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In the fall of 1887 Vilmos Zsolnay, the owner of a 
Hungarian porcelain factory already enjoying Euro-
pean renown,1 sent his son Miklós on a journey to the 
Middle East. Making purchases in the towns he visited 
along the way, Miklós Zsolnay assembled a collection of 
170 wall tiles, which he dispatched to his native town of 
Pécs, in southwest Hungary. While on his expedition, 
Miklós Zsolnay kept a diary in German, also writing 
letters—similarly in German—to his family back home. 
On the basis of this documentary material it is possible 
to trace the itinerary he followed and identify the places 
in which he made his acquisitions. The letters tell us 
that he reached Istanbul on October 24, 1887. Then, 
in early November, he made a brief, two-day excursion 
to Bursa. Leaving the Turkish capital towards the end 
of that month, he proceeded—by way of Izmir, Lar-
naka, Beirut, Baalbek, Damascus, Jerusalem, Jaffa, and 
Port Said—to Cairo, where he arrived on December 
19, 1887. After spending almost a month in Egypt, he 
set out for home. On the return leg of his journey he 
took in both Athens and Rome, arriving in Hungary 
in February 1888.2 The collection that took shape as a 
result of Miklós Zsolnay’s tour was just one amassment 
of Ottoman tiles to reach Western Europe during the 
second half of the nineteenth century. We may justly 
ask who or what prompted Vilmos Zsolnay to send 
his son collecting in the East, and why someone from 
Hungary, a country that had belonged to the Ottoman 
Empire for 150 years, should go looking for Ottoman 
ceramics there. As we shall see, the answers to these 
questions shed light on the nature of the Ottoman oc-
cupation of Hungary, as well as on the milieu in which 
the Hungarian intelligentsia lived and worked during 
the second half of the nineteenth century.

VILMOS ZSOLNAY AND THE 1873 VIENNA 
WORLD EXHIBITION: THE ROLE OF THE 

VIENNA CONNECTION

Beginning in the late 1870s—some ten years before 
Miklós Zsolnay’s expedition—an interest in Islamic art 
was discernible in the output of the Zsolnay Factory. 
Vilmos Zsolnay’s plans for the future—and perhaps his 
entire world-view—were influenced fundamentally by 
the 1873 Vienna World Exhibition, at which his own 
work met with success.3 This show represented a turn-
ing point in research into Islamic art in that it directed 
attention to Ottoman art. It was at this exhibition that 
Vilmos Zsolnay encountered the major ceramics fash-
ions of the age; one was the copying in Europe of 
ornamental ceramics regarded as Persian and called 
“Rhodes,” although in fact these were Iznik products 
from the heyday of the workshops there. The firms of 
Theodore Deck, Villeroy and Boch, Collinot and De 
Beaumont, and Colin Minton all exhibited such pieces 
at the Vienna World Exhibition of 1873.4 It may have 
been his experiences at this show that prompted Vilmos 
Zsolnay to send his daughters Júlia and Teréz to the 
Österreichisches Museum für Kunst und Industrie in the 
Hapsburg capital, where they were to seek inspiration 
for their design work in advance of the Paris World 
Exhibition scheduled for 1878. Also, for the circles in 
which the Zsolnay family moved, adopting the fashion 
trends in Western Europe and keeping up with con-
temporary European design were very much the norm. 
Vilmos Zsolnay had close ties with Ferenc Pulszky, the 
director-general of the Hungarian National Museum, 
as well as with the archeologist József Hampel, one of 
the best researchers at that institution. The year 1874 
witnessed the production by the Zsolnay concern of 
the “Museum Series” of vessels, the originals for which 
were ceramic works borrowed from the collections at 
the Hungarian National Museum.5 Ferenc Pulszky seems 
to have played a role in drawing Zsolnay’s attention to 
Islamic art. Certainly, he and his family made a number 
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of tours to the Middle East, Turkey, and Greece dur-
ing the 1870s. Pulszky even brought home Iznik wall 
tiles that later passed into the collections of Budapest’s 
Museum of Applied Arts, in whose founding he himself 
played no small part.6

The research conducted by the Zsolnay sisters in Vi-
enna was made highly fruitful by the friendship they 
formed there with the art historian Jakob von Falke, 
the deputy director of the Österreichisches Museum 
für Kunst und Industrie (also known as the Kunst und 
Industrie Museum). According to Teréz Zsolnay’s en-
thusiastic recollections, it was at Von Falke’s sugges-
tion that the two girls studied the collections at the 
museum. At their request, Vilmos Zsolnay purchased 
for his library a selection of the latest and most fash-
ionable books in the field, works by Léon Parvillée and 
Prisse d’Avennes, and there the Zsolnay sisters stud-
ied periodicals that strongly influenced the direction 
their design work would later follow.7 At this time—be-
tween 1877 and 1878—their work began to exhibit the 

