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“LA BERRETTA DUCALE CON DUE ORECCHIE GRANDI”.
A NOTE ON AN ICONOGRAPHIC DETAIL IN
THE DOUBLE PORTRAIT OF DUKE FEDERICO
DA MONTEFELTRO AND HIS SON GUIDOBALDO’

ABSTRACT: The double portrait of Federico da Montefeltro, Duke of Urbino, and his
son Guidobaldo, by Justus van Ghent and Pedro Berruguete, 1476-1480, represents a state,
multi-generational, portrait by which not only Federico’s status as the military commander
who won the highest chivalric honours of his day and the title of the Duke is represented, but
also the legal passing of the hereditary right on his only legitimate male offspring, Guidobaldo.
Its iconography has been the subject of research, and scholars have been in agreement regard-
ing the most of the symbols of power represented in this painting. One iconographic detail
- a hat resting on the lectern, and above Guidobaldo’s head, has often been omitted from the
interpretations of the painting, or has been erroneously identified as a gift by the Shah of Persia,
whose ambassador visited Urbino in 1472. We suggest that this was the ducal bereta described
in the report of the ceremony of Federico’s investiture as Duke in 1474, by Bernardino Bal-
di who worked in the archives of Urbino when writing the biography of Federico da Monte-
feltro. In the description, Baldi noted that Federico was given a ducal bereta with ear flaps
and pendants on both sides. Although Baldi did not provide a detailed description of the be-
reta, it corresponds to the painted one in the double portrait, and further underscores the
self-promotional and state character of the image.

KEYWORDS: Federico da Montefeltro, double portrait of Federico da Montefeltro and
his son Guidobaldo, iconography, regalia, ducal berretta.

The double portrait of Duke Federico da Montefeltro (1422-1482) and his son Guidobal-
do, attributed to Justus van Ghent and Pedro Berruguete, was painted between 1476 and 1480
(today in Galleria Nazionale delle Marche, Urbino), and represents an unusual, if not unique
for its time (ROSENBERG 1986: 213), multi-generational ducal portrait, in which the sitters are
represented on a single wooden panel (the practice uncommon in the fifteenth century) and
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with the political significance reflected in the relationship between the Duke and his son
symbolic of the transfer of the power to his young heir (ROSENBERG 1986: 214-215).

The placement of this painting within the Ducal Palace in Urbino is still uncertain,
although, judging by its iconography, it was most probably intended for a public space. Ac-
cording to Pasquale Rotondi, who conducted the 1973 reconstruction of the Federico’s stu-
diolo, it was incorporated in the upper register of the decoration of this richly decorated room
in the Ducal Palace, finished in 1476, a rare example of a princely study preserved in more
or less original state until present. Its complex decoration lead scholars to interpret it as a
place for study and contemplation, and as the reflection of the harmonious relation be-
tween the active life (vita activa) of the military leader-statesman, and the contemplative
life (vita contemplativa) of the learned statesman-humanist Federico da Montefeltro. On
the other hand, it has been suggested that it also served as a political and propagandistic
memorial for Federico and his dynasty, which lead towards understanding of the function
of this tiny room as, at least, semi-official (ROTONDI 1969; 1973: 561-613; CLOUGH 1973: 129—
144; 1978: 718-734; 1984: 293-348; 1995: 19—50; WESTFALL 1978: 20—45; CHASTEL 1982: 364~
370; CHELES 1986a: 269-286; CIERI VIA 1986: 47-64; 1992: 18-21; CREVATIN 1986: 417-439;
PUDDU 1986: 487—512; ROSENBERG 1986: 217-222; TOMMASOLI 1986: 345-355; KEMPERS 1987:
219-243; REYNAUD, RESSORT 1991: 82—-114; LIEBENWEIN 1992: 60-68, 74; COLE 1995: 67-92;
2016: 106-133; PERNIS 1997; KIRKBRIDE 2008; MILOSAVLJEVIC-AULT 2013: 43-91). The image of
Federico da Montefeltro as a statesman-humanist has already been offered in the eulogies
written by his contemporaries, among which is the biography of the Duke, written by the
humanist Vespasiano da Bisticci around 1482 during his sojourn at the Court of Urbino,
in which he gave the equal attention to Federico’s military career and his wide education
(BisTicCr 1970: 355-416). Vespasiano also provided an argument for the placement of this
painting in the studiolo, since he mentioned one lifelike portrait of the Duke in the room,
painted by a Flemish master, leading to the assumption that he referred to the double por-
trait, although he did not provide a clear identification:

