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The state portraits of Maria Theresa as Queen of Hungary
were created in such a way as to appropriately accentuate
her right to the Hungarian throne and at the same time
respect the hierarchy of a female ruler in a culturally
conditioned social form with powerful patriarchal models
of relations. As with other portrait types of female rulers,
the artists had to take into account her feminine side and
the identity of Maria Theresa as rex femina. The coronation
and especially the specific equestrian likeness, referring to
the Hungarian coronation, represented one of the most
significant thematic sources for the later presentation

of the queen.
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Rex femina in the portrait
presentation

of Maria Theresa

as the Queen of Hungary

Martina Vyskupovd

The significance of the Hungarian coronation
for Maria Theresa

In the 18" century, the coronation of the Hungarian king
was an important part of the communication strategy of the
Habsburg dynasty. Since 1563, when Maximilian 11 (1527-1576)
was crowned King of Hungary, Bratislava (Presporok, Press-
burg, Pozsony) had been the coronation site of the kings of
Hungary and the seat of the Hungarian authorities, admin-
istrative bodies and various public institutions. It gradually
became the centre of political and social life in Hungary. From
1687, with the accession of Joseph 1 (1678-1711) to the Hungar-
ian throne, the Hungarian parliament enacted the Habsburgs’
hereditary claim to the Hungarian crown and throne, with only
the first-born son of the previous ruler becoming king. From
1711, Hungary was consolidated following occupation by the
Ottoman Empire and after numerous uprisings, initiated by
the Hungarian and Transylvanian estates, especially against
the Habsburgs. The signing of the Peace of Szatmar calmed
relations with Emperor Charles VI (1685-1740), who on this
basis had the right to the Hungarian throne and from 1711
ruled the Kingdom of Hungary as Charles 111. The Hungarian
aristocrats secured their feudal privileges and the preservation
of the estates settlement. In 1713, the proclamation of the
Pragmatic Sanction on the indivisibility of Habsburg hered-
itary possessions and securing succession by the female line
of Charles VI determined that his descendants (daughters
in the event of the extinction of the male line) would take
precedence over the daughters of the deceased emperor, the
older brother Joseph 1. This referred to the title of archduke
and not to the title of emperor, who was elected by the impe-
rial estates and to whom therefore no monarchical law could
be applied. By 1723, the assemblies of all territories of the
Habsburg monarchy, including the Lands of the Czech Crown
gradually accepted the female succession, in 1724 the Austrian
Netherlands also. The Hungarian Parliament adopted the
Pragmatic Sanction in 1723 in Bratislava, thus recognizing the
right of Maria Theresa (1717-1780) to the Hungarian throne.
In 1732, her husband Francis Stephen of Lorraine (1708-1765)
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became the royal regent in Hungary after the death of the
Palatine of Hungary, Count Nikolaus Palffy (1657-1732).2 He
performed this function until the accession in 1741 of John V1
Palfty (1663-1751) as the new Palatine, when on 11 September
he was recognized by the Hungarian estates as the titular
co-regent of Maria Theresa. In October 1740, the Emperor
died and his eldest daughter was to due ascend the Hungarian
throne, but she had not received the upbringing appropriate
to a future ruler.s At that time, she had to face various military
conflicts, as several countries did not want to respect the
imperial decree and Maria Theresa’s hereditary claims. In
particular, the War of the Austrian Succession (1740-1748),
which was caused by the rejection of her hereditary rights
by the husbands of the daughters of Joseph 1, the Bavarian
Elector Charles Albrecht (1697-1745) and the Saxon Elector
Friedrich August 11 (1696-1763) and the territorial demands
of the Elector of Brandenburg, the Prussian King Frederick 11
(the Great) in Silesia, (which he finally invoked in 1741). In May
1741, the Hungarian Diet approved Maria Theresa’s claim to
the throne, and on 25 June of the same year the eighth Hun-
garian coronation took place in Bratislava with the relevant
ceremonial acts in the appropriate chronological order: the
act of coronation in St Martin’s Cathedral, the installation
of Knights of the Golden Spur in the Franciscan church, the
taking of the oath in front of the Church of the Brothers of
Mercy and the swinging of her sword on horseback on the
coronation hill by the Danube.« However, disputes with other
countries persisted, mainly due to the military attacks by
Charles Albrecht. In September 1741, at the memorial diet in
the throne hall of Bratislava Castle, Maria Theresa (now the
Hungarian Queen Maria 1), appeared before the Hungarian
estates, which promised her military aid, on which she was in
practice dependent. They thus played an important role not
only in terms of the legitimacy of her government in Hungary,
but also in Maria Theresa’s subsequent power victories and
the consolidation of the empire. After the conquest of Prague
Charles Albrecht was declared anti-king in December 1741
and was recognized by many Czech aristocrats in contrast
to Maria Theresa, who was the legal successor to the Czech
throne following the death of Charles VL. In February 1742,
he was crowned Holy Roman Emperor in Frankfurt am Main
as Charles VII. In December 1742, the Austrian army finally
managed to retake Prague. Subsequently, the Czech Estates
Assembly took place and Maria Theresa was crowned Queen
of Bohemia on 12 May 1743. She did not take part in the
coronation in 1745 at which Francis Stephen was crowned
emperor of the Holy Roman Empire of the German nation as
Francis 1 following the death of Charles Albrecht. However,
she also had political influence within his leadership.
Maria Theresa was Archduchess of Austria, the
hereditary ruler of the Habsburg territories, the Queen of
Hungary, Croatia and Slavonia, and Queen of Bohemia,
wife of the Grand Duke of Tuscany and Emperor. Her cor-
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onation as Queen of Hungary was also an important ritual
due to the aforementioned events. It was the first event of
its kind in the new stage of her life with her new - Hun-
garian - title, which she began to use after the corona-
tion.s On this occasion, several new official portrait types
of Maria Theresa were created, which served principally to
build up the image of the Queen and the legitimacy of her
government. Even before and during the coronation, the
creators presented in particular the individual established
coronation acts and portraits of the new female ruler. Fol-
lowing the example of her ancestors, drawings, coins and
medals were an important strategic tool in the monarch’s
media coverage. One of the most frequently used means
of communication was printing in the form of leaflets and
handbills, which were intended primarily for the financially
less well-off classes. The first state presentations of Queen
Maria Theresa include press reporting giving descriptions
of the coronation ceremony, made immediately after the
coronation, which were published in the Wienerisches Dia-
rium newspaper. These may have been one of the sources
of inspiration for the large-scale paintings illustrating
the event by Franz Messmer (1728-1773) and Wenzel Pohl
(active in the 18" century), created for the former Hungar-
ian Royal Office in Vienna in 1768-1770.6

The significance of Hungary for Maria Theresa can
also be interpreted through the Queen’s relationship with
her most important Hungarian adviser, the Hungarian
Palatine, Count Jan Palffy (1663-1751). In a letter of 1742
addressed to him, she described, in describing her rela-
tionship with it, that ‘it serves her as a fatherland’ (from the
German: Vaterland).” In 1744, in a letter in which she called
him her father, she wrote that she had confidence in the
Hungarian nation, whom she perceived as loyal and brave,
dear to her heart and worthy of her gratitude.

