to serve as a wall picture or to protect
the wall rather than to provide a moralizing motto, therefore the text
in the foreign language did not matter.

The burgher patterns adapted by the urbanized villagers frequent-
ly acquired a homely character. They were also a reflection of a par-
ticular tendency in the interwar period which was manifested in a rich
selection of figures in folk costumes, quasi-folk ornaments, and folk
song texts.

In some places the development led to a specific semifolk way of
expression, especially if conventional sampler themes merged with tra-
ditional local designs and colours. This symbiosis of the two origi-
nally different modes of creativity can be seen, for instance, on sam-
plers from the village of Liptovska Teplic¢ka produced in the second
half of the 20th century.

What is the difference of content between Slovak, Moravian, and
Hungarian samplers? What kind of stereotypes, norms of behaviour and
preconceptions can be deduced from their texts? What was their func-
tion in villages and small towns during the interwar period? At what
time was the occurrence of samplers highest?

The samplers were placed almost exclusively in the kitchen. They
hung on the wall over the stove, table and water bucket stand. Their
practical function was to protect the wall and at the same time to
serve as a decoration. They were perceived more as a wall picture,

a part of the decorative furnishings of the interior, than an artifact
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with statements emphasizing codified life norms. In Slovakia the vi-
sual function of samplers outbalanced the verbal one. This is attested
to by the relatively high frequency of samplers without any inscrip-
tions (almost one fifth of the material) and also by the occurrence of
samplers with Hungarian texts in Slovak localities (e.g. the Hont re-
gion). Nevertheless, sampler inscriptions helped to form certain 1life
ideals and valid norms, even if not on the same scale as the German
samplers.

Above all, sampler pictures and texts addressed a woman's emotio-
nal world and imagination. About a quarter of them referred to the
household, and especially to the kitchen and its maintenance. As dis-
tinct from the German samplers, the texts of Slovak, as well as Hunga-
rian and Moravian samplers did not prescribe what had to be done in
a perfect household. They did not carry advice, e.g., not to splash
around the sink when washing dishes, or some other directive for hea-
ting, light and household maintenance. They usually just provided
a general statement comparable to such German inscriptions as: "Das
Schonste auf dem Erdenrund ist trautes Heim auf festem Grund” (The
most beautiful thing in the world is a cosy home on solid ground). Its
counterpart in Slovak read: "Utulny domov je jediné Stastie" (A cosy
home is the only happiness) which underlined in a rather general way
the wife's preoccupation with the household. Of all the characteris-
tics of a proper household, or a proper housekeeper, it was cleanli-
ness that was most frequently emphasized. While Slovak text were limi-
ted to such laconic proverbs as: "Cistota pol #Zivota", or "Cistota pol
zdravia" (Cleanliness is godliness), German, Hungarian and Czech texts

referred to cleanliness specifically in connection with the kitchen

and cooking: "Pfiprav v kuchyni vSe &isté/ bude jidlo chutnati jisté"
(Prepare everything cleanly for a tasty meal). "Tiszta konyha 3jé
ebéd/ az hozza a vig kedélyt" (A clean kitchen and a good dinner

brings a good mood). The images accompanying the texts also evoked the
kitchen and meals. They usually depicted a cook or a kitchen helper
carrying a dish, or a cook beside the stove together with a chimney
sweep - the symbol of cleanliness.

Other good qualities of the cook proclaimed on the samplers were
her ability to cook and bake. The most numerous variants of this theme
carried the text: "Kde slovenskad kucharka dobre vari/ tam sa dobre da-
ri" (Where a Slovak housewife cooks well, there is success). Samplers
with the same text, except for the ethnic identity, were also common

in Moravia: "Kde <¢eska hospodyrika vaf¥i/ tarn sa jisté dobfe da®i".
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(Where a Czech housewife cooks/ there is certain success). This way
patriotism was proclaimed unobtrusively in the kitchen. Connubial
bliss was also depicted by the image of serving a meal. There were ma-
xims emphasizing that the health of the whole family, the husband's
success at work or his love depend on his wife's ability to cook well.
A rather trivial rhyme like "Variedka je moja zbraf/ peknych chlapcov
rada mam" (The wooden spoon is my weapon/ to win the hearts of handso-
me lads) is one illustration of this.