Federico sent to Flanders to find a good master, and brought him to Urbino, where he
made many (...) stately paintings (...) in his study, where he painted philosophers and poets and
all the Church doctors (...) with exquisite art, and a portrait of his majesty from life, which
lacks nothing but breath. (BISTICCI 1970: 384)

The Duke is shown seated in the act of reading wearing prominent signs of his mil-
itary and dynastic honours, such as armour, as the military comander (condottiere) with
his helmet, gauntlet and military baton aside, with his sword strapped at his left side. Over
the armour, he is wearing a richly decorated red brocade robe, lined with ermine, wear-
ing the collar and the pendant of the Order of the Ermine, and the garter of the Order of
the Garter tied below his knee. His little son Guidobaldo is standing at his right side, wear-
ing a richly decorated dress made of gold brocade, studded with jewels, holding the scep-
ter on which is written PoNTIFEX and above him, on the lectern, rests a red peaked hat
with a button at the top of it, richly decorated with pearls and gems, with ear flaps on both
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sides and with pendants hanging from them. The fact that Federico is represented reading a
book and that he is wearing the robe over his armour has often been interpreted as a re-
flection of the aforementioned concepts of the vita activa and vita contemplativa, in which
the other, the contemplativa, prevails (LAVALLEYE 1964: 114; ROTONDI 1969: 77-85; CLOUGH
1978: 720-721; 1984: 335-336; 1995: 25—30; SLEPTZOFF 1978: 26-35; WESTFALL 1978: 20-45; CHE-
LES 1986b: 15-25; 1991: 20; ROSENBERG 1986; KEMPERS 1987: 234-235; PAULY 1988: 256—-250;
LIEBENWEIN 1992: 71; COLE 1995: 90; 2016: 132-133; SIMONETTA 2007: 18-25; 2015: 37-44;
MILOSAVLJEVIC-AULT 2013: 92—-93). Charles Rosenberg referred to Vespasiano da Bisticci’s
account of the Duke, in which he enumerated the illustrious men (vomini illustri), among
which were humanists, theologians and philosophers, whose works Federico read. Among
them was St. Thomas Aquinas, who is represented in the series of portraits of the illustri-
ous men in the upper register of the decorative ensemble of the studiolo, and in whose De
regimine principum Rosenberg recognized a key to the levels of symbolic meaning of the
double portrait of the Duke and his son. In this work, Rosenberg reminds, St. Thomas sug-
gested that the ruler must be militarily vigilant, just in administering laws, and must have
good men to succeed him (ROSENBERG 1986: 216-217). Recently, Marcello Simonetta iden-
tified the book Federico is reading as Moralia in Job, a guide to living a good Christian
life, written by Gregory the Great, who was also noted by Vespasiano among the authors
whose writings Federico gladly read, and who was also represented among the illustrious
men in the studiolo, thus adding to the concept of the vita contemplativa recognized in the
double portrait of the Duke and his little son (SIMONETTA 2007: 26-27; 2015: 43—44).
Despite its presumed humanist implications, this complex representation was also
clearly an official, self-promotional, portrait of the Duke Federico da Montefeltro, a merce-
nary whose life was filled with military success as much as with his striving to ensure his
social and political position. Federico was an illegitimate son of the Count Guidantonio da
Montefeltro, formally legitimized by the Pope Martin V in 1424, summoned by the citizens
of Urbino to govern the state in 1444, in spite of his illegitimate birth, after the untimely
death of his half-brother Oddantonio. This election was legitimized by the bull issued by
the Pope Nicolas V in 1447, by which the Pope legitimized Federico’s reign only “in tem-
poralibus” (without the right of succession of his children). In 1452 he became the general
of the army of Naples, under the King Alfonso I, and in 1460 he received the title of the
General of the Italian League by the Pope Pius II. In the same year, he married Battista
Sforza, who gave him the only legitimate heir, Guidobaldo, in 1472. In 1462, under Pius
I1, he became the Captain General of the Papal Army, and in 1464, Pius II guaranteed his
legitimate male offspring the right of succession of the territories Federico conquered. Pope
Paul IT renewed Federico’s contract as the General of the Papal Troups in 1465, and pro-
claimed him the Gonfaloniere (Standard Bearer) of the Papal Troups in 1466. Perhaps the
most important event in Federico’s life occurred in August 1474 when the Pope Sixtus IV
conferred on him the title of The Knight of St. Peter, the Gonfaloniere of the Holy Roman
Church, and the most important of all, the hereditary title of the Duke, guaranteeing the
right of succession to his legitimate offspring. In the same year, he was introduced to the
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prestigious orders of chivalry, the Order of the Ermine conferred on him by the King Fer-
rante I, and the Order of the Garter by the King Edward IV (TomAssOLI 1978: 247-261).