Characteristics of state portraits of Maria
Theresa as Queen of Hungary

The development and creation of the individual archetypes
of the portrait presentation of Maria Theresa took place in
accordance with the process of forming the regal likeness
in the 18" century. In general, her state portraits were to
some extent idealized and marked by absolutist symbolism,
as were many other portraits of contemporary rulers of the
period. In terms of the strategy of rulers’ self-presentation,
the aim of their media coverage was to impress the viewer.
The effects of the often theatrical production of the sym-
bolic ‘ruler’s body’ were to ensure the uniqueness and ef-
fect of their likeness and be a declaration of power.s In this
sense, we find in the portraits of Maria Theresa a certain
‘imperial deification’>> The portrait presentation of Maria
Theresa was largely related to the representation strategy of
her parents Charles VI and Elisabeth Christine (1691-1750),
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and especially to the regal presentation of her father, which
emphasized the tradition of the Habsburg dynasty.» Conti-
nuity can also be observed in the work of some contempo-
rary artists who played the role of court painters during the
reigns of both rulers (for example, Johann Gottfried Auer-
bach and Martin van Meytens the Younger).

In the state portraits of Maria Theresa we also
find some representational principles of rulers’ portraits
from the 17" century, which were known mainly through
the cultural exchange between the Austrian and Spanish
Habsburgs. Of importance here was a characteristic recog-
nizability and truthfulness as a symbol of the representa-
tion of a male and female member of the ruling family.
In the first chapter Lidée du peintre parfait of the treatise
entitled Abrégé de la vie des peintres (1699-1715) this was also
highlighted by Roger de Piles (1635-1709). He emphasized
the need to ‘to present the nature of man from the moment
he was born’ (from the French: ‘présent que la Nature fait aux
hommes dans le moment de leur naissance’).> In his treatise
Cours de peinture par principes (1708) he advised painters to
focus mainly on the posture and clothing of the person por-
trayed and to strive for a true portrayal and likeness of that
person.s He also dealt with facial expressions, gestures and
attitudes in representational portraits, with which, in his
view artists can portray human characters and passions.«

The first official representation of Maria Theresa
occurred through childhood portraits, which presented
her individually or as part of group compositions with her
parents. Over time, artists depicted her with the hereditary
archducal crown, emphasizing that she was a representative
of the Habsburg dynasty. From 1736, she was also presented
as the wife of Francis Stephen, mostly in a paired portrait
type as the Tuscan Grand Duke and Grand Duchess, the
wife of the reigning sovereign, as the official representative
portrait reflecting this latest title. On the occasion of the
Hungarian coronation, several types of state portraits of the
young monarch were created. In the coronation portrait
type, she was depicted in ceremonial attire with royal insig-
nia in the form of a full, half or three-quarter figure, bust or
medallion. One specific is the equestrian portrait of Maria
Theresa, thematizing one of the acts of the Hungarian cor-
onation, which was created within a clear political-strategic
context. She was sometimes depicted in a pair with Francis
Stephen, who formally held the role of her co-regent in the
countries of the Habsburg succession. Nor can subsequent
portraits of Maria Theresa with Crown Prince Joseph (1741-
1790) be overlooked; he was portrayed in Hungarian attire
to emphasize his succession to the Hungarian throne.

The portraits of the new queen were presented
through various media, especially in the form of tabulae and
murals and sculptures; portraits realized in print, in arts and
crafts or as coins and medals were also an important part of
media propaganda. Their production also strengthened the
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importance of the Kingdom of Hungary, also in contrast to
other kingdoms and hereditary territories of the monarchy.
In addition to state portraits, there were also depictions
with state-ceremonial significance, such as scenes illus-
trating the Hungarian coronation, especially in drawings,
commemorative medals and coins, or as sculptural monu-
ments.s Portraits of the queen were also part of genealogies
of the Hungarian kings, realized mainly as printed images
or as murals. Depictions of Maria Theresa can also be found
in various apotheoses of the Habsburg-Lorraine family in
the sense of the Familia Augusta.¢ The visual promotion of
Maria Theresa was also served by various allegorical rep-
resentations highlighting her rule.

According to Pierre Bourdieu, the face, forehead,
eyes and mouth belong to public body signs as ‘noble organs
of self-representation, in which social identity, a sense of hon-
our, pride are concentrated.7 Maria Theresa’s facial expres-
sion, with its hint of a smile corresponds to the contempo-
rary social ethics and the preferred aesthetic of prominent
noblewomen, or more exactly to the relevant staging por-
trayed in a statesmanlike fashion. The artists for the most
part presented Maria Theresa ‘with the qualities of a good
ruler's# Her monarchical portraits are characterized by vir-
tue, nobility and majesty, taking into account the particular
political and social specifics to which they referred. In the
middle of the 18" century, the virtue of a monarch in the
performance of his function, contributing to the common
good, which thus legitimized his government as an enlight-
ened ruler, was also the subject of contemporary writings.
It also corresponded to the panegyrizing of Maria Theresa,
for example in the case of the panegyric Theresiade, ein
Ehren-Gedicht by Franz Christoph von Scheyb (1704-1777),
dated 1746, and dedicated to the queen on the occasion of
the festivities connected with the birth of her second son
Charles Joseph (1745-1761).19

It also records the queen’s speech to the Hungar-
ian aristocrats during the Hungarian coronation. It also
inspired the Jesuit author Ladislav Csapodi (1724-1791),
who was also active in the territory of present-day Slovakia,
especially in Trnava and Bratislava. In 1750 he published the
elegiac poem Theresias, which was intended for graduates
of the Jesuit University in Trnava.z In it he emphasized
the virtue of the queen and referred to the queen’s speech.
As part of the description of the coronation acts, he also
focused on the symbolic act of swinging a sword on both
sides, by means of which the ruler showed his ability to
defend the kingdom from its enemies.»