The most recognized female qualities were assiduousness and punc-
tuality. According to the petty bourgeois norms, the housekeeper was
supposed to Dbe as hardworking as a bee, get up early in the morning
and have the dinner on the table at 12 o'clock sharp as exemplified on
the sampler text: "Kucharinka poriadna/ o dvanastej obed ma" (A proper
cook has the dinner ready at 12 o'clock). A picture of a clock with
its hands pointing to noon reinforced the maxim.

Almost one quarter of the samplers from Slovakia depict the wife
in "her most proper realm" - the kitchen: cooking, baking or serving
meals. She is depicted in an idealized way: elegantly dressed in bour-
geois fin-de-siecle or later urban fashion. Only rarely does she ap-
pear in other tasks such as cleaning, washing, taking care of her
children, house or tending the garden. The large number of samplers
emphasizing the cult of domestic home life, a peaceful household, and
a well organized kitchen imply that these are the keys to happiness,
particularly family happiness: "Utulny domov jediné Stastie" (A cosy
home is the only happiness), or "Suche das Gliick nicht weit/ es legt
in der H&uslichkeit" (You don't have to look far for good 1luck/ it
lies in domesticity). Some of the German samplers deliberately pro-
pagated the good management of the family life. Sometimes they made
recourse to highly specific imperatives: "Ich bitte um Ruhe; Halts'
Miindchen/ Papa schldft ein Viertelstiindchen" (Give me peace? Shut your
mouth/ Papa is taking his forty winks). Similar texts could not be
found in Slovak, Moravian, Hungarian or Polish materials. In village
homes they would be quite out of the question. From this fact, E. Han-
kiss comes to the conclusion that the norms of bourgeois daily 1life
and family centredness were not so deeply rooted in Hungary as in Ger-
many where civilization and urbanization were more advanced. Therefore
the pictorial and verbal expression of this theme on Hungarian sam-
plers were also less explicit, less vivid.27 The same observation can

also be extended to Slovak and Moravian materials.
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One of the social functions of the sampler was to bolster the
image of the family and reify the importance of keeping the family
hearth warm. While this was consistently represented in German sam-
plers, it appeared 1less often on Hungarian samplers and their Slovak
derivatives, particularly if the recent colour print patterns of the
1950s are taken into consideration. The most frequent motif represen-
ted on these was that of a prayer for the protection of the family
with the Slovak text: "Na kolenach sa modlim k Panu Bohu/ aby mi za-
chranil moju mild rodinu" (On my knees I pray to God/ to protect my
dear family), or Hungarian text: "Az én Jé Istenem kénydrégve kérem/
Hogy a kedves csalddomat/ Minden rossztél érizze még nekem" (I implore
the good Lord/ to protect my family/ from all evil), accompanied by
a picture of a woman kneeling before a cross against the background of
a setting sun and village silhouette. At the turn of the century this
type of iconography was spread on postcards printed in the Kalman
Koényves Publishing House (Koényves Kalman Mukiadé) from the original
design of I. Kasparides .28 The picture was also printed on samplers.
Originally the prayer was not for the family's protection, but for
a husband's or boyfriend's return from World War I.

We have not come across illustrations of a whole family aside
from the religious motif of the Holy Family. The only exception is
a sampler from the town of Kozarovce depicting a burgher family with
a pram without an accompanying text. While on German samplers children
often appeared in their mothers' arms, on Slovak, Moravian and Hunga-
rian samplers they seem to be only figurai accessories to the kitchen
theme - they appear very rarely with their mother who is rather busy
cooking or baking. The motifs of maternal love, and emotional ties of
children to their mother, however, appear in such texts as: "Srdce
matiéky/ Nejdrazsi klenot/ kdo skvostu toho na svéte postrada/ ach je
tak chudiéky!" (A mother's heart/ is a priceless jewel/ who lacks this
treasure/ is so poor!) "Mamid&ka naSa radi ta mame/ srdiedko plné las-
kou ti dame" (Dear 'Mother, we love you and give you our hearts full of
love). This Czech and Slovak sentimental cliché is accompanied by
a picture of two children with a bunch of flowers in a heart-shaped
frame. Both picture and text resemble a Mother's Day commemoration.