The symbols of the titles he received in 1474 are all represented in this painting, and
were identified by the sholars (cited above). All but one particular motif: the red peaked
hat, or a bonnet, with a button at the top of it, richly decorated with pearls and gems, with
flaps on both sides and with pendants hanging from them, resting on the lectern above
the young Montefeltro heir, Guidobaldo. This hat has been either ommited from the icono-
graphic interpretations of the painting, or has been identified as the gift by Uzun Hasan,
the Shah of Persia, presented to Federico by the Shah’s ambassador, a Jewish doctor Isaac
who came to Italy in 1472 to solicit aid in the battle against the Turks (LAVALLEYE 1964: 114;
ROTONDI 1969: 77-85; CLOUGH 1978: 720-721; 1984: 335-336; 1995: 25-30; SLEPTZOFF 1978:
26-35; WESTFALL 1978: 20-45; CHELES 1986b: 15-25; 1991: 20; ROSENBERG 1986: 220-221;
KEMPERS 1987: 234-235; LIEBENWEIN 1992: 71; COLE 1995: 90; 2016: 132-133; SIMONETTA 2007:
18-25; MILOSAVLJEVIC-AULT 2013: 92-93). Charles Rosenberg argued in favour of this in-
terpretation, noting that Isaac visited several of the principal powers of Italy, including the
Pope Sixtus IV (who responded by preaching a crusade), the King of Naples and the Vene-
tian Senate. The very fact that Federico also received this ambassador and was given such
a magnificent gift placed him in this very august company (ROSENBERG 1986: 221):

The Shah’s present, then, signified the extent of the Duke’s fame, magnificence and mil-
itary reputation. The emblems of the two chivalric orders, gifts from the King of England and
King of Naples, attested to the same virtues. Thus, the jewelled hat and chivalric emblems
may be seen as a testament to the glory of the Duke, a glory which he would pass on with his
name and dominion to his son (...) Given Sixtus’s dedication to the crusading ideal and Fed-
erico’s special allegiance to this pontiff who finally granted him the title of Duke of Urbino
in 1474, it is not unreasonable to find a symbol of the continuing battle against the infidel in
so seminal an image as the Urbino double portrait (...) The Persian jewelled hat in the paint-
ing may thus stand as an oblique symbol of Federico’s continued devotion to the crusading
ideal and his dedication to the Church. (ROSENBERG 1986: 211-212)

On the other hand, Cecil H. Clough argued that this hat was the Ducal beret given to
Federico by Sixtus IV on the occasion of his investiture (CLOUGH 1984: 335-336) that, along
with the scepter held by his young son, Guidobaldo, represented the testimony that the
authority was legally held, having been granted by the pope. Thus, this representation had
dual importance, according to Clough, as it featured Duke Federico’s concern that his son
should rule after him, and was to serve as a permanent memorial for the Duke and his
dynasty and of his honors and rise to fortune (CLOUGH 1984: 336). Charles Rosenberg re-
jected Clough’s argument on the ground that there are no other images of Federico in
which this kind of ducal beret is shown (nor, apparently, the one presented by the Shah of
Persia). He admits, though, that there is an indication of what the usual 15™ century ducal
beret looked like, because in a statue of the Duke Borso d’Este in Ferrara, unfortunately
destroyed in the 18" century, Borso wore a high, soft peaked cap with a folded brim and
a button at the top (ROSENBERG 1986: 220).
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Although we do not have any comparative material to confirm the assumption that
this bonnet is actually the Montefeltro’s ducal beret (there is another representation of the
beret worn by the Duke in the famous portrait painted by Piero della Francesca between
1465 and 1472, but it belongs to another style), we do have a description of the ceremony
of Federico’s investiture by Bernardino Baldi, the theologian and scholar from Urbino,
who worked in the Montefeltro archives in 1601, while he was writing the biography of
Federico da Montefeltro, Vita e fatti di Federico da Montefeltro Duca di Urbino. Baldi men-
tions the presence of the ambassadors of the Persian Shah at the Court of Urbino in 1472
(BALDI 1824: 196), but he does not mention any gift Federico received on this occasion, espe-
cially the one that must have had so great political and personal importance to Federico
that he had it represented in his state portrait along with other symbols of his personal,
political and social achievements and status. In the descriptions of the ceremonies held in
1474 on the occasion of the conferral of the Order of the Ermine to Federico in Naples, and
on the occasion of his investiture as the Duke in Rome, Baldi did mention, among other
regalia represented in this double portrait, the ducal beret with ear flaps and pendants,
which corresponds to the one represented in the painting.