Interesting ceremonial depiction types include
the tradition of presenting important sovereign orders.
Since 1764, when she founded the Royal Hungarian Order
of St Stephen on the occasion of the coronation of her
son Joseph as King of Rome in Frankfurt am Main, Maria
Theresa was depicted as the Queen of Hungary and its founder
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1 - Gilles Edme Petit after Martin van Meytens, Maria Theresa as Queen of Hungary,

engraving, etching, 1742/1743. Slovak National Gallery

Clanky / Articles

43



2 - Daniel Schmidelli, Maria Theresa in Hungarian coronation attire, 1742. Bratislava City Gallery
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and grandmaster in appropriate garments - a red velvet robe
with gold floral embroidery, a lace bodice, lace-up sleeves, on
the shoulders with a gold scarf with lace and a green velvet cloak
with gold floral embroidery around the perimeter, an ermine
hem and a pale red lining. Such a presentation also included
the Hungarian and Czech regalia and a gold chain with the
badges of the order, as can be seen, for example, in the famous
depiction by Wenzel Pohl from 1765 (Hofburg, Innsbruck). Maria
Theresa was the last female on the Hungarian royal throne and
thus the last female grandmaster of the Order of St Stephen.
Joseph 11 and other Hungarian rulers were portrayed naturally
in the male form of the uniform of the Order. The Order of
St Stephen, awarded primarily to Hungarian nobles for civilian
merit, was another means of strengthening the relationship
between Maria Theresa and the aristocrats.

The body politic and the body natural
Maria Theresa in state portraits

Especially after the death of Charles VI several of the afore-
mentioned portrait types were created,» representing Ma-
ria Theresa as a young, energetic successor to the Hun-
garian throne. In addition to the power sovereignty of the
Habsburgs in Hungary, they also praised her descendants,
especially the male successor Joseph 1I. As we have already
mentioned, from the beginning of the reign of Maria The-
resa, these were an important form of her representation
at a time when relations between the royal court and the
Hungarian estates were weakened. In particular, corona-
tion portraits, or more exactly, portraits of the rex femi-
na type, emphasized the importance of the coronation as
a symbolic ritual of taking power in Hungary while at the
same time reinforcing its significance. It should be recalled
that in the second half of the 18" century, Hungarian soci-
ety functioned from its estates, i. e. hereditary status, social
and legal status were important in the social hierarchy. At
the same time, the situation of women was determined by
the cultural environment itself, in which men were pre-
dominant. At the coronation, Maria Theresa achieved sta-
tus in the sense of domina et rex Hungariae, which took into
account her gender and also the important competencies
in the country, which until then had been in the hands of
the king - a man. Benedek M. Varga explains the context
of the title rex granted to Maria Theresa by the fact that
in the 18" century there was a medieval historiographical
tradition and an earlier legal process in Hungary, which
indicated that women could, indeed must be considered
men if they were to take power.24 Thus during the coro-
nation in Bratislava in 1741 also, Maria Theresa behaved
as King of Hungary in all coronation acts,s just as in the
case of the Czech coronation in Prague in 1743. The medi-
eval tradition of rex femineus and earlier legal procedures
aimed at prioritizing the integrity of power over the gen-
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der of the heir to the throne were also respected in the rep-
resentation of Maria Theresa. The image of the queen was
constructed in principle on the basis of the continuity of
the reign and power of the Hungarian kings. Maria Theresa
was the second female successor on the Hungarian throne
to be awarded the royal title rex femina (female king) dur-
ing the coronation. We note women in various public and
political positions throughout Hungarian history. Before
Maria Theresa in the line of Hungarian kings was Maria I of
Anjou (ruled 1382-1395; obtained the title of rex Hungariae)
as Queen of Hungary with executive power and two with
the status of regina (Queen), wife of the king with a certain
political and social influence - Elizabeth of Luxembourg
(1439-1440) and Maria of Habsburg (1505-1558).

The issue of the state portrait of Maria Theresa as
the Hungarian queen should be viewed in the same way
as the title rex Hungariae (King of Hungary) itself. We can
perceive the depictions of Maria Theresa as pictorial con-
structs that took into account a certain media strategy and
at the same time took into account her feminine identity.
In reminding us of the continuity of the Hungarian kings,
the coronation portraits repeated an established norm - the
integrity of the preservation of the Kingdom of Hungary
and, in particular, the power ambitions of the Habsburgs in
Hungary. Werner Telesko speaks of the appellative and at
the same time stabilizing function of the representational
ruling portraits of Maria Theresa.»6 Based on this imagery
tradition, which functioned according to certain discursive
rules, her portraits emphasized a symbolic continuity of
power. In the context of the social and political situation
of the time, the dynastic aspect of sovereign power had not
been lost and the male heir to the throne was still perceived
as automatically destined to take over royal power.

From the point of view of appropriating the strategy
of the male ruling depiction, the portraits of Maria Theresa
give rise to an overlap of two designations, with which she was
also associated in panegyrics to her in contemporary writings
- ‘Femme forte’ or strong woman and ‘Grand Roi’, the grand
King. According to Sandra Hertel, ‘Femme forte’ was very sim-
ilar to the interpretation of a male hero in that Maria Theresa
is presented as virtuous, strong and capable of defending the
realm.8 In mythological identification portraits, she was often
likened to Pallas Athena (Minerva), who by her androgynous
appearance symbolized the ideal of unlimited rule.>

In the power-political sense, we may consider the
equestrian depictions of the Hungarian Queen in ceremo-
nial attire as one of the most important iconographic types.
The depiction of part of the coronation was directly related
to the instrumentalization of the person of Maria Theresa
during the Hungarian royal coronation, which had a strong
ritual significance.s> The portrait presentation of the Queen
conforming to the aforementioned tradition of compos-
ing the royal portrait of the Habsburg ruler as the King of
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Hungary was also ritual - in a representative design and
with the appropriate royal insignia and stylized Hungarian
clothing with a cloak. The Hungarian regalia are usually the
most distinctive masculine component of state portraits,
together with the cloak of St Stephen (originally liturgical
cloth), which otherwise respected the feminine side of Maria
Theresa. Her social status was expressed especially by her
robe, her jewellery and by the overall treatment of her body.

