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The generally known facts about the pres-
ence of artists from the Netherlands in Cen-
tral European countries in the second half 
of the 17th century and about the role of mi-
nor masters – when their works, mainly sec-
ular, were naturally included in the furnish-
ings of imperial courts as well as aristocratic 
residences – are, in principle, fairly well cor-
roborated by both archival documents and 
the very pictures, drawings or art prints that 
survive in public or private collections and 
churches. But it often proves to be diffi cult to 
determine the relation of the names and art-
works listed in the inventories and other doc-
uments with the existing works, i. e. paint-
ings that have been preserved until today. 
A survey on this theme was written – as the 
Hungarian contribution in the framework 
of the Year of the Baroque Central Europe-
an Initiative – for the catalogue of the impor-
tant exhibition Baroque Art in Central Europe, 
subtitled Crossroads, by the organizer and au-
thor of the concept, Géza Galavics.1 An es-
sential contribution to the knowledge about 
individual regional centres in which Dutch 
artists worked has also been made by Profes-
sor Lubomír Slavíček. I hope this essay will 
therefore be considered a convenient contri-
bution for the occasion of his jubilee. 

In addition to Prague, Brno, Salzburg 
and Graz, also Ljubljana (Ger. Laibach), the 

capital of Carniola, one of the Inner Aus-
tria provinces, was one of the regional cen-
tres. The purpose of this paper is to call at-
tention to the painters from the Netherlands 
who worked in Carniola, and to add Peter 
 Auwercx to the list of the Netherlandish art-
ists active in Central Europe. Although the 
name of Peter Auwercx was not unfamiliar 
in the published sources and Slovene art his-
torical literature, it was only recently that we 
were able to relate him to a concrete, surviv-
ing work of art.2 This attribution was sub-
sequently corroborated during the restora-
tion work, when the signature was found on 
the painting.3 It is thus a rare case of a reli-
able connection between an extant painting 
and the Flemish painter whose prolonged so-
journ in Carniola, his life and work there can 
be followed through archival data.

The best-known and also the most enig-
matic Netherlandish artist who worked in 
Carniola is the painter Almanach, known 
only by this pseudonym. Although he epit-
omizes Netherlandish painting in Carniola, 
the study exhibition of 2005 in the National 
Gallery of Slovenia4 proved that there were 
more ambiguities and open questions relat-
ed to both his personage and oeuvre than re-
liable data which could serve as a basis for 
a convincing image of his life and work.5 As 
early as 1997, Uroš Lubej, the best expert on 
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archival materials related to Netherlandish 
painters in Carniola, published his hypothe-
sis that Almanach was the pseudonym of the 
Dutch painter Herman Verelst;6 the periods 
of the documented activity of “the two” in 
Carniola match, and, moreover, the Verelst 
portraits of the Wiederkehrs can convincing-
ly be placed in the vicinity of Almanach’s var-
iants of card players at table (Portrait of Johann 
Jakob von Wiederkehr, Portrait of Maria Elisabeth 
von Wiederkehr, The Card Players I, The Card 
Players II, all: National Gallery of Slovenia, 
Ljubljana). Although no convincing counter-
arguments have been provided to oppose the 
proposed identifi cation of Verelst with Alma-
nach,7 it has not been generally accepted. 
The main reason might be that Slovene art 
historiography prefers clinging to the myth 
of the enigmatic artist; but if it was bound to 
renounce it, its disintegration could be done 
only by an acceptable authority. Thus, among 
the Netherlandish painters who worked in 
Carniola, apart from Almanach – and even 
more than him – the only truly tangible per-
sonage with a concrete surviving oeuvre is 

the Utrecht painter Justus van der Nypoort 
(c. 1645/1649–after 1699).8 For the time be-
ing, the majority of other artists whose works 
are listed in probate inventories – e.g. Lud-
wig de Clerick (died 1702), who was paint-
er to the Estates of Carniola for almost forty 
years,9 or Sebastian Niderländer or Verpor-
to respectively (c. 1645−1708), who was de-
livered the letter of protection by the Estates 
for the fi rst time in 168110 – evade connec-
tion with the preserved paintings.11 

