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ABSTRACT: The article examines representations of Ottoman (Turkish) raids and their consequences in
Slovak poetry of the Renaissance and Baroque periods, with particular attention to the similarities and dif-
ferences between the two periods. It seeks to identify the biblical sources underlying these representations
and examines the hypothesis that Renaissance and Baroque authors drew upon biblical motifs and imagery
when articulating their experiences of wartime trauma and violence.
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INTRODUCTION

At the outset, the question arises as to why I use the term “Turk” in this article, given that it is
a problematic designation. The Ottoman Empire, whose army defeated the forces of the Kingdom
of Hungary at the Battle of Mohdcs in 1526, was a multi-ethnic state, and consequently many of
its soldiers and officials were not ethnic Turks. The reason for using this term is that it was com-
monly employed in the literature of the period, which referred to Turks and, in some cases, Tatars.
Contemporary sources did not distinguish between different ethnic identities, treating ethnicity
as an unnecessary “detail” (Kubisa 2023, 226).

The paper focuses on the Renaissance and Baroque periods because they constituted the prin-
cipal era of Ottoman (Turkish) raids and their representation in Slovak literature. Following the
defeat of the Hungarian army at the Battle of Mohacs in 1526, the Ottomans gained access to the
territory of present-day Slovakia and began conducting plundering raids there. Under the 1547
agreement between King Ferdinand I of Habsburg and the Ottomans, the central regions of the
Kingdom of Hungary came under Ottoman administration, with the northern boundary of this
territory extending into the southern regions of present-day Slovakia.

The military garrisons stationed in castles, fortresses, and towns, particularly in the southern
regions of present-day Slovakia, thus formed a defensive barrier intended to halt the expansion
of the Ottoman forces. These “borderland” regions had to be closely guarded, as Ottoman troops
attacked the local population during their raids, killing inhabitants and carrying others off into
slavery (Hurtajova 2000, 90).

The period under consideration therefore encompasses the Renaissance, from the sixteenth
century to the mid-seventeenth century, as well as the first phase of Baroque literature (1650 -
1680), during which the Ottoman occupation reached its height following the capture of Nové
Zambky in 1663 (ibid.). The Ottomans were defeated at Vienna in 1683, an event that marked the
beginning of the decline of the Ottoman Empire in Central Europe. They gradually withdrew
from the territory of present-day Slovakia, while anti-Ottoman themes likewise began to lose their
contemporary relevance (ibid., 90 - 91).

Although the presence of the Ottomans in the territory of present-day Slovakia has received
greater attention from a historiographical perspective and has been examined primarily in factual
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and scholarly rather than literary works (Kakosova 2010, 31), several studies have also addressed
their representation in Slovak literary texts. These include Z. Hurtajovds Obraz Turkov a Tatdrov
v starsej slovenskej literatiire [The Image of Turks and Tatars in Early Slovak Literature] (2000); Z.
Kakosovd’s essentially identical study, published three times under different titles: Obraz Turka
v slovenskej literatiire 16. a 17. storocia [The Image of the Turk in Sixteenth- and Seventeenth-Cen-
tury Slovak Literature] (2008), Recepcné stereotypy obrazu Turka v slovenskej literatiire 16. a 17.
storoc¢ia [Reception Stereotypes in the Image of the Turk in Sixteenth- and Seventeenth-Cen-
tury Slovak Literature] (2009) and Podoby zobrazenia Turka a tureckych redlii v slovenskej liter-
atiire 16. a 17. storocia [Forms of Representing the Turk and Ottoman Realities in Sixteenth- and
Seventeenth-Century Slovak Literature] (2010); M. Zajickovas Obraz Turka v tvorbe Slovdkov
a Macedéncov [The Image of the Turk in the Works of Slovaks and Macedonians] (2015); and T.
Kubisa’s Obraz Turka a ,,tureckého® v povestiach regiénu PoZitavia [ The Image of the Turk and the
“Turkish” in the Legends of the Pozitavie Region] (2023).

The present paper does not examine the image of the Turks in general, but focuses more nar-
rowly on the subject of Ottoman raids and exclusively on the poetry of the periods under consid-
eration, in which this theme appears more frequently than in prose.

Turkish and Tatar themes appear in Slovak literature in a wide range of literary forms and
genres, as well as in works written in several languages. During the Renaissance and Baroque
periods, they featured in literary works composed in Latin (Pavol Rubigal, Jan Sambucus, Martin
Rakovsky, Jan Bocatius, Jan Filicky, Jakub Jakobeus, among others), German (Jan Dernschwam,
Sebastian Fabricius, Stefan Pilarik the Elder, Daniel Speer, among others), and the vernacular
(Hurtajova 2000, 98).

As this list indicates, the subject was addressed both by authors of local origin and by foreign-
ers living in the territory of present-day Slovakia, including Pavol Rubigal, Jan Bocatius, Jakub
Jakobeus, Jan Dernschwam, Sebastian Fabricius, and Daniel Speer. It was also treated by authors
who lived abroad, for example as a consequence of the religious persecution of Protestants, such
as Stefan Pildrik the Elder and Vavrinec Benedikt of Nedozery (ibid.).

REPRESENTATIONS OF THE RAIDS

This paper focuses on anti-Ottoman themes. T. Kubisa (2023, 236) states that, until the Ottoman
defeat at Vienna in 1683, the Christian West perceived the Ottomans as the “Other” This consti-
tutes a hetero-image - that is, an image of others rather than a self-image — in which they were
represented primarily as foreign, cruel, Muslim enemies.

Z. Hurtajova distinguishes two stages in the development of anti-Tatar and anti-Ottoman
themes in Slovak literature. She dates the first stage as early as the thirteenth century, when Tatar
military forces ravaged the Kingdom of Hungary (Hurtajova 2000, 91). After 1526, Hurtajova
identifies a second stage, in which, as she argues, the Ottomans played the decisive role. She di-
vides this stage into three phases: the first is situated in the first half of the sixteenth century, the
second in the latter half of the sixteenth century, and the third extends from the end of the six-
teenth century to the defeat of the Ottoman forces.

The first phase is characterised by a paraenetic — that is, reproachful and admonitory - em-
phasis and is represented by the works of Pavol Rubigal. In these works, Pannonia first implores
Germania for assistance against the Ottomans, then makes a formal appeal, and finally voices
a complaint: Querela Pannoniae ad Germaniam [Pannonia’s Appeal to Germania] (Wittenberg,
1537); Hodoeporicon itineris Constantinopolitani [An Account of the Journey to Constantinople];
and Epistola Pannoniae ad Germaniam recens scripta [A New Letter from Pannonia to Germania]
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(Wittenberg, 1545). The second phase comprises historical songs depicting the defence of castles
and fortresses against numerically superior Ottoman forces. The works belonging to the third
phase are markedly lamentational in character and also express anti-German and anti-imperial
sentiments. In addition to articulating a desire for peace, they convey the belief that the Otto-
man raids constituted divine punishment. Baroque tendencies are manifested in the increasing
emotionalisation and subjectivisation of lyric poetry (ibid., 93). According to this periodisation,
texts dealing with Ottoman raids belong to the second and third phases of the second stage in the
development of anti-Tatar and anti-Ottoman themes in early Slovak literature.

The representation of Ottoman raids in Renaissance literature also appears within the genre of
religious poetry. In the 1606 hymn Ach, BoZe svaty, jakych casiiv sme se dockali [O Holy God, What
Times Have We Lived to See], included in the volume Aliquot psalmorum Davidorum paraphrasis. ..
| Zalmové nékteri v pisné ceské na spiisob versii latinskych vnové vyvedeni a vyddni [Paraphrases of
Several Psalms of David... / Certain Psalms Newly Rendered and Published as Czech Songs in the
Manner of Latin Verse] (Prague, 1606), Vavrinec Benedikt of NedozZery (1555 - 1614) gradually
enumerates the atrocities committed by the Ottomans. The poem consists of twenty-nine five-line
stanzas, and several of the motifs appearing in it subsequently became conventional topoi. First
and foremost, the poem refers to killing: ,,K ndm se ted neptdtelé Turci pribliZili, / tvych véticich
krestaniiv mnoZstvi mecem zbili“ [The enemy Turks have now drawn near to us and have slain mul-
titudes of your Christian faithful with the sword]. The passage immediately establishes a religious
contrast between the invading non-Christians and the native Christian population.