In the portrait presentation of the Queen, especially in
the first years of her rule, there is also a clear effort to depict her
feminine beauty within the terms of contemporary decorum
and a certain portrait naturalness.» For Maria Theresa, beauty
was a sign of purity, virtue, and God’s blessing, legitimizing
her political interests.s2 Such a form of representation was
also present in her ruling panegyrics, whether in written or
visual sources. In addition to government insignia, clothes,
accessories, body treatments, postures and facial expressions
also contributed to the impression of the power of the Queen
in the state portraits of Maria Theresa. These elements con-
tributed to the desired rhetoric of the image related to political
propaganda and ritualization of the coronation.s The femi-
nine charm of the person portrayed brought about another
desired effect of her presentation in terms also of the other
roles she played, especially as mother of the heir to the throne
and wife of the Emperor.

Coronation portraits of Maria Theresa
as Queen of Hungary

In the 16" century state depictions of the first Hungarian kings
from the Habsburg dynasty Ferdinand 1 (1503-1564), Maximil-
ian 11 and Rudolf 11 (1552-1612), their royal title was expressed
mainly in print through the titles and the Hungarian coat of
arms without the relevant insignia of power.s It is during the
reign of Matthew 11 (1557-1619), who was crowned King of
Hungary in 1608, that we see an emphasis on the importance of
the Kingdom of Hungary in the state portraits of the Habsburg
rulers. An emphasis on the cult of the crown of St Stephen
was an important part of his power propaganda, intended to
mitigate the conflicts between him and the Hungarian estates
at the time.s In the new type of portrait the monarch was
shown for the first time in ceremonial Hungarian costume,
with kalpak, St Stephen’s cloak and the Hungarian royal insignia
(e.g. in the engraving by Lucas Kilian, 1611, Osterreichische
National Bibliothek, Vienna).> The close connection with the
ceremonial dress as a declaration of power of the successor to
the Hungarian throne from the Habsburg family was also more
pronounced on the occasion of the coronation of Ferdinand 111
(1608-1657) in 1625, who was depicted in ceremonial Hungarian
clothing.® As a result of the coronation in 1687 of nine year old
Joseph (1), son of Leopold I, there was significant production of
state portraits of the Habsburg ruler in the representative Hun-
garian aristocratic dress, which he wore for the coronation.s
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3 - Maria Theresa in Hungarian coronation attire, 1765.

Slovak National Museum - Bojnice Museum

4 - Maria Theresa, ceiling painting, ca. 1773.

The manor house in Humenné, the Room of the Hungarian Kings
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Such a strategy of mass presentation of the Habsburg
ruler as the King of Hungary as one of the means of consol-
idating power in Hungary was also reflected in the portrait
presentation of Maria Theresa. The coronation portraits
of the Hungarian Queen in ceremonial attire were among
the most widely distributed portrait types, especially at the
beginning of her reign. They were produced in the 1740s,
mainly in Hungary - in the former lands of the crown, more
than thirty representative portraits have been preserved in
various institutional or private collections 4 but we can
also find them in other countries of the former Habsburg
Empire and Bohemian Crown. They served to represent the
monarch, especially in public, municipal and church spaces,
as well as in the residences of the nobility, especially of lead-
ing political and social actors.

Some of the most important depictions in terms of
convincing portraiture and media efficiency can be consid-
ered the state portraits from 1742 of Maria Theresa as Queen
of Hungary by the court painter Martin van Meytens the
Younger (1695-1770) or from his workshop, which were the
subject of variations and copies in various ways, especially
in the first two decades of Maria’s reign.# French engraver
Gilles Edme Petit (1694-1760) interpreted Meytens por-
trait composition through prints with distinctive markings,
which usually referred to the painter’s originals (bottom left:
‘Peint a Vienne en 1742 par Martin de Meytens’; Slovak National
Gallery, Bratislava). [Fig. 1] In Slovak collections, it is mainly
painted coronation portraits created in the circle of this artist
or copies of existing works that are preserved. The question
remains, which painted coronation portrait of Maria Theresa
is the first realization of this type and whether this is a Mey-
tens composition, as even previous research into portraits as
reflected in the literature does not provide a clear answer.
Likewise, whether this prominent painter was inspired by
personal experience as a direct participant in the Hungarian
coronation when composing state portraits of Maria The-
resa. In the Slovak context, one should mention the work of
Daniel Schmidelli (1705/1710-1779), a graduate of the Vienna
Academy, who was a pupil of the local painter Friedrich
Kamauf (1725-1793) and later lived and worked in Bratislava.
Schmidelli’s full-figure coronation portrait from 1742 was
made to a commission from the council of city officials for
the purpose of its presentation in Bratislava City Hall (Bra-
tislava City Gallery).+z [Fig. 2] Maria Theresa holds a sceptre
in her right hand, the Hungarian crown is placed on a pillow
together with the orb. In 1743, representatives of the Italian
city of Bolzano also ordered a coronation portrait in the form
of a half-figure of Maria Theresa with crown on her head
from Meytens’ workshop (Bolzano Mercantile Museum).+

An emblematic example is a full-figure portrait
of Maria Theresa in coronation attire (Hofmobiliende-
pot-Mdbel Museum Wien), presented as the work of the
court painter Johann Peter Kobler von Ehrensorg (active
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in the second third of the 18" century) from 1751, associ-
ated with Meytens’ portrait of the Queen, which could be
part of the decoration of the audience chamber in the royal
residence at Bratislava Castle (based on an inventory listing
of the fittings of Bratislava Castle from 1781).44 The Queen
has the Hungarian crown on her head, the sceptre in her
right hand, her left touching an orb placed together with
a sword on a pillow. The painter also made representative
joint portrait with Francis Stephen as a commander, what
could mean, that this portrait (respectively both portraits)
was probably created even before 1745, when he became
emperor. We know based on contemporary archive mate-
rial that in 1751, on the occasion of the regional assembly
being held at Bratislava, representative portraits of the royal
couple were ordered from Johann Peter Kobler. According
to a record in one of the books of account of the Hofkam-
merarchiv from the year in question, they were intended
for Bratislava, most likely to be located in one of the repre-
sentative spaces.s However, it is not clear whether at Brati-
slava Castle, in one of the official locations or another insti-
tution. A similar composition in Royal Palace in G6dolls,
with the equestrian figure of the queen on the coronation
hill on the left and a raised sword and double cross (Patri-
archal cross) on the right, may be related to the reminder of
the title Apostolic Majesty given to the Kings of Hungary
as the expression of the supreme royal right of patronage
in respect of the Catholic Church, that Pope Clement X111
(1693-1769) granted to Maria Theresa and her successors
in 1758. The title ‘Apostolic Queen’ of Hungary (‘Hungariae
regina apostolica’), associated with an edict of Maria The-
resa, was used for the first time in all records, acts and writ-
tings by public officials or private individuals and also by
the Queen herself.