Since samplers address a woman's emotional world and her desires,
this is the reason why such a large number of them (almost half of the
Hungarian material29, nearly a quarter of Slovak or Moravian samplers)

are dedicated to love or marriage. In this respect they differ from
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the German samplers where love motifs are demonstratively much less
frequent than those focused on home, household, kitchen and family.

It is interesting that there is a strong Czech and Moravian in-
fluence on texts and pictures of Slovak samplers with love motifs. It
is manifested in often repeated excerpts from the arias of Smetana's
"The Bartered Bride", of K.H. Macha's poem "May". Figures from sam-
plers of this kind are typically dressed in folk costumes of DomazZlice
(Frequently employed for the main heroes of "The Bartered Bride", Je-
nik and Marenka, in the staging of the opera) or costumes from the Ha-
na region (depicted in the illustrations of Josef Manes and Joza Uprka
which received broad popularization in magazines of the interwar pe-
riod)

While samplers with love motifs show Czech and Moravian influen-
ce, it should be stressed that there is a preponderance of Slovak in-
scriptions. Very often they are taken from folk songs: "Takd som si
frajero&ku zamiloval/ akoby ju maleredek namaloval" (I have fallen in
love with a wench as beautiful as apainting).In general their motifs
revolve around usual love themes.

A confession of 1love: "Bez teba na svete ziadnej radosti niet".

(There in no joy in the world without you).

A love dream: "Siastny je ten/ kto prezil 1lasky sen". (Happy is
the one/ whose love dream has come true).

A time for 1love: "Byl prvni maj/ byl lasky ¢&as", (It was May
first/ the time for love). "Jen jednou v roce kvete maj/ jen jednou

v Ziti laska". (May blossoms only once a year/ once ina life time love
blossoms) .
Love vows: "Lasku jsme si pfisahali/ slovo Jsme si navizdy dali".

(We exchanged love vows/ we gaveour promises for ever).

Faithful love: "Vérna laska blazi". (Faithful love is true
bliss) .
Unfaithful 1love: "Netrdp sa dievéa pre neho/ najdi si chlapca

iného" (Girl, don't worry about him/ find another 1lad)
Misunderstanding in love: "Hnevaj sa na mna lebo nehnevaj/ ke&i sa
so mnou stretne$§ pozdravenie daj". (Whether you're cross with me or
not/ greet me when you meet me).
Love prayer: "Daj mne BoZe ten dar/ za ktory ta prosim/ len toho
Suhajka/ &o ho v srdci nosim". (Oh Lord give me the gift I ask for/

the very lad whom I keep in my heart).
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Marriage: "Vydajte miia mamiéka/ dokiai som 3ja mlada/ vydajte ma
za toho/ koho ja mam rada". (Mother dear, let me marry/ while I'm
young/ let me marry the lad I 1love).

Love and marriage: "Bola laska bola/ pokym svadba bola/ svadba sa
minula/ laska sa minula". (There was 1love/ until the wedding/ now the

wedding is over/ and so is love).

Perceptions of men: "Taky muZsky sa mi paéi/ ktory sa do krémy
nevla&i". (I like only a man/ who does not go to tavern); "Kedi méj muz
bude pijavat vodu/ nebudem oplakavat svoju diev&ensku slobodu". (If my

husband drinks only water/ I shall not cry for my maidenhood).

Inscriptions in which the wife praises her husband for not going
to the tavern are frequent also in the Hungarian material. They are
not to be found among German samplers which obviously indicates a dif-
ferent social reality.