The destruction and burning of defensive sites are subsequently enumerated through paral-
lelism: ,,Mésta, zdmbky, kostely mnohé vyvrdtili, / vsi mnohé, tvrze mnohé ohném vypdlili“ [Many
towns, castles, and churches they destroyed; many villages and many fortresses they burned with
fire]. The amplificatory structure conveys the idea that no place is safe. The repetition of the word
many emphasises that these acts were not isolated incidents but constituted a widespread prac-
tice. A similar form of amplification, based on age-related parallelism, expresses the devastating
consequences of warfare for all generations: ,,Co starych postinali, mladych navizali, / k bide vécné
pred sebou do svych krajin hnali! [The old they cut down, the young they bound, and drove them
before them into their lands, to everlasting misery!]

When referring to the forced Islamisation of children, the poem synecdochically conveys the
grief of their parents through the figure of the mothers, since the fathers were expected to par-
ticipate in the defence: ,a ditky kfestanskych lidi malé potur(ili, / an na to s placem truchlé rodicky
patfili [and the small children of Christian people they converted to Islam, while their grieving
mothers watched them with tears] (all MiSianik 1981, 244).!

Vavrinec Benedikt of Nedozery presents Christian disunity, particularly religious conflict, as
a major cause of Ottoman success. ,,Kfestané se nesnadi, Turek se veseli, / kfestané Ze tak jedni proti
druhym Celi [Christians quarrel, while the Turk rejoices, because Christians thus confront one
another]. The lyrical subject therefore addresses the Christian audience directly with a question:

»Krestané mili, prosim, pro¢ nas mrzi pokoj? / Tut nemiize dobie byti, kdez trvd rozbroj!“ [Dear
Christians, I ask you, why does peace displease us? Nothing can prosper where discord endures!]
(both ibid., 245). Through parallelism and the anaphoric repetition of how long, the speaker then
poses a series of rhetorical questions: ,,Dlouholiz pak kfestané budou se hadrovat, / dlouholiz pak
vespolek budou se mordovat?* [How long will Christians continue to quarrel? How long will they

1 All the texts analysed are taken from ASSL. In the following discussion, page references are provided only
after the final quotation taken from the relevant page.

2 Similar parallel constructions featuring the anaphoric use of the interrogative adverb how long are well
attested in psalmic literature: ,Dokedy, Pane? Stdle budes na m#ia zabidat? Dokedy budes predo mnou
skryvat svoju tvar? (Z 13, 2) — “How long, Lord? Will you utterly forget me? How long will you hide
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continue to murder one another?]. The poem acknowledges that the Ottoman victories are, in
a certain sense, deserved. The Turk is synecdochically assigned positively evaluative attributes
precisely because of the disunity among Christians: ,,Skrz to jak v Uhfich se jak v jinych zemich
déje, / az se ndm chytry Turek spravedlivé sméje [ Through this, as happens in Hungary and in oth-
er lands, the cunning Turk laughs at us with good reason]. The theological explanation offered for
the Ottoman incursions is that they constitute divine punishment for sin: ,,Hfichy nase ndm skod,
zlé vsechno piisobi, / k svému pddu kiestané se vespolek zlobi“ [Our sins do us harm and bring forth
every evil; Christians, hostile to one another, hasten towards their own downfall] (all ibid., 246).

This interpretation corresponds to the convictions of humanist intellectuals. Erasmus of Rot-
terdam, for example, described the Ottomans both as a threat to the Christian world and as an
instrument of divine punishment (Kubisa 2023, 236). The source of such an interpretation of his-
torical events lies in the Bible, in which numerous tragedies, natural disasters, and military defeats
are explained as divine punishment for sin, disobedience, or idolatry. Renaissance and Baroque
authors whose works included motifs of Ottoman raids drew particularly upon the Book of Lam-
entations, with its account of the destruction of Jerusalem, and upon the Psalms.?

»Nespominej ndm nasich hichii, mily Pane, / neb budes-li mstiti nds z hfichi, kdo ziistane?*
[Remember not our sins, dear Lord, for if you punish us for our sins, who shall remain?] (Mi$ianik
1981, 247). This passage establishes an intertextual connection with the psalmic statement: ,,Ak si
budes, Pane, v pamiiti uchovdvat neprdvost, Pane, kto obstoji? (Z 130, 3).*

As an author of paraphrases of the Psalms, Benedikt also establishes a contrast between the
raiders and their victims based on religious affiliation. This contrast is also evident in prayers
addressed to God, in which the speaker asks Him to intervene against unbelieving enemies. Such
passages recall several psalms, including Psalms 2 and 79, in which the psalmist asks God for pro-
tection against his enemies and adversaries, who are represented as those who have strayed and
who commit iniquity. A contrapuntal opposition is therefore created between the lyrical subject,
who observes the Lord’s commandments, and his persecutors: ,,Skaz ty sam, ktefi se ménu tvému
rouhaji, / ty, ktefi cizim bohiim tvou sldvu davaji! Sdm ty chrdsi svych kfestaniiv [Destroy those
who blaspheme your name, those who give your glory to foreign gods! You yourself protect your
Christians] (Misianik 1981, 247).

Here, Benedikt of Nedozery asks God to intervene against unbelievers and idolaters who
violate the first two divine commandments. In doing so, he draws upon biblical formulations;

your face from me?” (Ps. 13:2); ,,Dokedy mi bude dusu trdpit nepokoj a srdce dennodenne bol? Dokedy sa
nepriatel bude vypinat nado mnou? (7 13, 3) - “How long must I carry sorrow in my soul, grief in my
heart day after day? How long will my enemy triumph over me?” (Ps. 13:3); ,,Dokedy chcete napddat cloveka,
dokedy ho chcete vsetci krusit ako stenu, ¢o sa nakldna, ako miir, co sa vala? (Z 62, 4) — “How long will
you set yourself against a man? You shall all be destroyed, like a sagging wall or a tumbled-down fence!” (Ps.
62:4); ,Dokedy este hriesnici, Pane, dokedy este budii hriesnici jasat? (Z 94, 3) - “How long, Lord, shall the
wicked, how long shall the wicked glory?” (Ps. 94:3).

3 In the Book of Lamentations, the motif of punishment for sin appears, for example, in the following pass-
ages: ,,Pdn ho sklicil / pre mnozstvo jeho hriechov (Nar 1, 5) — “Because the Lord has afflicted her / for her
many rebellions” (Lam. 1:5); ,,CoZe sa ponosuje Zivy clovek, / muz pre trest za hriech? (Nar 3, 39) - “What
should the living complain about? / About their sins!” (Lam. 3:39); ,,My sme sa prehresili, burili sa, / preto
si neodpustil® (Nar 3, 42) — “We have rebelled and been obstinate / you have not forgiven us” (Lam. 3:42).
All biblical quotations in English are taken from the New American Bible, Revised Edition (NABRE),
a modern Catholic translation of the Bible into English published in 2011 and approved by the United
States Conference of Catholic Bishops. Available at: https://www.biblegateway.com/versions/New-Ame-
rican-Bible-Revised-Edition-NABRE-Bible/ [10. 06. 2026].

4 “Ifyou, Lord, keep account of sins, Lord, who can stand?” (Ps. 130:3).
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compare, for example, the lament over the devastated sanctuary: ,,BoZe, dokedy sa bude riihat
nepriatel? / Vari naveky bude protivnik urdzat tvoje meno?* (Z 74, 10).5

In the Hebrew tradition, the divine name not only denoted but also represented and embodied
its bearer; for this reason, the second commandment prohibits its misuse. The same opposition
is employed in the prayers addressed to God in the final two stanzas: ,,0, ucin svym kfestaniim,
rychlou ucini pomoc, / ukrutnikitv neb na nds hroznd vali se moc!“ [O grant your Christians swift
assistance, for the dreadful power of cruel men is advancing upon us!], and ,,Af vidi nepfdtelé,
0 nds Ze péci mds, / Ze sme vérny tviij my lid, Ze nds skazit nedds“ [Let the enemies see that you care
for us, that we are your faithful people and that you will not allow us to be destroyed] (Misianik
1981, 248).