The Meytens workshop also created portraits of
Maria Theresa as the Czech queen in Czech coronation
clothing with relevant Czech and Hungarian insignia, impe-
rial and archduke’s crowns (after 1745, Kunsthistorisches
Museum, Vienna, location Austrian Federal Chancellery4
and in Prague Castle, Prague, without Hungarian insignia,
probably the 1760s+) identical to the portrait composition
of Charles V1 as a Czech King attributed to Johann Gottfried
Auerbach (1697-1753) from the period around 1732, which
served as their model (Kunsthistorisches Museum, Vienna;
Eckartsau Castle).## When comparing the two coronation
portrait types of the ruler, it is evident that in the theme
of the Hungarian queen the artists were more interested in
understanding the characteristics of the subject, as well as
the image type of the coronation portrait itself, especially in
connection with gestures, body posture and other compo-
sitional elements. The depiction of the monarch in a Czech
coronation gown - a long garment made of purple satin
lined with gold lace with a characteristic Czech coronation
cloak with an ermine collar and hem, a stole crossed at the
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front with a belt around it, directly imitating the portrait
of Charles V], also has a naturally different symbolism and
meaning in connection with the Czech coronation cere-
mony itself.

Based on preserved monuments, it can be said that the
coronation portraits with Maria Theresa in Czech coronation
attire were produced in smaller quantities, in contrast to the
coronation portraits depicting her as Queen of Hungary.4
Nor was a separate portrait type created on the occasion
of the coronation in 1743, which was accompanied by the
aforementioned turbulent period of social and political events
related to the right of the ruler to the Czech throne. Moreover,
Maria Theresa was at that time in a late stage of pregnancy
with Maria Elisabeth (1743-1808). Rather, we find depictions
presenting Maria Theresa as the Czech Queen in other lavish
social robes in combination with a cloak or a portrait with
arange of power insignia. The ruler’s later depictions as queen
in ceremonial attire were focused more on the production of
coronation portraits of the Hungarian queen.

Among the sculptural coronation portraits of the
Queen of Hungary by artists also active in Slovakia, it is
worth mentioning the full-figure portrait of Maria Theresa
in coronation attire with insignia by Franz Xaver Messer-

schmidt (1736-1783) from 1764-1766 (Belvedere, Vienna).s
This is the only commission of its kind given by Maria The-
resa to the sculptor.st After the death of Francis Stephen,
she also had a representative portrait of the Emperor made
by this artist as a pendant to his statue (1765-1766).

The ruler’s coronation portraits were also popular with
Hungarian aristocrats, also with regard to their own social
or political representation. From the Slovak milieu we can
mention, for example, the portrait of Maria Theresa depicted
in a Hungarian coronation robe with the characteristic Hun-
garian insignia associated with the Zay family (Baron Peter
Zay /1735-1788/) in Uhrovec by a Central European artist from
1765 (Slovak National Museum - Bojnice Museum).s2 [Fig. 3]
This is a simplified version of the aforementioned composition
from the Vienna Hofmobiliendepot or in the Hofburg in Inns-
bruck with drapery in the background in a mirror image when
compared to the earlier painting. The frescoes in the manor
house in Humenné from the period around 1773 represent
aremarkable implementation related to the representation of
Maria Theresa and also the instrumentalization of her royal
power through the socio-political interests of local aristocrats.s
The interior decoration of the Room of the Hungarian Kings
depicting a gallery of medallions of the kings of Hungary up

5 - Festive procession of Maria Theresa and Joseph II, ceiling painting, ca. 1773. The manor house in Humenné, the Maria Theresa room

48

OPUSCULA HISTORIAE ARTIUM / 70, 2021



to Maria Theresa is achieved in the decorative manner of
special ruling halls and reflects loyalty to the monarch and
the country. [Fig. 4] In the Maria Theresa Room are presented
the solemn procession of Maria Theresa and her co-regent
Joseph 11, the procession of Pope Clement X1V, the corona-
tion of Joseph 1l and an allegorical scene depicting Francis
Stephen. [Fig. 5] llusive murals were made by prominent local
nobleman Stephen X1V Csaky (1741-1810), who also owned
a summer house in Vienna, Sans Souci at lliaSovce and other
summer houses and gardens in Spis. The artist is probably
Martin Johann Schmidt, called Kremser Schmidt (1718-1810),
who worked for the Csaky family at that time.

Ceremonial dress of Maria Theresa
as the bearer of symbols and references

Ceremonial dress of Maria Theresa with the cloak of St Ste-
phen,s¢ in which she undertook the Hungarian coronation,
was one of the direct references to this event. Werner Tele-
sko speaks of feminine clothing, in which the queen was
presented naturally as a woman and, which also referred to
political and social events.ss

Arriving in Bratislava on the occasion of the Hun-
garian coronation on 20 June 1741, Maria Theresa wore
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a white, gold-woven gown with blue embroidered flowers
in the ‘alla ungherese’ style.s¢ For the coronation ceremony,
a characteristic coronation dress was created for her, which
was interpreted in relation to Hungarian tradition. At the
same time, it expressed loyalty to Hungary, or rather, was
symbolic of regional identity in the meaning of hungarus.
The circumstances around its origin are unknown. Only
a report of the Hungarian Royal Chamber from the prepa-
rations for the Bratislava coronation has been preserved,
which, inter alia, states the cost of its manufacture.s” The
costly coronation robe of Maria Theresa belonged to the
category of formal, representative clothing regulated by
court rules, by means of which Maria Theresa wanted to
impress those attending the coronation. It was based on
earlier Baroque dress influences, having regard to the strict
Spanish etiquette characteristic of Spanish court ceremo-
nial, while respecting the expression of Hungarian women’s
fashion. It consisted of a wide hoop skirt, an over skirt with
floral gold embroidery, a veil apron decorated with lace,
a bodice with an oval lace neckline and a white shirt with
pleated lace sleeves tied with a ribbon with precious stones.
In addition, the Queen was adorned with pearl bracelets,
earrings, jewellery and ornaments. The silk embroidery
evoking lacing with pearls, rubies and emeralds is a ref-
erence to Hungarian women’s fashion, worn in Hungary
especially by members of the aristocracy, yeomanry and
bourgeoisie since the first half of the 17" century.s It later
became fashionable at the Viennese royal court, especially
in the 18" century. The embroidery on the bodice was com-
plemented by a miniature portrait of Francis I Stephen with
a stylized Hungarian crown above, which can be under-
stood as a reference to his person and also to the alliance
of the Habsburg-Lorraine family. Through these clothing
details Maria Theresa’s ceremonial attire reflected Hun-
garian traditions and evoked a certain national identity as
a symbol of cohesion and solidarity with Hungary.ss