The examples cited above show that the inscriptions have roots in
folk poetry. On the other hand they are open to sentimental conven-
tions which seemed topical, fashionable and emotionally satisfying to
people of the day. These two currents are also confirmed by the image-
ry of samplers from Slovakia and Moravia. The majority of samplers
with love motifs show images ofcouples in folk costumes. They hold
hands, look into each other's eyes or pretend to be ina lovers' quar-
rel. The background settings employ visual symbols of rustic romance
with such typical props as a bench, fence and a sea of flowers. Scenes
of courtship by the girl's window proved to be very popular (they can
be found also in J. Manes' "Milostni" from his "Muzika" series"

Other couples are depicted in historic costumes, especially roco-

co dress. More gallant than folk or burgher couples of the interwar
period, their behaviour is bolder, they often rest in each other's
arms. The happy couple is often substituted by kissing angels or

children - a boy and agirl on a bench holding hands.

One of the most popular images in the Slovak village milieu
- perphas because it corresponds with the emotional and aesthetic fee-
lings of the owners - is a picture of a shepherdess and her sheep
against the silhouette of a hilly landscape with the sun setting in
the background. The scene is accompanied with the text of the song:
"Zahu&ali hory/ zahudali lesy/ kde ste sa podeli/ moje mladé &asy".

(The woods resounded/ the forest roared/ where have my young days

gone) . A bucolic countryside with a mill forms the background of
another popular theme - two children sitting on the bank of a creek
with the inscription taken from the folk song: "Pod nasSimi okny tece
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vodicéka" (There is water running under our windows). Samplers in this
category are characteristic for a Slovak milieu, depicting the coun-
tryside with pastoral motifs accompanied by the first 1lines of folk
songs.

The religious theme is present more often in Slovak and Moravian
samplers than in Hungarian ones. Especially in Catholic homes, reli-
gious samplers were probably a substitute for religious picture (e.q.
glass paintings or prints) which had become part of the household. The
most frequent image in Slovakia was the picture of the Sacred Heart,
the Holy Virgin and Jesus. The reproduction of Leonardo da Vinci's
"Last Supper" appears equally often on Hungarian, German and Slovak
samplers .30 It belongs to the group of thouse paintings which acquired
great folk popularity, repeated in numerous variants, in various me-
diums and realizations. On samplers it was reproduced in a simplified
form. In comparison to the original, the colours, 1light, space and the
drama of the scene were all greatly diminished.

Out of the production of popular prints, the most favourite was
the picture of the Holy Family. (Its frequent representation in a form
of china statuettes in folk milieu is evidence of the subject's popu-
larity) . And above all, the picture of a Guardian Angel protecting
a child crossing a stream. On religious samplers of this type, the
picture was of primary importance. There were even samplers containing
no text at all. More often, however, the picture was accompanied by
a short prayer 1like: "Sedembolestnd Panna Maria/ oroduj za néas!" (Holy
Virgin/ pray for us!) "Pane, odpust nam!" (Lord forgive us!) "Srdce
JeziSovo/ zmiluj sa nad nami!" (Sacred Heart of Jesus/ have mercy on
us). "Anjelu dobry strazca mdéj/ dusu moju vZdy opatruj". (Angel, my
faithful guardian/ protect my soul at all times).

From the standpoint of picture-text relationship, "home blessing"”
samplers represented a different type. Their basic element was an in-
scription with the wish of happiness and peace to the house: "Boze
chrdan maj domov" (May Good protect my home); or "Bez Bozieho
poZehnania/ marne nasSe nam&hania" (Without God's blessing/ nothing
will come from our endeavour); or "Kedf je nudza najvaé&sia/ pomoc BozZia
najblizsia" (In gravest need/ God's help is neigh). The text was
usually placed in the centre of a symmetrical composition, set in
a floral frame, or embroidered on a ribbon held by flying angels, or
surrounded by angels' heads. The compositional scheme was influenced

by German 1lithographs31l, or embroidery produced in cloisters. Quota-
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tions from the Bible or religious precepts were placed on altar
cloths, as well as on samplers.

The samplers whose basic element was textual had more resonance
in Protestant families who ascribed greater importance to the word. 1In
Catholic families, instead of a Biblical quotation there was a picture
of Christ, Mary or other saints, embelished with religious symbols
from sacral embroidery such as a wreath, chalice, cross, crown of
thorns, Sacred Heart and 1lily.32

Some samplers reflected social phenomena. In Slovakia, for in-
stance, there was a frequently reproduced sampler with the proverb:
"Kto radosti doma nemad/ marne Jju v cudzine hlada". (Anyone who
doesn't find joy at home/ will not find it abroad). Perphaps this was
a reaction to the high rate of emigration in the interwar period. The
text was invariably associated with a picture of birds perched on
a branch, and never appeared in any other pictorial setting.