These passages likewise reflect Benedikt’s tendency to employ parallelisms and enumerations
characteristic of biblical poetry. ,O, nebesky krdli nds, 6, ra¢ se ozvati, / zbér tureckou, zbér tatar-
skou rac rozehnati!“ [O our heavenly King, O deign to answer; deign to scatter the Ottoman host,
to scatter the Tatar host!] (ibid., 247). The final three lines of every stanza form a refrain calling
upon Christ to join the defensive struggle: ,,Stilj pfi nds, / bojuj za nds, / 6, Kriste, krali nds!“ [Stand
beside us, fight for us, O Christ, our King!].

Daniel Pribi§’s hymnal Pisné duchovni [Spiritual Songs] (1634) also contains ten hymns by
Elia$ Lani (1570 - 1618) that were subsequently incorporated into the Cithara sanctorum. Among
them is the religious hymn Auveh, béda mne hrisnici... [Alas, Woe Is Me, a Sinner...]. The inter-
jection Auveh echoes biblical texts and signifies “woe” or “alas” It derives from the Greek ouai,
which in turn originates from the Hebrew hoy. It does not constitute a threat, in the sense of “Woe
to you!”, but rather expresses grief. It formed part of lamentations, including funeral laments per-
formed in mourning for the dead (Maggi 2025, 134).

The interjection was adopted by the Old Testament prophets to introduce the so-called woe-or-
acles, which indicate the inevitability of judgement or death. Through their ungodly conduct, the
addressees of such pronouncements had distanced themselves from God or separated themselves
from God, which ultimately signified death.

The hymn bears the subtitle Narikani cirkve svatej na ukrutnost tyraniiv [Lamentation of the Holy
Church over the Cruelty of Tyrants]. Although the text appears to be a subjective first-person utter-
ance, the speaking subject is in fact a personification of the Evangelical Church. The tyrants include
both the Ottomans, represented synecdochically by the singular used in place of the plural (singu-
laris pro plurali), and Catholics, represented through a pars pro toto synecdoche by the figure of the
pope: ,, Turek mne trdpi, / pdpez mne trati“ [The Turk torments me / the pope brings me to ruin].

The Church thus laments both the period of Ottoman raids and the religious persecution of
Protestants. At the same time, however, the text remains on a general level: it does not identify
specific historical events, but merely appeals to God: ,,daj spasitele, / zbaviz mne krvavého kiipele!”
[send a saviour, deliver me from the bloodbath!] (both Misianik 1981, 250).

The refrain concluding each of the poem’s three nine-line stanzas contains both a plea for di-
vine mercy and a request that the pagans be put to shame: ,,Polituj mne, mily Pane, / af se zahanbi
pohané!“ [Have mercy on me, dear Lord, and let the pagans be put to shame!].

The motif of the humiliation of one’s enemies occurs frequently in the Psalms; compare, for
example: ,, Vsetci moji nepriatelia nech sa zahanbia“ (Z 6, 11);° ,,Nech sa zahanbia a zhynii moji
protivnici“ (Z 71, 13); and ,,Nech sii zahanbeni ti, co vystupujii proti mne* (Z 109, 28).%

5 “How long, O God, will the enemy jeer? Will the enemy revile your name forever?” (Ps. 74:10).
6  “My foes will all be disgraced and will shudder greatly” (Ps. 6:11).

7 “Bring to a shameful end those who attack me” (Ps. 71:13).

8  “Arise, shame them, that your servant may rejoice” (Ps. 109:28).
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The hymn V velkej zalosti sme poloZeni [We Are Plunged into Great Sorrow] likewise belongs
generically to the tradition of lament. In the Protestant manuscript known as the Bystrica Agenda,
dating from 1610 - 1625, it appears under the title Lamentatio Jeremiae Prophetae [The Lamen-
tation of the Prophet Jeremiah]. Lament is a biblical genre related to the elegy or dirge. In the
Septuagint and the Vulgate, the biblical Book of Lamentations is attributed to Jeremiah, although
he was not its author, since the work contradicts the Book of Jeremiah on several points (Heriban
1995, 1715).

In the first stanza of the hymn, the collective lyrical subject, expressed through the first-person
plural, compares its situation to Jeremiah’s prophecy addressed to the Jewish people. From the
second stanza onwards, the text constitutes a paraphrase of the fifth lament in the Book of Lamen-
tations, which bears the title The Prayer of the Prophet Jeremiah in the Vulgate. In the Vulgate, the
Book of Lamentations is entitled Threni, id est Lamentationes [leremiae] (Dirges, or Lamentations
[of Jeremiah]), which may explain the title used in the Bystrica Agenda (Agenda Bystricensis).’

The anonymous author, however, adapts the biblical lament to contemporary circumstances.
In the third stanza, he refers explicitly to the Ottomans: ,,Neb sii jiZ od nds nase olizny / Turkom
v ruce prisli [For our ancestral lands have now fallen into the hands of the Turks]. Egypt and As-
syria in the source text are replaced by pagans: ,,Pod moc pohanov jiz sme poddani* [We have now
been subjected to the power of pagans] (both Misianik 1981, 253). The servants of the Babylonian
king are transformed into oppressive lords: ,,Ndm sii povstali zlostivi pdni / nad nami panujic
[Wicked lords have risen over us, exercising dominion over us]. The wilderness is replaced by the
mountains: ,,v huordch sme se kryli“ [we hid in the mountains] (all ibid., 254). The biblical line

»zhanobili Zeny na Sione“ [they dishonoured the women in Zion] is rendered as ,,a mnohé zZeny
mezi krestany / jesti pohanbené“ [and many women among the Christians have been dishonoured].
Similarly, ,,vrch Sion spustol [mount Zion lies desolate] is transformed into ,,nase pribytky, kde
sme meskali, / ty sui spustateli [our dwellings, in which we once lived, have become desolate] (ibid.,
255). The lament over Jerusalem is thus recast as a lament over an Ottoman raid on the territory
of present-day Slovakia.

The author likewise adapts the formal features of the source text to contemporary poetic con-
ventions. Each verse of the biblical lament is sung in a four-line stanza written in a syllabic verse
system, with a regular alternation between decasyllabic and hexasyllabic lines, but with an irreg-
ular pattern of assonance. This irregularity recalls the formal irregularity of the biblical model.
The fifth biblical lament is not composed in the ginah metre used in the preceding laments, but in
a shorter and more forceful metre.?

Nor is it an alphabetic poem, although it preserves a comparable twenty-two-verse structure
corresponding to the number of letters in the Hebrew alphabet. This departure from formal reg-
ularity in the final lament has been interpreted as an indication of the extreme disorder that fol-
lowed the destruction of Jerusalem; therefore, the formal organisation of the text is understood as
reflecting its content.

The author of the paraphrase added two concluding stanzas. In the penultimate stanza, he an-
nounces the end of the text and explicitly states that it is a paraphrase of the final biblical lament:

»Placic tak mluvil, kdyz se jest modlil, / Jeremids prorok, / jakz o tom sved(i plac jeho Pisma / v tej

9 It is well known that Protestants and Catholics adopted religious hymns from one another. The term
threni derives from the Greek thrénoi, meaning “dirges” or “laments,” as used in the Septuagint.

10 Metre in Hebrew poetry is based on a fixed number of stressed syllables, while unstressed syllables are
not counted. The ginah metre consists of three stressed syllables, or metrical feet, in the first half-line and
two in the second (3 + 2). The metre of the fifth lament is shorter, often consisting of two stresses in each
half-line, and is sometimes described as a 2 + 2 pattern.
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poslednej ¢dstki [Thus, weeping, he spoke as he prayed, Jeremiah the prophet, as is attested by the
lament in his Scripture in its final part] (ibid., 255).