The tradition of using ceremonial clothing refer-
ring to regional costumes was also cultivated in the first
half of the 18" century by Polish kings and Saxon electors,
who had themselves crowned and also portrayed in Polish
aristocratic clothing.¢e In the second half of the century,
King Gustav 111 of Sweden (1746-1792) was also crowned
and portrayed in it.>* At her coronation in 1762, the Russian
Empress Catherine 11 (1729-1796) used her ceremonial robe
to strengthen the tradition of Russian costume.s2

In the late 1740s and early 1750s, artists portrayed
Maria Theresa in other lavish robes (especially in blue
dresses with lace and embroidery), with several varieties
of cloak, and often paired with her husband. She was also
portrayed with several power insignia; in addition to the

6 — Carl Hirsch the Younger, Equestrian portrait of Maria Theresa

as Queen of Hungary, 1747. Bratislava City Gallery
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Hungarian regalia with the Austrian Archducal crown, the
Czech crown of St Wenceslas, the imperial crown of Otto
1 and the crown of Rudolf 1I. Mention may be made, for
example, of the remarkable portrait of the ruler in a light-
coloured dress with lace sleeves, a blue bottom skirt with
gold embroidery, an upper skirt made of shiny silk with
a gold, ermine-lined coat and with Hungarian insignia,
supplemented by the Czech crown, from 1765-1766 (Slovak
National Gallery, Bratislava).ss The work is attributed to
Franz Anton Palko (1717-1766), who worked for some time
from the beginning of the 1740s in the service of the Arch-
bishop of Esztergom, the Hungarian primate and patron
Imrich Esterhdzy (1664-1745) in Bratislava.

The significance of the ruling insignia
in the portrait presentation of the Queen
of Hungary

An inseparable and important part of the Queen’s state por-
traits is the Hungarian crown, the sceptre, orb and sword, as
well as the specific Hungarian coronation attire, to which is
attached the cloak of St Stephen. In the modern era, state
sovereignty was symbolized mainly by the estates (countries),
in this case the territory of the Union of the Hungarian Crown
of St Stephen.t+ The Crown of St Stephen was without doubt
one of the most important ruling insignia of Maria Theresa,
and moved between two levels of content - as an object of
worship and in the sense of its significance. It was perceived as
arelic of the first hungarian king, St Stephen, sovereign ruler
of Hungary and also invisible symbol of this crown, in which
he was felt to be materialized.ts It referred to the sovereign
ruling powers of the hungarian king and at the same time
to the continuity of Habsburg rulers on the royal throne.
As mentioned, the cult of the Hungarian crown arose
mainly during the reign of Matthew 11. In this sense, of some
importance was a treatise by the Hungarian nobleman Peter
Révai (1568-1622) from 1603, but very popular even into the
18" century, on the history and political significance of the
Hungarian crown.s Let us recall that Maria Theresa, like the
other successors to the Hungarian throne, had the crown placed
on her head at the coronation, while the Hungarian wives of
the kings had the crown held over their shoulders during the
ceremony. This was another of the coronation ritual acts taken
into account especially in the presentation of the ruler in the
coronation portraits. Maria Theresa was depicted with the royal
crown on her head especially in equestrian portraits, as well as
in other portraits of the hungarian queen in ceremonial attire.
In some types of state portraits, the crown with other Hunga-
rian insignia is placed in close proximity to her, for example,
on a pillow on a low console table. In principle, it is placed in
the foreground of the composition, or as part of a set of several
ruling insignia, complementing the representative tone of the
portrait of the Queen. Other regalia that played an important
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role in Maria Theresa’s portrait presentation were the sceptre
and orb. We find portraits where the monarch holds a sceptre in
her right hand, just as during the coronation ceremony, when
it was handed to her by the primate, Archbishop Count Imrich
Esterhdzy. In some coronation portraits, she holds a royal orb
in her left hand in traditional fashion. The sword symbolizes
the power of the sovereign’s rule; in the depictions of Maria
Theresa in equestrian portraits especially her ability to protect
Hungary from its enemies.

The importance of the royal regalia is also demon-
strated by the gestures of the subject. The predominant type
is when Maria Theresa touches with her right (i. e. ‘male’s?)
hand one of the ruling insignia, be it a crown or a sceptre.
In the case of the crown, she sometimes touches or points
with her hand at its upper part - the cross as a symbol of
religious and moral authority. In the aforementioned por-
trait by Schmidelli, her left hand touches the cross of the
crown placed next to the orb and her right hand holds the
royal sceptre in an upright position.

Touching or pointing to the royal attributes can also
be found in other male and female representative period por-
traits. For example, unlike Maria Theresa, Russian Empress
Catherine 11 had a new tsarist crown made on the occasion
of her coronation. A characteristic feature of her coronation
portraits is, in particular, holding the sceptre ‘in a militant
gesture’ following the example of Peter I (1672-1725).68 Exam-
ples of symbolic gestures in connection with certain power or
socially determined tasks are also documented in other court
portraits of members of the Habsburg and Habsburg-Lorraine
families, or more exactly of the wives of monarchs (e.g. Elisabeth
Christine, Maria Josepha, Maria Anna of Bavaria, Isabella of
Bourbon) and other rulers and representatives of royal courts.