As mentioned before, Peter Auwercx, too, 
belonged to the painters from the Nether-
lands who worked in Carniola around the 
year 1700 (his name was also spelt as Au-
werts, Auwerx, Aurex, Averex, Overeg, 
Werex). His native country was undoubt-
edly Flanders; if we can trust his contempo-
rary, the Ljubljana chronicler Janez Gregor 
Dolničar (1655–1719), Auwercx was born in 
Antwerp. He might have even been related 
to the Flemish family of tapestry designers 
(tapijtontwerpers) bearing the identical sur-
name most frequently spelt as Auwercx,12 
thus the variant Peter used to sign his pre-

Fig. 1: Almanach, The Card Players II, National Gallery of Slovenia, Ljubljana. Photo: Bojan Salaj.
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served Ljubljana painting. Just as in the cases 
of his contemporaries, several concrete data 
have been also known about Auwercx’s life 
in Carniola, but his work that could provide 
the basis for a judgement about his painting 
style and artistic merit was completely un-
known until recently.

It is possible to trace Auwercx in Ljublja-
na by means of archival data from 1703 on-
wards, when, in a protocol signed on 24 
September, he assessed the value of books, 
paintings and prints in the bequest of his late 
compatriot Ludwig de Cleric, whom he suc-
ceeded at the post of the painter to the Es-
tates in 1706.13 We can assume that Au wercx 
was already married to Zanet(t)a/Johanna 
when he arrived in Ljubljana, as no records 
can be found in marriage registers, but be-
tween October 1703 and November 1709 
the couple had four babies christened at St. 

Nicholas’ church.14 Most likely, Auwercx 
died outside Ljubljana (neither in this case 
a respective record can be found in Ljublja-
na death registers); according to Dolničar, 
it was on 13 February 1715, when the artist 
died as a celebrated painter who had earned 
eternal fame with his excellent paintings.15 
Among these, there were no doubt both sec-
ular works (seascapes and landscapes) for 
aristocratic patrons and religious paintings 
for the Church.

Auwercx is mentioned at least in two pro-
bate inventories of Carniolan nobility; in 
1705 he worked for Weichard Ferdinand 
count Barbo, and four seascapes and two 
landscapes by Auwercx were listed in the in-
ventory of the possessions of Josef Xaver Lich-
tenthurn.16 One work, i.e. a picture of St. 
Ursula in the Ursuline church, was also men-
tioned around the year 1715 in Dolničar’s in-

Fig. 2: Herman Verelst, Portrait of Johann Jakob 
von Wiederkehr, National Gallery of Slovenia, 

Ljubljana. Photo: Bojan Salaj.

Fig. 3: Simone Gionima, Jakob Schell von 
Schellenburg, Ursuline convent, Ljubljana. 

Photo: Andrej Furlan.
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ventory of the paintings in the churches of 
Baroque Ljubljana, Künstliche Mallerey, welche 
in Laybach zu sehen.17 Until recently, all these 
paintings were believed to have been lost, but 
during the study of the painting collection in 
the Ursuline convent in Ljubljana, a former 

altarpiece featuring the death of St. Ursula 
was identifi ed with Auwercx’s St. Ursula listed 
by Dolničar.18 As already mentioned, during 
the subsequent restoration works the signa-
ture was found (and the badly damaged date, 
now illegible), which ultimately confi rmed 
the attribution. 

The Ursulines came to Ljubljana from 
Gorizia in 1702 and brought along some 
minor paintings, chiefl y the portrayals of 
St. Ursula and St. Augustin.19 When they 
opened a chapel for public, consecrat-
ed on 27th June 1710, all of its altars were 
not yet furnished with altarpieces. The lat-
ter, however, were executed shortly after 
that. By the year 1726, when the Ursuline 
church was completed, the “old”, or provi-
sional, church had been decorated with the 
following paintings: the image of the Holy 
Trinity or the Coronation of the Virgin (140 x 
118 cm) in the high altar, and St. Augustin 
(230 x 110 cm) and The Death of St. Ursula 
(230 x 110 cm) in the lateral ones. The paint-
ing of St. Augustin was donated to the Ur-
sulines by the founder of the convent and its 
greatest benefactor, Jakob Schell von Schel-
lenburg (1652–1715); his donation is testi-
fi ed also by the inclusion of his coat of arms 
in the scene. St. Ursula, on the other hand, 
was bought by the nuns themselves, as the 
entry in the book of accounts for the year 
1711 shows: they paid 30 fl orins for it.20 In 
his draft of the Künstliche Mallerey, welche in 
Laybach zu sehen, Dolničar stated St. Augustin, 
too, as a work by  Auwercx,21 but he left out 
the painter in the completed version.22 The 
groundlessness of such attribution is clear-
ly evident from the great stylistic differenc-
es between the two works, which were com-
missioned by two patrons from two artists. 
As regards the artistic quality, The Death of 
St. Ursula was certainly superior, which can 
still be discerned today although it was bad-
ly damaged. In addition, in the rigorous 19th 
century the bodies of the two putti who are 