Jakub Jakobeus likewise produced an updated version of the lament. His Latin epic-reflective
poem Gentis Slavonicae lacrumae, suspiria et vota [The Tears, Sighs, and Supplications of the Slo-
vak Nation] (1642) forms an appendix to the historical prose work Viva gentis Slavonicae deline-
atio [A Vivid Outline of the Slovak Nation: On the Origins and History of the Slovaks], which is
now considered lost.

The poem is an adaptation of the Czech humanist poet Vaclav Klement Zebracky’s work Tem-
pus erat, quo parva quidem, sed debita caelo gens [There Was a Time When a Nation, Small Yet
Devoted to Heaven...] (1614), published in Libellus supplex [ A Booklet of Supplication]. Zebracky
composed a lament in which the Czech Church mourns its fate; his contemporary Jakobeus trans-
formed it into the lament of a nation within the Kingdom of Hungary.

The poem concludes with a lamentational monologue spoken in elegiac couplets by the

“Mother of the Slovaks,” who appeals to Christ for protection against the devil, embodied by the

Ottomans. The first cause of sorrow mentioned in this monologic lament is the threat posed by
Muhammad (Kéko$ova 2008, 112). The poem subsequently enumerates Ottoman ,,plienenie, zbo-
jstvd a vrazdy - strasny to osud, pod ktorym pomedzia uhorskej krajiny vzdychajii teraz“ [plunder-
ing, brigandage, and murder - a dreadful fate beneath which the borderlands of the Hungarian
realm now groan] (ibid., 153).

The very title The Tears, Sighs, and Supplications of the Slovak Nation evokes the opening of the
Book of Lamentations, in which the personified city of Jerusalem is represented as a widow who

»prehorko place v noci, / lica md zaslzené, / niet, kto by ju potesil® (Nar 1, 2)."! In Jakobeus’s work,
the Slovak nation is similarly personified as shedding tears.

During the Renaissance, the course of military conflicts was represented primarily through
the genre of the historical song. Such songs responded to significant contemporary historical
events. In addition to the anti-Ottoman wars, they depicted the uprisings of the Estates and con-
flicts associated with the Counter-Reformation.

More important than the historical framework itself, however, was the author’s subjective ide-
ological perspective. The relationship between the historical song and the historical event was
therefore highly flexible, and the genre should be understood as a poetic interpretation of histor-
ical events, much as T. Kubisa observes about historical legends (2023, 236).

In the Song of Sziget (1566), which consists of one hundred stanzas of five lines each, the indi-
vidual Ottoman assaults (Sturmy) are enumerated in considerable detail. The number of Ottoman
soldiers is presented through a gradation of large, rounded figures, indicating not a documen-
tarily reliable account of an actual historical event, but rather the use of hyperbole and numerical
symbolism. The latter is also evident in the repeated use of the numbers three and seven. For
example, Suleiman takes three pashas, three of his sons, and seven beys into battle; he is expected
to capture Sziget within three days; he dies after three days of illness; a woman disguised as a man
beheads seven Turks; Mikula$ is not found until the third day; and on the third day the emperor
is informed that Sziget has been captured.

The hyperbolic representation of the number of enemy troops serves to emphasise the heroism
of the local defenders in the face of overwhelming Ottoman numerical superiority. The inaccu-
racies in the account of historical events reflect an effort to fictionalise the material - that is, to
modify the facts so that they fit the narrative more effectively. In some cases, however, they may
simply result from error, as in the rendering of the Ottoman battle cry as Halla! instead of Allah
(Misianik 1981, 174).

11 “Weeps incessantly in the night, her cheeks damp with tears. She has no one to comfort her” (Lam. 1:2).
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As in antiquity - for example, in the historiography of Herodotus - historical songs sought
above all to combine factual material into a compelling narrative. This was sometimes achieved
at the cost of logical consistency. In stanza 10, for instance, Suleiman takes 300,000 warriors with
him, whereas stanza 85 states that, after their victory, the Ottomans rejoiced and paid no heed to
the fact that 300,000 of their men had fallen. Logically, therefore, no one should have remained
to achieve the victory.

The speaking subject is neither neutral nor objective. From the beginning of the text, he ex-
presses his emotional attachment to the castle where he served his “dear lord” (ibid.), Mikulas
Zrinsky, the captain of the defenders. Zrinsky’s antagonist, Suleiman, is conversely described as
proud and malicious. Suleiman is not represented as a valiant warrior and does not die heroically
in battle. Instead, he falls ill from fear during a feast after a Hungarian artilleryman strikes a pillar
in the middle of the room.

The poem employs a narrative pattern similar to that found in Mor ho! by the Romantic poet
Samo Chalupka: the native defenders are not inherently warlike, but when attacked, they fight
courageously against an overwhelmingly superior enemy. Consequently, although they are defeat-
ed in battle, they emerge as moral victors.

This narrative structure is disrupted in the Song of Certain Castles: Modry Kamen, Divin, and
Zyolen (1596), which comprises ninety-two three-line stanzas written in octosyllabic verse and
depicts the capture of as many as three castles. The narrative is framed by a conversation between
the pashas and the sultan: at the beginning, they ask his permission to set out to conquer Hungary,
and at the end, they thank him for granting it.

The accounts of the assaults on the first two castles contain parallel textual passages extending
over entire stanzas. These include the warriors’ defiant challenge to the Ottomans: ,,My vdm zdm-
ku nepodddme, / ani vy ho nevezmete, / s hanbou od neho piijdete!“ [We shall not surrender the
castle to you, nor shall you capture it; you will depart from it in disgrace!]. This passage appears in
both stanzas 22 and 32 (ibid., 182), while its concluding line, ,,s hanbou od neho piijdete” [you will
depart from it in disgrace], is repeated in a refrain-like manner in stanza 41 (ibid., 183). Similarly,
the phrase ,,krdsnou bastu jsou ldmali“ [they battered the fine bastion] recurs in both stanzas 24
and 44.

The disruption of the established pattern lies in the contrast between the heroic defenders of
Modry Kamen and Divin and the portrayal of the battle at Zvolen. Before each engagement, the
Ottomans call upon the defenders of the first two castles to surrender voluntarily, but the latter
courageously choose to fight. By contrast, according to S. Smatlak (2002, 195), the account of the
events at Zvolen assumes an ironic tone: the warriors placed straw figures in the windows and fled.

The text also incorporates three individual narratives concerning named figures - Siroky Fer-
enc, Urban Skodny, and Balazi Jdnos. This device resembles the episode in the Song of Sziget con-
cerning a woman disguised as a man who heroically beheads seven Turks. That episode demon-
strates that courage and the determination to resist heroically were attributed not only to men but
also to women. As in the Song of Sziget, the motif of the traitor also appears here, represented by
the terms “spy” and “traitor” (Misianik 1981, 178, 184).

The song concludes with a lyrical prayer addressed to God, expressing not only an anti-Otto-
man but also an anti-German position: ,,Aby ten Turek ukrutny, / pohan, Tatdr, Nemci s nimi, / aby
byli zahanbeni“ [May that cruel Turk, the pagan, the Tatar, and the Germans with them, all be put
to shame] (ibid., 185).

Anti-Ottoman and anti-German attitudes are likewise combined in Stefan Komodicky’s histor-
ical song O Jdgri a nékterych vitézich [On Eger and Certain Victories], dating from the same year,
1596. The poem is written in dodecasyllabic verse and consists of fifty-three rhyming couplets.
The imperial troops, whose task is to protect the inhabitants of the Kingdom of Hungary from the
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Ottomans, themselves plunder the country even more extensively: ,Nasu Uherskii zem kdyz Turek
rabuje, / dvakrat vic od Turka Nemec ji morduje. |/ Jakové jest stromovi, takové ovotci, | jsii Nemci
vopilci a znami paZerni vitezi. [ ...] Kdyz Nemci uslysia, ze Turci na nich jdii, / do nemeckej zemi oni
prec ta ujdii“ [When the Turk ravages our Hungarian land, the German torments it twice as much
as the Turk. As the tree is, so is its fruit: the Germans are drunkards and notorious gluttonous
warriors. [...] When the Germans hear that the Turks are advancing against them, they flee away
to the German lands] (ibid., 189).