Equestrian portrait of Maria Theresa
as a reference to the coronation
of the Queen of Hungary in Bratislava

The equestrian portrait type recalled one of the ceremonial
acts of the coronation in Bratislava - swinging a ceremonial
sword to all four cardinal points on the coronation hill, sym-
bolizing the readiness of the Hungarian king to defend his
country. The direct depiction of the coronation as a symbol
of the handover of the rule to Maria Theresa in Hungary
increases its significance within her portrait presentation.
On the occasion of his coronation as Roman Emperor
in 1508, the Habsburg ruler Maximilian 1 (1459-1519) had a sep-
arate representative equestrian portrait in armour made by
Hans Burgkmair the Elder (1473-1531). Later, this type of
state image saw a variety of forms. Equestrian portraits of
Hungarian kings from the Habsburg family also appear in
reportage genre scenes, illustrating the course of the corona-
tion. One of the oldest are the depictions of the Hungarian
king on horseback while riding on the coronation hill, at
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7 - Christian Wilhelm - Martin Engelbrecht, Equestrian portrait
of Maria Theresa as Queen of Hungary, engraving, 1747.
Bratislava City Gallery

Crown of Emperor Rudolf 11 (Imperial Crown of Austria) by
Jan Vermeyen (before 1559-1600) from 1602 (Imperial Treas-
ury, Hofburg Palace, Vienna) or from the seventh volume of
the Theatrum Europaeum from 1663, which illustrates the
coronation of Leopold 1.69

The equestrian portrait of Maria Theresa in ceremonial
attire represents a unique type of female regal likeness, through
which she demonstrated the power, strength and ability to
defend the country against its enemies, but also her ability
to participate in all coronation acts in the position of king.
In this presentation, the active participation of the queen
in the governance and defence of Hungary was particularly
important, shown by one of the coronation acts in Bratislava.
Here the important insignia were the crown and especially the
sword, which represented the defence of the country against
its enemies and the availability of Maria Theresa to be com-
mander in any possible war. He also respected the conditions
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of contemporary rhetoric of the female body, including facial
expressions, gestures and the posture initiated by sitting side
saddle on a horse. A common aspect was Bratislava Castle in
the background of the scene as a reference to Bratislava as the
scene of the coronation. This portrait type was predominant
in cabinet painting and especially in printed copies, where the
artists knew how to visualize this event in a more narrative way,
often with the addition of a short, sometimes literary, text. It
is not certain which realization of the crowned portrait was
the first commission on the occasion of this important event.
One of the oldest portraits of Maria Theresa in a composi-
tion as an equestrian portrait appears on coronation medals
produced to a design by Matthdus Donner (1704-17506) on the
occasion of the coronation in 1741.7° This Austrian sculptor
and medallist was also the artist of a design for a commem-
orative medal for the Czech coronation in 1743. Probably one
of the first surviving painted portraits of Maria Theresa on
horseback is a smaller gouache by a Central European artist
in a standard presentation of Maria Theresa in coronation
attire and insignia and a sword in her right hand, sitting on
ablack horse without accompanying figures and with a mon-
ochrome background, which evidently originated around
1740 probably as a model for an unidentified painting (Cro-
atian History Museum, Zagreb).” The court painter Philippe
Ferdinand von Hamilton (ca 1664-1750), who specialized in
hunting scenes and depictions of horses, made an equestrian
portrait to commemorate the coronation in the period after
1741-1742 (private collection).” Meytens’ equestrian portrait
from 1741-1742 can be found in the Romanian institutional
collections (Muzeul National Brukenthal, Sibiu).7 The only
surviving large-scale depiction by a Central European (probably
Hungarian) painter (Dr. L4szl6 Batthyany-Strattman Museum,
Kormend) dates from the same period.7 Maria Theresa posed
with her body turned towards the viewer, the horse from
the side while in the background a wider view of the Brati-
slava Castle hill can be seen. A remarkable painting of Maria
Theresa in the equestrian portrait type is a work from the
period around 1745 (Magyar Nemzeti Mdzeum, Budapest).’s
Martin van Meytens the Younger and probably Johann Georg
de Hamilton (1672-1737) created a portrait of Maria Theresa
on horseback on the coronation hill with a sword in her hand,
depicted centrally against a background with Bratislava Castle
on the left. The nobility of the subject is achieved mainly by
the light incarnation of the skin, the lace and ornaments
of the coronation garment and the sheath of the sword,
which are in contrast to the dark background. Meytens the
Younger also made a representative portrait of Francis Stephen
(Magyar Nemzeti Mtzeum, Budapest), which presents him in
a ceremonial Spanish doublet on a black horse as a pendant
to the portrait of Maria Theresa. In Slovak collections we find
a painted equestrian portrait of Maria Theresa by Carl Hirsch
the Younger (active in the 18" century) dated 1747 (Bratislava
City Gallery), [Fig. 6] which represents a more schematic, albeit

51



relatively detailed version of the last mentioned painting,
together with a paired portrait with Francis Stephen from
the same period (Bratislava City Gallery).7

As for sculpture on Slovak territory, this portrait type
has been preserved only in the form of a fragment of a statue
of Maria Theresa in Hungarian attire with a crown on her
head, a scepter in her right hand and holding the reins of
ahorse. It was part of the exterior decoration of the Provost’s
Palace (property of the Roman Catholic Diocese of Nitra),
created by the Austrian architect and builder Franz Anton
Hillebrandt (1719-1797) at the initiative of Maria Theresa in
1778-1780 in Nitra (reconstructed copy dated 1992 by Miro-
slav Cerndk in the Grassalkovi¢ Garden in Bratislava).

The equestrian portrait type was disseminated mainly
through the production of prints. One of the most propitious
compositions of this type in the form of a colour print with
an identification text by Christian Wilhelm (1722-1804) was
published around 1745 by the Augsburg engraver and publisher
Martin Engelbrecht (1684-17506; Bratislava City Gallery).7 [Fig.
7] This prototype has been preserved in several variants. In one
of Engelbrecht’s versions, the queen is depicted with a sceptre
in her hand, which, however, she had in her coronation act, i.e.
before the ride to the coronation hill. 78 Using selected attributes,
the artist has combined two themes that did not take place
concurrently, in order to enhance her authority as aruler. It is
worth mentioning an allegorical print from 1756 by the Augs-
burg engraver Johann David Nessenthaler (1717-1766) with the
female regent on horseback at the centre of the composition,
with medallions of her family (Stadtbibliothek Trier).” She
is surrounded by various allegories symbolizing the virtues,
which interpret here as a ‘miracle of our times’ (from the Ger-
man ‘Wunder unserer Zeit'). The composition of the equestrian
portrait varied, especially by attaching accompanying figures
or various attributes, especially on prints such as Johann Elias
Ridinger (1698-1767; f. e. British Museum, London) or Elias
Bick (1679-1747; private collection).t

Other rulers of the time were also depicted on horse-
back in various types of portraits. In the milieu of the imperial
court in Russia, the equestrian portrait was popular in the
women’s clothing type, but also in armour as a sign of prowess
and virtue, in the uniform of the Preobrazhensky regiment
founded by Peter I and also in hunting costume with trou-
sers, by means of which the female rulers emphasised the
male-oriented form of their presentation. Similarly, Marie
Antoinette (1755-1793), daughter of Maria Theresa, wife of
King Louis XVI of France (1754-1793), was often depicted on
horseback in an equestrian costume sitting astride a man’s seat,
for example in the works of Louis-Auguste Brun (1758-1815).
Equestrian portraits of Maria Theresa mostly preserve her
feminine identity in the depiction of her clothing, body posi-
tioning and in the overall posing of the monarch.