The first honour Federico da Montefeltro received in 1474 was the Chivalric Order of the
Ermine, conferred on him by King Ferrante I in Naples. Baldi gives a vivid description:

... with great promises and offers [Federico] was summoned by the King of Naples, and by
the Pontiff to Rome (...) Upon receiving and welcoming him with great honour, several days
after his arrival, that is on the September 11, the King gave him the Order of the Ermine, which
he conferred on the signori and persons very close and very dear to him. In the morning of
the day destined for this solemn occasion ... a bishop sang the mass in the Royal Chapel; be-
tween the ceremonies, and after the epistle, Federico, accompanied by the Duke of Calabria
and by many other signori and barons, went to the sacristy where he was given a turca (this is
what they called, at those times, certain long robes, probably because they were in Turkish
style) made of white damask: getting dressed, he returned to the chapel and kissed the hands
of the King who had him seated by his side. After a Gospel was sung, while the Duke was
standing, the King draped him in a long mantle (...) made of red satin lined with ermine, open
at one side, over the turca. This done, the celebrant, with an eloquent and rich sermon, spoke
of the importance of this degree, and commemorated the qualities that had to flourish in
those on which it was conferred, and the favour which they obtain, as between them and the
King is contracted the title of brotherhood. (BALDI 1826: 188-189)

In a footnote to this passage (P), Baldi further explains:

After the mass, the King (...) accompanied [Federico] to the altar and, while [Federico]
was kneeling, saying some solemn words placed around his neck the most beautiful golden
chain from which hung an Ermine, the sign of the order, decorated with diamonds and oth-
er precious stones. (BALDI 1826: 227)

After the conferral of this chivalric order, Federico da Montefeltro set off to Rome, first
to be created the Gonfaloniere of the Holy Roman Church and the General of the New
League, then The Knight of St. Peter, and the Duke of Urbino, as Baldi relates:
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... on the 15™ of the month he marched to Rome, where the Pontiff waited for him with
grand desire (...) The day after his arrival, [the Pope] received him to invest him with the Ducal
dignity, which he already had promised [Federico] in his letter before he went to Naples. At the
given hour, and with due preparations of this ceremony done, which with the [presence of]
numerous cardinals, signori and barons was very solemn (...) As the ceremony ended, two
standards were brought in, one with the emblems of the Church, and the other with those of
the Pontiff, and were handed over to the Pope himself, who at this moment created the kneel-
ing [Federico] the Gonfaloniere of the Church, and proclaimed him the General of the New
League. (BALDI 1826: 189-190)

Again, Baldi included more details in a footnote (Q):