World War I also left its imprint on samplers. We have already
referred to a 1914 picture of a woman kneeling before a cross praying
for her husband's or boyfriend's return from the war. The 1914 date
was also on a battle scene picture where Austro-Hungarian uniforms
could be identified. The same date was embroidered on a sampler with
a double portrait of the Emperors Franz Joseph and Wilhelm II, accom-
panied by the text: "Egyesiilt erovel" (Combined effort). Hungarian or
German influences were evident on almost every one of the few samplers
partaining to World War I, found in Slovakia. They were embroidered
mainly by Hungarian or German women in a moment of patriotic enthusi-
asm during World War I.33 - 1In general, expressions of patriotism are
quite rare on Slovak samplers. In this respect, there is a notable
difference in comparison to samplers produced in Moravia. We found on-
ly one sampler with a quotation from the Slovak national anthem: "Nad
Tatrou sa blyska" (Lightning strikes over the Tatras) with an allego-
rical picture of a highwayman carrying an axe (Janosik, perphas), aga-
inst the background a mountain peak (possibly Krivan) with a lightning
bolt. A sampler from RoZiov, Moravia, presents the refrain from the
Czech national anthem: "Zemé c&eskd domov m@ij" (The Czech land, my ho-
me) accompanied by a picture of the river Vltava and the Hradcéany Cas-
tle. Another good example of Czech patriotism expressing respect for
the writer and politician Karel Havliéek Borovsky (who became a symbol
of the struggle for national consciousness) is a sampler depicting the
writer's arrest with the title "Havlidkovo louceni" (Havlicek's par-

ting). Lofty, sentimental patriotism is also manifested by a sampler
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carrying the 1lines: "Domove domove/ drahy a jediny/ si nejdrazs$i si
nejslads8i/ nad svéta konéiny" (Homeland, homeland/ my dear and only
one/ you are the dearest and sweetest/ the best in the whole world).

The motif of children is featured in some Slovak samplers. They
bear a reminescence to the child genre of the previous century which
became popularized through the mass production of postcards and maga-
zine advertisements.34 The figures of children tending geese were es-
pecially popular due to their affinity to the still-living folk tradi-
tion; more so than scenes of playing children, children sitting on
a bench or carrying a bunch of flowers in their hands. Like all amiab-
le figures of children evoking tender feelings, pictures of girls with
ribbons in their hair bending over a basket of briar roses were mani-
festations of a more sophisticated taste. The majority of samplers of
the child genre were without any text.

Dutch motifs on samplers were also usually not accompanied by
text. They depicted figures dressed in Dutch costumes and wooden clogs
against the distinctive background of a Delft landscape, suggested by
sea, sailboats and windmills. At the end of the 19th century German
craftsmen took these motifs from from Delft ceramic tiles.35 The sam-
plers usually preserved the characteristic blue colour of Delft cera-
mics being mostly embroidered with blue or black thread. Dutch motifs
were quite popular in Slovakia and Moravia. They represented the cate-
gory of samplers aspiring to a Dbetter, more cultivated taste. Only in

two of fifteen cases were they accompanied by maxims and mottoes on

human virtue. "Nikdo bez prace/ nejedad kolade" (Nobody can eat cake/
without work) and "Zvédavost/ nepéknad cnost" (Curiosity/ is no vir-
tue)

One of the characteristic features of samplers is that their in-
scriptions and scenes are intertwined or framed with flowers, fruit,
leaves and branches. The main function of the floral motifs was to
emphasize the inscription and the picture. Sometimes, however, the
floral decorations became so elaborate that they overwhelmed both the
picture and inscription. On samplers with flower or fruit baskets pla-
ced in the centre of the composition, they even became the central mo-
tif. It was typical only very rarely were they accompanied by a text:
"Kto nemiluje kvetiny/ nemiluje iudi" (Anyone who doesn't 1like
flowers/ doesn't 1like people).