The proverb “As the tree is, so is its fruit” is of biblical origin and derives from the Gospel of
Matthew (Matt. 7:16 - 20). The couplet ,,Koruna padla z nasej hlavy, / beda ndm, zhresili sme*
[The crown has fallen from our head; woe to us, for we have sinned] alludes to the fifth biblical
lament: ,,Td zlatd koruna dolu s hlavy spadla / i velikd pomoc tebe opustila®'? In the song, howev-
er, the motif of the crown is concretised through reference to King Louis II of Hungary and the
Battle of Mohacs: ,,Dokud tvi koruna na tvej hlave byla, / dotud tureckd zem nic neuskodila. // Na
mohdcském poli Ludvik krdl zahynul, / tehdy tvi koruna na ciziho padla“ [As long as your crown
remained upon your head, the Turkish land caused no harm. On the field of Mohdcs King Louis
perished; then your crown fell to a foreigner].

The conventional ubi sunt motif is subsequently employed to enumerate all those who should
have provided assistance but failed to do so: ,,Kde Horny Belehrad,* kde Dolny Belehrad, / kde byl
kral Mathids, dobry obrdnce nds. // Kde Siget, kde Pdpa, Bezperin, Palota, / jenZ Chorvitskej zemi
byli na pomoci. // Kde Temesvdr zdmek, kde Sarvarsky zdmek“ [Where is Upper Belgrade, where
is Lower Belgrade, where is King Matthias, our good defender? Where are Sziget, Papa, Veszprém,
and Palota, which once brought assistance to the Croatian land? Where is the castle of Timisoara,
where is the castle of Sdrvar].

This motif likewise has biblical origins; compare, for example, ,,KdeZe su vlddcovia ndrodov,
kde sii ti, o panujii nad zverinou zeme?“ (Bar 3, 16)," and ,,Kdeze st bohovia Ematu a Arfadu? Kde
sut bohovia Sefarvaimu? A Samdriu vyslobodili z mojej ruky?” (Iz 36, 19)."

The end of abundance and prosperity is expressed through the biblical motif of milk and hon-
ey. The Promised Land is frequently described, particularly in the Pentateuch, as “a land flowing
with milk and honey”: ,Kdyz vitez(s)ky hajtman mecem porazen jest, / s mlékem také medem td
zeme vzatd jest“ [When the victorious captain was struck down by the sword, that land, together
with its milk and honey, was taken away] (all Misianik 1981, 186).

Like the Song of Modry Kamen, Divin, and Zvolen, this work also contains dialogic passages.
In one such episode, the emperor tells the pashas and beys that he will capture Eger and Kogice,
while a messenger arrives during the conversation to inform him of the courage of the Hungarian
forces (ibid., 186 - 187).

Symbolic numbers also appear in the text - for example, the statement that the Ottoman camp
was only three miles away - as does the motif of three traitors, identified as Janissaries (both ibid.,
187). The numbers of attackers participating in the individual assaults are also specified. Renaissance
individualism is reflected in the enumeration of the names of particular heroes who were killed.

The Hungarian soldiers who escaped beheading were captured, bound, and sold in the market-
place: ,,zvdzavsi jim ruce nazpak jich privedli. // JakoZto dobytek tak jich prodavali. / Po ringu vodili,

12 “The golden crown has fallen from your head, and all assistance has forsaken you” (Lam. 5:16).

13 Upper Belgrade was also known as Royal Belgrade and corresponds to the present-day Hungarian city
of Székesfehérvar. It was called “Upper” because it lies farther north than Lower Belgrade, the historical
name used for present-day Belgrade, the capital of Serbia.

14 “Where are the rulers of the nations, who lorded it over the wild beasts of the earth?” (Bar. 3:16).

15 “Where are the gods of Hamath and Arpad? Where are the gods of Sepharvaim? Where are the gods of
Samaria? Have they saved Samaria from my power?” (Isa. 36:19).
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karbacmi $vihali“ [having tied their hands behind their backs, they brought them away. They sold
them like cattle, led them around the marketplace, and lashed them with whips] (ibid., 188). This
passage corresponds to the previously cited lines: ,,Co starych postinali, mladych navdzali / k bide
vécné do svych krajin hnali!* [The old they cut down, the young they bound, and drove them into
their lands, to everlasting misery!] (ibid., 244), from Vavrinec Benedikt of NedoZzery’s hymn Ach,
Boze svaty, jakych castiv sme se dockali... [O Holy God, What Times Have We Lived to See...],
which was likewise composed in the early seventeenth century. The conclusion of Komod-
icky’s song is chronicle-like in character. In it, the author gives his name in the form Kemin Istvan
(ibid., 189) and records the year in which the work was composed. Unlike the historical songs
discussed above, this poem incorporates biblical motifs, albeit widely disseminated ones that had
already entered proverbial usage and become conventional literary topoi.

Historical songs from the early seventeenth century, such as Mata$ Roskovec’s Zpustaténie
Uherskej zemé pod Turky [The Devastation of the Hungarian Land under the Turks], whose au-
thorship is indicated by the acrostic Matthaeus Roskouecius, contain elements characteristic of
broadside ballads. At the very beginning, they address their listeners directly in order to arouse
their curiosity and urge them to pay attention: ,Mili pdni, slyste, k zpivini pozor mejte, / jak Uher-
ska zeme zpustatéla, pohledte! [Dear gentlemen, listen and attend to the singing; behold how the
Hungarian land has been laid waste!] (ibid., 196). The motif of desolation evokes the first biblical
lament, in which Judah was taken into exile and Jerusalem was left abandoned, as expressed ex-
plicitly, for example, in the words: ,,Cesty Siona smuitia, Ze niet ptitnikov na sviatky: brany md vset-
ky spustnuté (Nar 1, 4).'® This connotation is reinforced by subsequent references to the outpour-
ing of divine wrath and by the conventional image of punishment as a scourge: ,,Ach, jak veliky
hnév Pan Biih jest vylil na nds, / svoju hroznii metlu rdcil dopustit na nds!“ [Ah, what great wrath
the Lord God has poured out upon us; He has deigned to send His dreadful scourge upon us!]
(both Misianik 1981, 196). These lines recall biblical formulations from the laments over Jerusa-
lem: ,,Ako oheri vylial svoj hnev* (Nér 4, 11);'7 ,Som muz, o skiisil biedu pod priitom jeho hnevu*
(Nar 3, 1);'® and God’s declaration concerning Babylon: ,,vymetiem ho niciacou metlou (Iz 14,
23)."” The scourge and the rod are instruments of punishment and therefore function as meto-
nymic designations of punishment itself.

The song even contains a plea for punishment: God is asked to admonish His people through
chastisement, but not to deliver them into the hands of the enemy. God the Father is compared
to an earthly father: ,,Jak otec laskavy, vezma priitek v své ruce, / tresce své détitko, tak jak on miti
chee, / tak Ty ucint s nami, / smiluj se nad nami, / odpust ndm nase viny“ [As a loving father, taking
a little rod in his hand, chastises his child as he wishes him to be, so deal with us, have mercy upon
us, forgive us our sins] (Misianik 1981, 198).

The Turks and Tatars, by contrast, are compared to the devil and are assigned recurring epi-
thets such as “cruel” and “wicked”: ,Harcuje® nepritel, Turek, Tatdr ukrutny / na nds, na krestany
jako diabel rohaty“ [the enemy, the cruel Turk and Tatar, raids against us, against us Christians,
like the horned devil] (ibid., 196), and ,,Stind Turek zlostny, morduje nemilostné, / starych pomor-
duje, mladych prec¢ odvozuje, / panny poskvriiuje, / Zeny nesanuje” [The wicked Turk beheads and
murders without mercy; he slaughters the old and carries the young away, violates maidens and
shows no mercy to women] (ibid., 197).