Fig. 4: Peter Auwercx, The Death of St. Ursula, 
1711, Ursuline convent, Ljubljana. 

Photo: Andrej Furlan.
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wreathing Ursula were overpainted with 
draperies to cover their nakedness.23 The 
persuasive fi gure of the dying saint, her 
eyes almost closed and her face deadly pale, 
bears resemblance to the painting idiom of 
Franz Karl Remp (1675–1718), who around 
1700 was one of the best painters in Carnio-

la, working under a strong infl uence of Ital-
ian, particularly Venetian, painting.

Although nothing certain is known about 
Auwercx’s youth, his training and life prior to 
his arrival in Ljubljana, some indications sup-
port the surmise that before that he was stay-
ing in the Veneto region, where he suppos-
edly met his (later) wife Zanetta.  Auwercx can 
thus be placed among several Netherlandish 
artists who came to Central Europe via Ita-
ly.24 Furthermore, his only known work, The 
Death of St. Ursula, demonstrates Venetian in-
fl uences so convincingly that Janez Veider 
who was listing the painting collection in the 
Ljubljana Ursuline convent before the redis-
covery of the painter defi ned it as “an excel-
lent Venetian piece”.25

Of all Auwercx’s “excellent paintings”, as 
his oeuvre was defi ned by the painter’s con-
temporary Dolničar, we have so far managed 
to identify only one. It is, however, a useful 
starting point for further study.26

Fig. 5: Peter Auwercx’s signature on 
The Death of St. Ursula (detail of  fi g. 4). 

Photo: Andrej Furlan.

NIZOZEMŠTÍ MALÍŘI V LUBLANI. PRÁCE PETERA AUWERCXE 
V KOSTELE URŠULINEK (BARBARA MUROVEC) – RESUMÉ 

Všeobecně známá fakta o přítomnosti nizozemských umělců ve střední Evropě ve druhé 
polovině 17. století a roli méně známých mistrů, jejichž práce, zvláště ty s profánní tematikou, 
byly přirozenou součástí vybavení interiérů na říšském dvoře i ve šlechtických sídlech, jsou 
v zásadě dobře podepřena jak archivními prameny, tak množstvím obrazů, kreseb a grafi c-
kých listů, které se zachovaly ve veřejných nebo soukromých sbírkách a v kostelech. Často je 
však obtížné stanovit vazby mezi jmény a díly zmiňovanými v soupisech a jiných dokumen-
tech vztahujících se k existujícím dílům, tj. obrazům, které se dochovaly. Vedle Prahy, Brna, 
Salcburku a Štýrského Hradce patřila mezi oblastní centra i Lublaň (Laibach), centrum Kraň-
ska, jež bylo součástí vnitřního Rakouska. 

Tento příspěvek upozorňuje na malíře ze severu, kteří do Kraňska přišli pracovat (Alma-
nach nebo Herman Verelst; Justus van der Nypoort; Ludwig de Clerick; Sebastian Niderlän-
der nebo Verporto), a připojuje k seznamu nizozemských umělců činných ve střední Evropě 
Petera Auwercxe. Ten na pozici malíře provinčních panství vystřídal svého krajana Ludwi-
ga de Clericka a podle Dolničara zemřel v Lublani roku 1715. Jeho jméno se v dokumentech 
a starší literatuře objevuje též v podobách Auwerts, Auwerx, Aurex, Averex, Owereg a Werex. 
Identické příjmení nesla bruselská rodina návrhářů tapiserií, a to ve variantě Auwercx, kte-
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