Escorted to the Pontiff’s room, in which due reverence was made, dressed in a long mantle
made of gold brocade open on the right shoulder, with the Pope seated on the elevated throne,
[Federico] was placed to his left, on the seat below the seats of the cardinals. After the sacred
college made the due reverence, as he was to be made the Knight of St. Peter before he was
made the Duke, the mass begun and the glory was said, [Federico] was brought in front of
the Pope by the count Girolamo Riario and by Giovanni della Rovere, both of them the Pope’s
nephews, where, as he was placed kneeling before the seat, the Pontif took the sword, which
was held by one of these two, and blessing [Federico] with many ceremonies and orations
placed [the sword] in his hand and offering it to him, [the Pontiff] said the solemn words
that he gives it to [Federico] to fight with it for the Church and eradicate the enemies of the
Crist’s Cross: this said, the cardinal Orsino strapped the sword to his side, while at the same
time the count Girolamo and master Giovanni attached the golden spurs to his footwear.
Thus prepared, at the sign of the master of the ceremony, he took the sword out of the sheath
and with great promptness extending his hand he brandished the sword three times, and as
he placed it back into the sheath it was taken away by the count Girolamo and the spurs were
unlaced by the other nephew. As an epistle was read, [Federico] accompanied by them, re-
turned to the Pontiff to give him the usual oath of fidelity, while all the time the musicians
were singing the litanies: when this ceremony was over, he returned to his usual seat. Thus,
created the Knight, as was said, and in order to be created the Duke, before the gospel was
read, [Federico] was led by two cardinals, one of which was Francesco Gonzaga, the deacon
and the elected bishop of Mantova, and the other Battista Zeno, the Venetian deacon who
was also elected bishop of Vicenza, to the sacristy of the chapel, where, as the mantle of the
Knight was taken off he was vested in a ducal dress made of gold brocade, and thus accom-
panied by the same [cardinals], he returned to his place, where he remained until the gospel
was read: and at the time of the offertory, the same [cardinals] escorted [Federico] to the
Pope, who gave him the kiss of peace (placing on his neck a golden chain, from which there
hung a fine Dalascio) placing on his head the ducal bereta with two large ear flaps and with
pendants on both sides, according to the ancient habit (la berretta ducale con due orecchie
grandi, e pendenti da ambedue i lati secondo I’ uso antico), and he gave [Federico] the scepter
made of gilded silver, ca. un braccio long [ca. 50 cm, A. M.], while giving numerous benedic-
tions and admonitions that are usually given to those who are decorated with such dignity.
Then, as he moved a bit aside, a book was brought in which was a form of an oath of fidelity
only to the Pontiffs of the Holy Roman Church, that [Federico] read solemnly and aloud; this
done, with the same berretta and the scepter he was brought again to the Pontif, kissing his
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feet with profound humility, while [the Pontif] said more prayers above [Federico] who was
kneeling and bent, after which he raised and kissed the hands of the Pope who embraced
him with much tenderness. Moving away from him, [Federico] was taken to the seats of the
cardinals, whose hands he kissed, giving due reverence also to the empty seats of those who
were absent. Thus finishing the salutations, he was seated among the cardinals, all the time
holding the scepter in his hand and the ducal berretta on his head. (BALDI 1826: 227-230; DEN-
NISTOUN 1851: 209-211)

Baldi did not provide the description of the ceremony of the conferral of the Order of
the Garter, which he erroneously dated in 1476, as it was presented to him via proxy, but
he did mention its regalia:

Edward IV, the King of England, sent his ambassadors with grand solemnity, with great
love for [Federico’s] fame, to endow him with the Order of the Garter, instituted by Edward III
in 1348 (...) [the knights of the Order] wore below the knee a strap decorated with many jew-
els, around which there runs a French motto damning those who think evil. The image of
this belt with the aforesaid words appears not only on certain bronze medals, but also at the
various places sculpted and painted, among the ornaments of the Court of Urbino, and else-
where. (BALDI 1826: 196-197)

From these descriptions we can discern all the symbols of the honours Federico re-
ceived in 1474, and we can recognize them in the dual portrait of Federico and his little son:
the ducal robe, the scepter, the garter, the collar and the chain of the Ermine, the sword,
the bereta with ear flaps and pendants. It is interesting to note, though, that Federico is wear-
ing the red brocade dress — the one he received from King Ferrante in Naples, it seems, as
it is lined with ermine - and the symbols of the knighthood - wearing the collar and the
chain of the ermine, the garter, the sword. It is the little boy, Guidobaldo, who is wearing
the gold brocade robe and is holding the sceptre, and above him, on the lectern, rests the
ducal bereta we recognized from the description given by Bernardino Baldi. It thus under-
scores even a documentary function of this state portrait that serves as a representation
and legitimization not only of Federico’s status as the military commander who won the
highest chivalric honours of his day, but also of the the passing of the hereditary right on his
only legitimate male offspring, future duke Guidobaldo da Montefeltro.
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Anrennna P. Munocaspesuh

»LA BERRETTA DUCALE CON DUE ORECCHIE GRANDI”.
JEOIHA BEJIEIIKA O JBOJHOM ITOPTPETY BOJBOIJE ®EJEPUKA
IOJA MOHTE®EJITPA M TbETOBOTI' CMHA TBUJJOBAJIITA