The artisticaspect of samplers (even if they were derived from
wall pictures) was above all determined by a decorative aesthetic

which often modified the composition of the original painting. In this
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respect samplers were close to folk art where vegetation motifs were
frequently employed to supplement a figurative theme. Examples of this
can be found in glass paintings or in engraved figurative motifs on
wood sculptures.

The various possible picture-text relationships can be categori-
zed as follows: 1. The pictorial image was 1less important than the
verbal expression. 2. The inscription was subsidiary to the picture.
3. The picture and the text were in close harmony and balanced each
other. 4. The relationship was proportionally balanced, but looser in
association.

To the first category belonged samplers with inscription of gree-
ting like: "Pekne vitam/ mily host!" (Welcome/ dear visitor!), "Dobré
rano!" (Good morning!), "Dobru noc!" (Good night!), or "Dobru chut!
" (Good appetite!). The text determined the form of the artistic com-
position. Most often it was placed symmetrically in the centre like
Biblical quotations on sacral embroidered textiles. Samplers in this
category represented an older phase of sampler development.

The second category - where the importance of picture outweighted
the text - represents possibly a newer phase of development. Samplers
in this category include those not modelled on any previous pattern,
emanating from their maker's inventiveness. Such were, for instance,
samplers on fairy tales themes which often lacked any text: Snow White
and the Seven Dwarfs, Little Red Riding Hood, or on sacral themes mo-
delled on prints, where the depiction was of allegorical religious
significance.

The third category of samplers featuring a balanced proportion
between the word and the picture was probably the most frequent one.
For instance the text: "Netrdp sa dievéa pre neho/ najdi si chlapca
iného" (Girl, do not worry about him, find another 1lad) was accompa-
nied with a picture of a crying girl in a frame of briar roses;
another text: "Gloria/ jak se to .vinedko popija" (Gee/ it's nice to
drink wine) with a picture of smartly, dressed gentlemen in top hats
drinking wine. The picture and the text were combined into a concise
unity of a symbolic picture and an inscription explaining its meaning.

In the fourth category of samplers, the picture-text connection
is looser, there is no rigid structural unity between them. Various
texts were attached to the same picture. For instance, some four dif-
ferent pictures appeared with the same text: "Ked méj muZ bude pijavat
vodu/ nebudem oplakavat svoju dievéensku slobodu" (If my husband

drinks only water/ I shall not cry for my maidenhood). This category
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included a small group of samplers where the text was abstract or did
not correspond to the allegorical meaning of the picture. They used
for instance texts of well known popular songs representing the tastes
of certain milieu without being associated with any pictorial cliché.

Samplers, widespread and popular in Central Europe for the last
80 years, are a phenomenon of everyday culture which in an idealized
form shows the desires, feelings and strivings of a broad strata of
people. In a standardized form they reflect popular taste. They show
and emphasize urban life styles - particularly those of a small town.
Their rise and popularity in various countries differ according to the
level of development and the intensity of village wurbanization. Our
ethnography and cultural history is still lacking in knowledge, arti-

facts, and documentation of popular culture. Our contribution is an

attempt to fill this void.
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Resumé

Méda textilnych nasteniek, ktord propagovali na prelome storoé&ia
médne cCasopisy pre Zeny a utvrdzovala Skolska vyuka, sa koncom 19.
storoc¢ia rozsSirila z Nemecka i do inych krajin Eurépy a zasiahla aj
strednd Eurépu - Polsko, Cechy, Madarsko, Slovensko. Prenikla najskdr
do mestianskeho, neskér do malomestského interiéru. Dedinské prostre-
die ju prijalo s istym oneskorenim, v zavislosti od odlisnosti kultuar-
neho a etnického prostredia. Zatial &o textilné néapisové néastenky sa
v Nemecku dostali medzi Siroké ludové vrstvy uZz koncom 19.storoéia,
v Polsku si ich osvojili az zaciatkom 20. storoéia, v Madarsku po 1.
svetovej vojne, na Slovensku v niektorych regidénoch esSte neskdr.