16 “The roads to Zion mourn, / empty of pilgrims to her feasts. / All her gateways are desolate” (Lam. 1:4)
17 “[The Lord] has exhausted his anger, / poured out his blazing wrath” (Lam. 4:11).

18 “I am one who has known affliction / under the rod of God’s anger” (Lam. 3:1).

19 “I will sweep it with the broom of destruction” (Isa. 14:23).

20 Harcovat means “to carry out armed raids or incursions; to attack” (Jaro$ova — Buzéssyova 2011, 50).
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The amplificatory inclusion of all members of society through references to people of different
ages, as well as the statement that the old were beheaded and the young carried away, parallels
the imagery found in Vavrinec Benedikt of Nedozery’s hymn Ach, Boze svaty, jakych casiiv sme se
dockali [O Holy God, What Times Have We Lived to See]. This description evokes biblical scenes
of the Babylonian captivity and the plundering of Jerusalem, such as: ,,mecom pobil ich mladikov
v ich svityni. Nezlutoval sa nad mladikom ani nad pannou, nad starcom ani nad Sedivcom™ (2 Krn
36, 17);** ,Na zemi leZia na uliciach / chlaplek i starec, / panenky moje, jundci tiez / pod mecom
padli (Nar 2, 21);* and ,,Ich ruky vesali kniezatd, / starcov si nevdzili. / Mladici nosia mlyncek,” /
pod drevom klesajii chlapci® (Nar 5, 12 - 13).%

The motif of the rape of women and maidens likewise belongs to this complex of biblical
imagery: ,,Zhanobili Zeny na Sione, / a panny v jidskych mestdch® (Nar 5, 11).> This song also
contains the contrapuntal opposition between Christians and pagans based on religious affiliation,
a contrast frequently found in both religious and historical songs of the period: ,,Skodlivy pak
pohan, jestli on to dokdze / tvych vernych krestanitv jestli odsud pobere” [But if the harmful pagan
should accomplish this, if he should carry away your faithful Christians from here] (Misianik
1981, 197).

Like religious hymns, the song repeatedly addresses God with appeals for assistance and pro-
tection. Its formal structure also resembles that of a religious hymn, particularly Ach, BoZe svaty,
jakych casiiv sme se dockali. Both works consist of five-line stanzas in which the first two lines are
longer - thirteen syllables in Roskovec’s song and thirteen and fourteen syllables in Benedikts —
while the remaining three lines are markedly shorter. In Roskovec’s song, these consist of two
six-syllable lines followed by a seven-syllable line; in Benedikt's hymn, they consist of lines of
three, four, and six syllables respectively.

This similarity is unsurprising, since several religious hymns of the period were intended to
be sung to familiar melodies associated with historical songs. The song also contains additional
motifs corresponding to biblical imagery, including the speakers’ self-identification as orphans
(ibid., 197; cf. Lam. 5:3) and the motif of withering skin: ,,uschla jest tvdr nasa tak jako pecnd hlina,
/ znaseho lice krasa velmi jest preménéna“ [our face has dried up like kiln-fired clay, and the beauty
of our countenance has greatly changed] (Misianik 1981, 197). In the Bible, however, the skin is
compared not to clay but to an oven or to wood: ,,Ako dopraskand pec je nasa koZa / od pdlcivosti
hladu*“ (Nér 5, 10),%° and ,,na kostiach scvrkla sa im koZa, / bola ako drevo zoschnutd® (Nér 4, 8).%

In the Baroque period, the motif of Ottoman raids likewise appears in the genre of religious
poetry and similarly draws upon biblical formulations. The hymn Ach, nastojte na tento den [Alas,
Woe upon This Day] (c. 1663), consisting of twenty stanzas of seven lines each, signals through its
very title an intertextual connection with the prophetic and apocalyptic Book of Joel (1:15): ,Beda
tomuto driu, ved blizo je Panov den.“*® In the Kralice Bible, the passage reads: ,,Ach, nastojte na ten-

21 “[He] killed their young men with the sword in their own sanctuary, with compassion for neither young men
nor young women, neither the old nor the infirm” (2 Chr. 36:17).

22 “They lie on the ground in the streets, young and old alike; both my young women and young men are cut
down by the sword” (Lam. 2:21).

23 Being forced to operate a hand mill was a great humiliation for young men (Heriban 1995, 1733), since
grinding grain was traditionally regarded as women’s work, particularly the work of female slaves.

24 “Princes have been hanged by them, elders shown no respect. Young men carry millstones, boys stagger
under loads of wood” (Lam. 5:12 - 13).

25 “Women are raped in Zion, young women in the cities of Judah” (Lam. 5:11).

26 “Our skin heats up like an oven, from the searing blasts of famine” (Lam. 5:10).

27 “Their skin has shrunk on their bones and become dry as wood” (Lam. 4:8).

28 “Alas for the day, for the day of the Lord is near”
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to den; nebo blizky jest den Hospodiniiv* [Alas, woe upon this day, for the day of the Lord is near].
It expresses terror at the approaching day of eschatological judgement.

In the Old Testament, the Day of the Lord is associated above all with the traditions of so-called
holy wars, through which the Lord intervenes to defend His people (Var$o 2018, 294). This concep-
tion is also reflected in the hymn: ,,Nebudes-li ty braniti / a pred zlymi nds chrdniti, / musime zemriti
[If you do not defend us and protect us from the wicked, we must perish] (Misianik 1981, 383).

In the Book of Joel, the Day of the Lord is foreshadowed by a plague of locusts; in this
hymn, it is heralded by the Ottomans. They are placed in parallel with the Antichrist, there-
by emphasising their godlessness, since adherents of other faiths were commonly des-
ignated as pagans during the period: ,, Turek hrozny a nevdzny / jiz ve zbroji stoji / a antikrist
Boha prdzdny / proti ndm se stroji* [The terrible and insolent Turk is already armed for war,
and the Antichrist, devoid of God, prepares himself against us].

The Ottoman raids are presented as a consequence of divine wrath provoked by human sin,
with wrath intensified into fury: ,,Vselikterak svii prchlivost / vypustil Bith vécny / a vylil hroznii
zurivost / na nds lid nevdecny, / kteryz prikdzani jeho / prestupuje a hnevd ho / casu vselikého®. This
passage is a paraphrase of ,,Pdn uz dovisil svoju prchkost, / vylial svoj hnev Zeravy“ (Nar 4, 11).%°
The image of the suffering and contrite lyrical subject - ,,Z o¢i mych tekii slzy ven, / nemohut mlu-
viti; / o strevd trpim bolest, / srdce mé skormiiceno jest [Tears flow from my eyes, I am unable to
speak; I suffer pain in my entrails, and my heart is deeply troubled] - is likewise shaped by biblical
elegiac formulations such as: ,,Potoky siz mi priidia z oka“ (Nér 3, 47);° ,,0¢ mdm zoslabnuté od
slz, / vuiitro mdm rozbiirené / pecent sa mi na zem roztekd™ (Nér 2, 11);* and ,,Buiri sa moje vniitro,
/ srdce sa vo mne zviera® (Nar 1, 20).%?

The subject expresses pain and anguish because, on the basis of psalmic statements such as

»Pdn je pri tych, ¢o majui srdce skrisené, a zachrariuje zlomenych na duchu“ (Z 34, 19)* and ,,BoZe,
ty nepohtdas srdcom skriisenym a ponizenym* (Z 51, 19),* divine assistance is expected.