In addition to equestrian portraits in Hungarian cor-
onation attire, the queen also appears in other representative
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robes and in compositions with other meanings. In 1745, the
German artist Johann Tobias Sonntag (1716-1774) made a fic-
tional genre composition based on a period engraving, in which
Maria Theresa appears on horseback in a characteristic blue
dress with a red ermine at the head of Hungarian squadrons
before Prague (Prague City Museum),® emphasizing the impor-
tance of the queen in the conquest of the city and at the same
time the participation of the Hungarian army in her power
victories. Also interesting is an allegorical composition by the
Flemish artist Francois Eisen (1695-1778) dated 1757, where
Maria Theresa is dressed in a blue dress with a red ermine
cloak sitting on a brown horse with an army in the background
(Historical Museum of Lorraine, Nancy).s2 She is accompanied
by attending figures with a heraldically complicated coat of
arms depicting the Habsburg heritage territories and kingdoms
linked to Maria Theresa, and the coat of arms associated with
Francis Stephen of Lorraine, referring to the alliance of the
Habsburg-Lorraine family. The iconography of the portrait
is related to a declaration of the power interests of the ruler,
amember of an important ruling dynasty. The aforementioned
museum also houses a paired allegorical portrait of Francis
Stephen on horseback in a heroic depiction.

In conclusion

State portraits of Maria Theresa in the type of the Queen of
Hungary were created mainly for viewers in Hungary over her
entire reign, in the first years these were mainly the coronation
and equestrian creations. Unlike the coronation portraits
as Czech Queen, the portraits as Hungarian Queen were
changed in various ways and continued to be produced in
later years. They are defined by their dignity in depicting
the body of the subject, ornamentality in the treatment of
clothing, accessories and power attributes. Following the
example of previous rulers, of the greatest significance are
the traditional royal regalia and the Queen’s dress stylized
in the manner of a Hungarian costume with the cloak of
St Stephen. One specific portrait is the equestrian portrait
of Maria Theresa, which depicts one of the acts of the cor-
onation - the swinging of the sword on the coronation hill.
The most important creators of state portraits included the
Austrian painters Martin van Meytens the Younger, Johann
Peter Kobler and Daniel Schmidelli, who created one of the
oldest coronation portraits for Bratislava City Hall in 1742. As
with political and social representation, portraits of the queen
took into account her feminine affiliation in combination with
the effect of the relevant ruling power, also having regard to
her role as mother of the heir to the throne and wife of the
Emperor. After 1765, portraits of Maria Theresa as a widow in
mourning dress with characteristic power insignia and coats
of arms were another means of presenting the sovereign’s
public identity in the later years of her life.

Translated by Stuart Roberts
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1717-1780: Strategin — Mutter — Reformerin, Wien 2017, pp. 94-98, cit. p. 95.
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Habsburgische , Dreiféltigkeit” im Portrat, in: Andreas von Beyer - Ulrich
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RESUME

Rex femina - Marie Terezie jako uherska
kralovna v portrétni prezentaci

Martina Vyskupovd

Korunovace Marie Terezie uherskou kralovnou v Bratislavé
v roce 1741 byla jednou z primarnich soucasti komunikaéni
strategie habsbursko-lotrinské dynastie v 18. stoleti.

V disledku této udalosti vzniklo zejména na zacatku vlady
Marie Terezie nékolik novych portrétnich typu, které
slouzily k vytvareni image panovnice a potvrzeni legitimity
jeji vlady a byly urceny predevsim pro divaky v Uhrach.

K nejrozsifenéjsim patfily zvlasté na zacatku jeji vlady
korunovaéni podobizny uherské kralovny v ceremonidlnim
odévu a s uherskymi korunovacnimi insigniemi - uherskou
korunou, zezlem, jablkem a mecem. Zhotovovaly se zejména
ve Ctyficatych letech 18. stoleti pfedevsim v Uhrach, ale

7 vy

i v dalSich zemich habsburské fiSe. Na rozdil od méné ¢astych
korunovacnich podobizen ceské kralovny byly portréty
uherské kralovny riizné variovany a vytvareny i v pozdéjsich
letech. Osobitym typem v portrétni prezentaci Marie Terezie
je jezdecky portrét ilustrujici jeden z akt(i korunovace -
mavani mec¢em na korunovacnim pahorku. Nezridka byla
Marie Terezie zobrazovana i v parovém typu portrétu se
svym manZelem Frantiskem . Stépanem Lotrinskym i

s korunnim princem Josefem, pozdéjsim cisafem Josefem Il.,
portrétovanym v uherském odévu, ktery zdiraznoval jeho
naslednictvi na uherském trinu. Reprezentace kralovny se
uskutecnovala prostrednictvim zavésnych a nasténnych
obrazd, sochafskych praci, tiskd, uméleckého femesla nebo
ve formé minci a medaili.

K nejvyznamnéjSim autor(im statnickych portrét Marie
Terezie jako uherské kralovny patfili zejména rakousti malifi
Martin van Meytens ml. (1695-1770), Johann Peter Kobler
(Cinny ve druhé tretiné 18. stoleti) nebo Daniel Schmidelli
(1705/1710-1779), ktery plsobil také v Bratislavé.

Obrazovd priloha: 1 - Gilles Edme Petit, Martin van Meytens, Marie Terezie jako uherska kralovna, rytina, lept, 1742/1743. Slovenska narodna
galéria; 2 - Daniel Schmidelli, Marie Terezie v uherském korunovaénim odévu, 1742. Galéria mesta Bratislavy; 3 - Marie Terezie v uherském

korunovacnim odévu, 1765. Slovenské narodné mizeum - Mdzeum Bojnice; 4 - Marie Terezie, nasténna malba, okolo roku 1773. Zamek

v Humenném, tzv. Pokoj uherskych krald; 5 — Slavnostni privod Marie Terezie a Josefa Il., ndsténna malba, kolem 1773. Zdmek v Humenném,
tzv. Pokoj Marie Terezie; 6 — Carl Hirsch ml., Jezdecky portrét Marie Terezie jako uherské kralovny, 1747. Galéria mesta Bratislavy;

7 - Christian Wilhelm, Martin Engelbrecht, Jezdecky portrét Marie Terezie jako uherské kralovny, 1747. Galéria mesta Bratislavy
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