Obsah mysSlienok, ktoré nastenky prinasaji, je poznacdeny pietizmom
- hnutim 17.-18. storoéia, prameniacim v protestantskej tradicii

179



zdérazriujuacej prisnu moradlku a citovo sfarbenu zboZnost. V Uhorsku
a na Slovensku, kde vsSak bola stale Ziva katolicka latinska tradicia
s védzbou k obradovosti, ale predovSetkym v Madarsku, s kalvinistickou
tradiciou puritanizmu, bol pietizmus madlo vyrazny. VzdialenejsSia tymto
tradiciam bola predstava pritulnej domécnosti, védzba a upédtost k ro-
dinnému kruhu, civilizovanad kazZdodennost. Preto i namety, ktoré zobra-

zovali madarské, ale i slovenské nastenky, boli menej naplnené vy-
rokmi chvaliacimi domacnost, Stastny rodinny Zivot, laskavymi radami
do Zivota. Menej sa v nich davali najavo dutrZky kultivovanosti pro-

strednictvom literarnych vypozZziciek.

Prispevok v dalSom prinasa analyzu materidlu ziskaného kombina-
ciou terénnych vyskumov a Stddiom muzedlneho materidlu, ktory skytd na
prvy pohlad neprehladna splet eklekticky ladenych obrazovych nametov
a textov, v ktorej sa da tazko orientovat. Napriek tomu, Jje tu vsSak
pritomny moment konvencie, stereotypov, Standardizacie vkusu. Uplatriu-
je sa v emocionalnych vyjadreniach, v ktorych badat snahy o citupl-
nost, lubivost, p¥ijemnost, idylickost, zrkadli sa vo vytycovani hra-
nic etickych dimenzii - najmd v nastenkach proklamujacich zachovanie
uréitych noriem spravania, etickych postojov. Odraza i diferenciacie
kultirne, etnické, nabozZenské.

V dalsom prispevok analyzuje obsahovi orientaciu slovenskych na-
steniek v porovnani s nastenkami moravskymi, nemeckymi a madarskymi.
Vo vSeobecnosti najvadésia skupina nasteniek sa obrazové i slovne pri-
hovara predstavam a citovému svetu Zien. Asi Stvrtina =z nich sa tyka
domacnosti, najmd kuchyne a jej dddrzby. Texty i obrazy vyzdvihuja
vlastnosti dobrej gazdinej: ¢istotnost, pracovitost, dochvilnost,
schopnost piect a vafit. Na Slovensku, Morave a v Madarsku sa na roz-
diel od nemeckého materidlu pocetnd skupina nasteniek zaobera lubost-
nym vztahom, vydajom. V kontexte lubostnych motivov badat na sloven-
skych nastenkach céesky a moravsky vplyv v textoch a =zobrazeniach.
Frekventované v slovenskom, ale i v madarskom materiali, na rozdiel od
materidlu nemeckého, su nastenky s vyrokmi chvaliacimi muZa za to, zZe
nechodi do krémy. Osobitu skupinu tvoria néastenky so sakralnym name-
tom. V menSom pocéte s zastupené nastenky reflektujice vazZne socialne
udalosti - vystahovalectvo, 1. svetovid vojnu. V casti néastenkovej
produkcie badat reminiscencie na detsky Zaner a holandské motivy roz-
Sirené v obrazovom svete minulého storoédia.

Textilné napisové nastenky, rozSirené a oblubené v strednej Euréd-
pe v poslednych 80-tych rokoch, boli fenoménom kultury vSedného dia,
ktory predostieral v idealizovanej podobe tuzZby, city, snaZenia Siro-
kych ludovych vrstiev. Z2Zrkadlil v Standardizovanej podobe ich vkusové
predstavy. Predostieral a podé&iarkoval ich Zivotné formy - nastenky
boli odozvou malomestskych, mestskych idealov. V odlisSnom néastupe
a oblube v rdéznych krajinach sa premietala rdézna vyvinova postupnost
a intenzita pomesStenia kultary ludovych vrstiev.