The text of the hymn is related to the biblical laments in a relatively loose manner. Its biblical
source of inspiration is evident less in exact quotation than in the overall configuration of motifs.
Therefore, it is significant that the poem brings together images of the pit, the sea, and the lion ly-
ing in wait. Pits — especially dried-up wells — were frequently used as prisons in antiquity: ,,Potkala
nds jama* | ,Hréza a jama nds cakala, zanik a skaza“ (Nar 3, 47);* ,, Veliké jest jako more / potreni
nase a hore“ | ,, Tvoja zlomenost je velkd ako more“ (Nar 2, 13),° and ,,Cihaji jako lev v skryte, /
aby nds chudé pochyte / roztrhali hbite® | ,,Je mi ako striehnuci medved, / lev, ktory cakd v skrysi. /
Zviedol ma z cesty, roztrhal ma, / znicil ma celkom® (Nar 3, 10 - 11).%” In the biblical text, the beasts
are represented by the bear and the lion; in the Baroque hymn, the lion is joined by bulls and oxen
(all Misianik 1981, 382).

29 “The Lord has exhausted his anger, poured out his blazing wrath” (Lam. 4:11).

30 “My eyes stream with tears over the destruction of the daughter of my people” (Lam. 3:47).

31 “My eyes are spent with tears, my stomach churns; my bile is poured out on the ground” (Lam. 2:11).

32 “My stomach churns, and my heart recoils within me” (Lam. 1:20).

33 “The Lord is close to the brokenhearted, saves those whose spirit is crushed” (Ps. 34:19).

34 “A contrite, humbled heart, O God, you will not scorn” (Ps. 51:19).

35 “The pit has overtaken us” / “Panic and the pit have been our lot, / desolation and destruction” (Lam. 3:47).

36 “Great as the sea are our affliction and sorrow” / “For your breach is vast as the sea; who could heal you?”
(Lam. 2:13).

37 “They lie in wait like a lion in hiding, so that they may seize us, the wretched, and swiftly tear us apart” |

“He has been a bear lying in wait for me, a lion in hiding! He turned me aside and tore me apart, leaving me

ravaged” (Lam. 3:10 - 11).
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Juraj ZabojniK’s lament Querela super saevitiam Turcicam et Tataricam [A Lament over Turk-
ish and Tatar Cruelty] (1664),” whose authorship is indicated by the acrostic “knez Jirik Zabojnik”
[the priest Jifi Zdbojnik], takes the form of a prayer consisting of seventeen four-line stanzas. It
opens with the invocation ,,Krdli vsi milosti“ [King of all grace], alluding to 1 Peter 5:10: ,A Boh
vSetkej milosti, ktory vds v Kristovi Jezisovi povolal do svojej vecnej slavy, on sdm vds po kritkom
utrpeni zdokonali, posilni, utvrdi a upevni“ [The God of all grace who called you to his eternal
glory through Christ [Jesus] will himself restore, confirm, strengthen, and establish you after you
have suffered a little] (Prvy Petrov list 5, 10). The poem enumerates ,,jaké zlosti / spachali pohané*
[the evils committed by the pagans], including plundering, killing, and taking people into captiv-
ity. The lyrical subject interprets these acts as a just punishment for sin: ,neni ndm v tom kfivda, /
neb mnoho vin mdme [...] pdchali sme zlosti | necinic pokdni* [No injustice is done to us in this, for
we bear many sins [...] we committed evil deeds without repenting].

A highly general typology of these “evils” follows: ,,Riiznice a zvady, / nespravedlnosti, / zlolajst-
vo, zlé rady, / bezboznost v hojnosti [Disputes and quarrels, injustices, abuse and evil counsel, and
godlessness in abundance] and so forth. Their consequence is that “the cruel pagans have over-
come us.” In its overall tone and underlying logic, the text resembles the biblical Book of Lamenta-
tions, particularly its first chapter. The poem also contains individual motifs whose biblical origin
is unmistakable. The comparison ,.krev lidskii co vodu / na zem jsou vylili“ [they poured human
blood upon the ground like water] (all Misianik 1981, 366) refers to the lament over Jerusalem:

»Rozlievali ich krv ako vodu / vokol Jeruzalema a nemal ich kto pochovat“ (Z 79, 3).* Similarly, the
appeal ,,Obrdt hnév sviij na tych, / ktefi té neznaji“ [Turn Your wrath against those who do not
know You] echoes the words ,,Svoj hnev vylej na pohanov, ktori ta neuzndvajii (Z. 79, 6).%

The Tatars and Turks are compared respectively to Magog and Gog, the enemies of God in
the Book of Ezekiel: ,,Jakovy jest Magog, / Tatar lity, zlostny, / anebo téZ i Gog, / Turek nemilostny!“
[Such is Magog, the savage and wicked Tatar, and likewise Gog, the merciless Turk!]. The state-
ment ,,vSak vis, Ze sme blato“ [yet You know that we are but clay] (all Misianik 1981, 367) alludes
in turn to the creation of the human being from the dust of the earth in Genesis 2:7. The text
contains an appeal that God redirect His wrath towards the blasphemers and, in parallel, turn His
gracious countenance “towards us”” In the concluding passage, the lyrical subject petitions God
for salvation.

The opposition between the Ottomans and Christians, together with an appeal to God to in-
tervene against the enemy and restore peace, also appears in other religious hymns, including the
pacifist song Odvrdt nepokoj vdlecny [Avert the Turmoil of War] (1696).

In the Baroque historical song Piseri o Novych Zdmkoch [The Song of Nové Zamky], the course
of the fighting is no longer described assault by assault; instead, a religious interpretation of histo-
ry predominates (Smatlék 2002, 266). Nové Zamky contained the most important anti-Ottoman
fortress, constructed after the capture of Esztergom in 1543. The Ottomans seized it in 1663, and
the song was composed shortly after this event, approximately at the same time as the religious
hymn Ach, nastojte na tento den [Alas, Woe upon This Day].

Rather than recounting the course of the battle, the song enumerates the acts committed by
the Ottomans following their victory: ,Mestd i dediny s peknymi kastély / mnoho jsou spalili, vnivec
obratili“ [Towns and villages with their fine manor houses they burned in great numbers and
reduced to ruin] (Misianik 1981, 331). This passage recalls Vavrinec Benedikt of NedozZery’s reli-
gious hymn Ach, BoZe svaty, jakych casilv sme se dockali [O Holy God, What Times Have We Lived
to See]: ,Mésta, zdmky, kostely mnohé vyvratili, / vsi mnohé, tvrze mnohé ohném vypdlili“ [Many

38 For a more detailed discussion of this song, see Pavlovi¢ova 2014, 79 - 83.
39 “They have poured out their blood like water all around Jerusalem, and no one is left to do the burying” (Ps. 79:3).
40 “Manifest your wrath on nations that do not recognize you” (Ps. 79:6).
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towns, castles, and churches they destroyed; many villages and many fortresses they burned with
fire] (ibid., 244).

The song enumerates the towns captured by the Ottomans, who subsequently advanced into
Moravia. Here too, parallelism, synecdoche, and amplification are employed: ,,Pokud Turek pohan
té Zdamky dobyval, | Tatar po krajiné jak besny pes béhal, | nase milé ditky, peknou Celad lapal, /
starych preukrutné bez litosti sekal“ [While the pagan Turk was capturing the fortress, the Tatar ran
through the countryside like a rabid dog; he seized our dear children and fine household mem-
bers, and most cruelly cut down the old without mercy] (ibid., 331). Symbolic numbers also occur,
as in the statement that ,,zdmek sedem tydnii verné sou drzali“ [they faithfully held the fortress for
seven weeks] (ibid., 330).

In addition to employing the same poetic devices as Renaissance religious and historical songs,
the work contains identical conventional motifs. One such motif is the binding and sale of cap-
tives into slavery: ,,mnohych na povraze za sebou vodili, | kterych byt hovadd Turkom proddvali®
[they led many behind them on ropes and sold them to the Turks as though they were cattle]
(ibid., 332). This recalls the lines ,,zvdzavsi jim ruce nazpak jich privedli. // Jakozto dobytek tak jich
prodavali“ [having tied their hands behind their backs, they brought them away. / They sold them
like cattle] (ibid., 188) from Stefan Komodicky’s historical song O Jdgri a nékterych vitézich [On
Eger and Certain Victories].