Pesume

[IBojHM IOpTpeT ypOUHCKOT BOjBOfE, KoHAOTjepa Pemepuka sa MouTedentpa (Federico da
Montefeltro, 1422-1482) u werosor cuHa I'Bugobanpa, mpunucan Jycrycy ns ana (Justus van
Ghent) u Ilenpy bepyrerey (Pedro Berruguete), Hacrao nsmeby 1476. u 1480. rofuHe, mpumep je pe-
[IPE3eHTATUBHOT JPXKaBHUYIKOT IIOPTPETa Ha KOMeE je Ipe/cTaB/beH JIETMTUMHI CTaTyC OBOT BOj-
HIKa KOjU je 0CBOjIO HajBUIlIe BOjHE U Ip>KaBHe II0YacTy CBOT BpeMeHa. OH, Y UCTU Max, IIpefCcTa-
B/ba JIETUTVIMUTET HETOBOT jeAMHOT HaCAefHMKa, cuHa [Bugobanaa, koju he mocraru ypouHcku
BOjBOJia 1482. U BIIafiaTi IO CBOje cMpTH 1508. roguue. OBa c1mKa je 61a mpeaMeT uKoHorpad-
CKVIX aHAJIM3a U YeCTO je TyMadeHa y KOHTEKCTY cTyAuorna Bojsose Penepuka na Monredentpa y
FberOBOj Ia/IaTn y YpOUHY, Kao IIpeficTaBa XapMOHIYHOT OffHOCA 13Mel)y aKTVBHOT ¥ KOHTEMITIATHBHOT

59



ANGELINA R. MILOSAVLJEVIC

xuBora. Hayunuru ce, Takobe, craxy fa je Ha CIMIM IpeACTaB/beH pernepToap cuMOo0Ia Koju ce
Be3Yjy 3a BOjBOJMHE [TOYACT): PUIIAJIHOCT BUTEIIKMUM pefoBruMa Xepmennna u [logsesune, craTyc
reHepasa IalicKe BOjCKe, ¥ BOjBOfICKA TUTy/a. CBe MX je IPUMMO 1474. TOIMHE, VI OHM TIPefiCTa-
B/bajy BPXYHAlLl leIOBMX JIMYHUX U IP>KaBHUYKIX CTpeM/berba 1 octurnyha. Vmnak, nocroju jenan
MKOHOTpadCKM IeTasb — Kalla Koja je Ofj/To)KeHa Ha CTaJlaK 3a YlTambe, N3HaJ I/laBe Major [Bupo-
6anma — Koja je 4eCTO M30CTaB/baHa U3 MKOHOTPaCKUX aHAIN3a, UIN je, IO HallleM MUIUbEY,
HOTPELTHO TyMadeHa Kao IOKJIOH Koju je 1472. ronuHe Penepuko ga MoHTedentpo nobno ox mep-
CMjCKOT ILIaxa, MPUIMKOM II0CeTe HheroBux aMbacagopa Ypbuny. Bepyjemo na ce, 3ampaso, pagu
0 BOjBOJICKOj KaIlu Kojy je ®emepuko [o610 IPUINKOM CBOje MHBECTUTYPeE Kao BOjBOLE, 1474, KOjy
je omncao beprapawao bangu (Bernardino Baldi), ypbuacku Teonor n HaydHMK, Koji je, mumryhn
DepepukoBy 6uorpadujy 1601. roguHe, 60paBuo y ypOMHCKOM P>KaBHOM apXUBY, IZl€ je HalIIao
Ha 3BaHIYHeE OITCe IIePeMOHNja 13 1474. TOJMHE U Koje je TIpeHeo y BOjBofuHy 6uorpadujy. bangn
je ommcao CMYHY KaIly ca yumiMa u KuhaHkama Kojy je Kao HOBOIIPOIJIAllIeH) BOjBOfA KOjU je CTe-
Kao HaCTeHY TUTYIY, JOONO 3ajellHO ca CKUNTpoM. Vaxko je Banjgy Huje geTa/bHO OMMCa0, BepyjeMo
Za ce pazy Oall 0 OHOj KOja je HACAMKAaHA Ha [JBOJHOM BOjBOfICKOM HopTpety. Takobhe, mpumehyjemo
na Gemepuxo fa MoHTedenTpo Ha 0BOj C/IMIIM HOCK BUTEIIKA 3HaMema U ofehy, a ma I'Bupgobanno
HOCH BOjBOJICKY Xa/bJHY U 3HaMele BOjBOACKe TUTYIe. TuMe ce fogatHo noTBphyje, Bepyjemo,
IP>KaBHUYKY U MIONIMTUYIKO-IIPONIATaH/[HHA, a/li ¥ JOKYMEHTApHM KapaKTep OBe CIMKe.

Kipyune peun: ®epepuko na Moutedentpo, sojuu noprper Pepnepuka na Monredenrpa u
IETOBOT CHA ['BUobanyia, nkoHorpaduja, cMMOOIM MOMUTIYKe MOhM, BOjBOCKA Kalla.
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