The motif of withering is likewise conventional. Unlike in Zpustaténie Uherskej zemé pod Turky
[The Devastation of the Hungarian Land under the Turks], here it appears in a comparison with
wood: ,,vyschli od plakadni jak kiira na dreve® [they withered from weeping like bark upon a tree]
(ibid., 331), which corresponds to the biblical source text in Lam. 4:8. The rape of maidens is an-
other conventional motif. Further images convey that the conquerors showed no mercy even to
the most vulnerable — widows, orphans, and children: ,, Vdovdm a sirotkdm sou nefolkovali,* / nase
milé ditky na cestu metali, | mnohym bez litosti hrdla jsou rezali“ [They spared neither widows nor
orphans; they cast our dear children upon the road and cut the throats of many without mercy].

The song also contains motifs of the destruction and burning of churches, likewise mentioned
in the biblical laments (Lam. 1:10; 2:7), as well as the impossibility of burying the dead and the
plundering of graves. The couplet ,, Tu ptdctvo nebeské, tu zvirata polni/ s tely mrtvych nasich k viili
své se krmi“ [There the birds of heaven and the beasts of the field feed at will upon the bodies of our
dead] (both Misianik 1981, 332) alludes to the lament over Jerusalem: ,,Mftvoly tvojich sluzZobnik-
ov dali za pokrm vtdkom lietavym / a divej zveri davali teld tvojich svitych“ (Z 79, 2), and to the
curse: ,, Tvoje mrtvoly budii za pokrm vsetkému nebeskému vtdctvu a divym zverom a nebude toho,
kto by ich odohnal“ (Dt 28, 26).*

This curse, directed at those who fail to observe the Law or the Decalogue, serves as a warning.
The impossibility of burial and the desecration of graves represent the ultimate humiliation and
complete destruction, in which the enemy does not spare even the dead.

Religionisalsoforegroundedthroughrecurringepithetssuchas,,nevolnikfestané*/ ,pohan ukrut-
ny“ [wretched Christians/ the cruel pagan] (ibid., 330), while the devastation is interpreted as divine
punishment for sin. The author himself claims to have composed the song in the hope of obtaining
forgiveness: ,, Tou pisnicku jeden, souc vseho zbaveny, / premyslel sdm sobe smutku postaveny, / Zddal
svojej vlasti zase navrdcent, / sobé zde na zemi htichit odpusténi® [One man, deprived of everything,

41 The verb folkovat means “to flatter” (Majtan — Kuchar - Skladana 2008, 503), but it may also mean “to
give free rein to” or “to grant a deferment,” particularly to debtors (s.v. folgovat; Majtdn 1991, 362).

42 “They have left the corpses of your servants as food for the birds of the sky, the flesh of those devoted to you
for the beasts of the earth” (Ps. 79:2).

43 “Your corpses will become food for all the birds of the air and for the beasts of the field, with no one to fright-
en them off” (Deut. 28:26).
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composed this song, reflecting alone, plunged into sorrow; he desired to return once more to his
homeland and to receive forgiveness for his sins here on earth]. The song also contains conventional
Baroque motifs of transience, for example: ,Zpivani veselé, hudby, kratochvile / rychle sa zmenili jak
péna na vode® [Joyful singing, music, and merriment quickly changed like foam upon the water]
(both ibid., 333).

The historical song Ach, Uherskd zeme velmi zavrzend [Alas, O Hungarian Land, So Greatly
Forsaken] likewise responds to the Ottoman devastation of the 1660s. The ubi sunt motif also
appears in the poem (ibid., 338), while the events are interpreted as divine punishment: ,,pokuta
na tebe jest prisla“ [punishment has come upon you] (ibid., 339) and ,.af jiz tvoja metla nds $vihat
prestane” [may Your scourge now cease to strike us] (ibid., 340). The song contains the conven-
tional images of plundering and the burning of houses: ,,pdli, rabuji [...] domy se v prach obracuji*
[they burn and plunder [...] houses are reduced to dust] as well as the desecration of churches:

»Z kostelii milych chlévy ucinili, / oltdre pekne zborice® [they turned our beloved churches into sta-
bles, destroying the beautiful altars], the violation of graves: ,hroby, v nichZ si mrtvi, smele otviraji,
/ teld z truhel vyhazujic, / ditky mrtvé natrasujic* [they boldly open the graves in which the dead
lie, casting the bodies out of their coffins and shaking the dead children], and the mistreatment of
captives, who are tormented and deprived of food and drink.

In addition to these conventional motifs, the song contains elements that portray the contem-
porary situation in a more distinctive manner. For example, the captives are described as being
bound at night and forced during the day to “run alongside the horse” across all kinds of difficult
terrain and obstacles: ,,sirne blato, Viih, barina, / to mu je vSecko rovina!“ [thick mud, the Véh, and
marshland - all of it is level ground to him!] (all ibid., 339).

A similar motif occurs in the Bible, although it does not function there as an expression of
suffering but as an image of divine protection and of God’s refusal to abandon His people: ,,Ked’
budes brodit vodami, budem s tebou, / a ked'riekami, nepotopia ta“ (Iz 43, 2).** The final line of each
five-line stanza in this sixteen-stanza poem forms a refrain, usually consisting of the lamenting
exclamation: “O Hungarian land!”

CONCLUSION

In representing their experiences of Ottoman raids, Renaissance and Baroque authors drew upon

pre-existing texts concerned with comparable catastrophes, particularly works of a lamentational

and elegiac character. Since most of these authors were members of the clergy, it is unsurprising

that the Bible served as their principal source of inspiration. From it, they adopted not only de-
scriptions of catastrophic events corresponding to their own experience but also an interpretative

framework through which such events could be understood. In addition to explanation, they also

derived consolation from the biblical texts.

The authors addressed God with appeals for assistance, emphasising their Christian faith in con-
trast to the perceived paganism of the Ottomans, much as biblical authors had petitioned God for
protection against pagan nations. This biblical foundation is clearly present not only in religious poetry,
but also in historical songs from the late sixteenth century onwards and in poetry written in Latin.

Not only were religious hymns intended to be sung to familiar melodies associated with his-
torical songs, but individual literary motifs also circulated between these genres. Shared motifs
can likewise be identified when Renaissance and Baroque texts are compared. They employ sim-
ilar expressive and poetic devices, while conventional topoi and biblical motifs occur frequently.

44 “When you pass through waters, I will be with you; through rivers, you shall not be swept away” (Isa. 43:2).

102 | Stredoeurdpske pohlady « 2026 - ro¢nik 8 « ¢islo 1



Representations of Ottoman (Turkish) Raids in Slovak Renaissance and Baroque Poetry

Cruelty emerges as the most prominent characteristic attributed to the Ottomans. They are
represented as plundering and burning settlements, killing and abducting inhabitants, and raping
women, in a manner comparable to their portrayal in the prose literature of the period (Kubisa
2023, 243). In some songs, lamentation over Ottoman raids is combined with lamentation over
the religious persecution of Protestants or with the expression of anti-German attitudes.

SUMMARY

The article analyses and interprets representations of Ottoman raids and their consequences in se-
lected works of Slovak Renaissance and Baroque poetry, with particular emphasis on texts written
in the vernacular. The genres represented include religious hymns and historical songs, as well as
the Latin poetry of Jakub Jakobeus.

The authors of the period drew inspiration from pre-existing texts dealing with comparable
disasters, particularly works of a lamentational and elegiac character. Since most of them were
members of the clergy, the Bible served as their principal source of inspiration. The biblical foun-
dation is prominent not only in religious poetry but is also clearly evident in historical songs from
the late sixteenth century onwards, as well as in poetry written in Latin.

A comparison of Renaissance and Baroque texts demonstrates that they employed similar ex-
pressive and poetic devices and frequently drew upon conventional literary topoi and biblical
motifs.

This study is a result of the VEGA project No. 2/0091/26, Processing Trauma of Invasive Warfare
in Ancient Poetry.
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