influence of Islamic—or, more precisely, Ottoman—
art, which they themselves thought to be Persian. Of 
the stylistic trends discernible in Ottoman art, it was 
primarily the so-called quatre-fleurs style that captured 
the girls’ imagination. The link between the Iznik ves-
sels featured in the pages of the journals L’art pour 

tous and Kunst und Gewerbe and the decorative designs 
made by Júlia and Teréz between 1878 and 1879 is 
plain to see.8 As regards the stock of motifs, some of 
the sisters’ designs show embellishments that were in 
effect taken over from these Iznik vessels. At the same 
time, however, use of technical solutions entirely alien 
to Iznik ceramics—for example, so-called gold brocade 
grounds or iron grounds—led to the vessels’ appear-
ing to be of a completely new kind.9 In other cases Ot-
toman patterns underwent significant alteration while 
at the same time remaining recognizable.10 In these 
latter patterns, elements taken from the Ottoman qua-

tre-fleurs style are frequently blended with flower mo-
tifs found on Hungarian folk embroideries (fig. 1). It 

Fig. 1. Plate, 1880–82, designed by Teréz Zsolnay. Mark on the pattern: “Z. T. 1880.” Janus Pannonius Museum, Pécs.
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is clear that the Zsolnay sisters, too, perceived the sim-
ilarity between the quatre fleurs favored in Ottoman art 
and the flowers favored in Hungarian folk art. As will 
become clear below, in Vilmos Zsolnay’s time the vast 
amount of Turkish embroidery held in Hungarian ec-
clesiastical collections since the late seventeenth and 
early eighteenth centuries was still unknown. Moreover, 
seventeenth-century Hungarian aristocratic embroidery, 
which itself featured Turkish motifs, was not in gen-
eral circulation: in all likelihood the Zsolnay girls had 
never seen any of it. What they had seen was the nine-
teenth-century folk embroidery from peasant families 
in Baranya, which they had collected and displayed at 
an exhibition in 1880.11 We must assume that they in-
stinctively sensed something that no one of their day 
yet knew consciously—namely, that there was a connec-
tion between Hungarian folk art and the “Persian” mo-
tifs they had copied.12 In the work of Júlia and Teréz 
Zsolnay a close link to Iznik examples can be dated to 
the period of 1878 to 1881.

From the mid-1880s onwards the manufacture of ar-
chitectural ceramics acquired an ever more important 
role in the work of the Zsolnay factory. Orders came in 

from all over Hungary, and subsequently from Vienna 
and elsewhere in the empire.13 In 1886 the firm won 
an order to make tiling for the interior of an Oriental-
style thermal spa to be built at Trencsénteplic (today 
Trenõianske Teplice, Slovakia). The work was to be 
executed from designs by the Austrian architect Franz 
Schmoranz, according to his instructions.14

Probably it was his friendship with Viennese art his-
torians that led Vilmos Zsolnay to Franz Schmoranz,15

who was in contact with Jakob von Falke. Schmoranz 
had designed the so-called Khedive Pavilion, a group 
of Egyptian-style buildings, for the Vienna World Exhi-
bition of 1873. Prior to this he had undertaken an ex-
tended tour of the Middle East, taking in Egypt, Pal-
estine, Syria, and Anatolia. Subsequently, in 1874, he 
had settled in Vienna as an independent architect. 
Among his more important solo works is his restora-
tion in 1876 of the 1543 mausoleum of Gül Baba in 
Buda.16 The tile designs that he made in 1886 for the 
interior of the Trencsénteplic facility are to be found 
in the Zsolnay Factory archives, now held by the Janus 
Pannonius Museum in Pécs (fig. 2).17 Especially inter-
esting is a pattern that may have been inspired by the 

Fig. 2. Design by Franz Schmoranz of a tile for the spa at Trencsénteplic. Marked “Schmoranz 1886.” Janus Pannonius Museum, 
Pécs.
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Iznik wall tiles on the mosque of Ibrahim Aga in Cairo, 
which was renovated in 1652 (fig. 3).18 The plans for 
the spa at Trencsénteplic, including Schmoranz’s tile de-
signs, were fully executed (figs. 4–5). Through the me-
diation of Cairo, then, seventeenth-century tile patterns 
from Iznik workshops were revived in the nineteenth 
century, in what was then Upper Hungary. It should 
be mentioned, however, that no single tile or group of 
tiles that could have served in any prototype capacity 
in connection with Trencsénteplic can be found in the 
Zsolnay bequest. Nor, according to the documentation, 

was such a tile or tiles ever to be found there. Because 
of this, we cannot know what served as the definitive 
examples copied by Zsolnay at the time of the 1886 
glaze experiments mentioned in his reminiscences.19

This much is sure: at the time of Miklós Zsolnay’s jour-
ney, work was already under way on the Trencséntep-
lic order. In a letter from Jaffa dated December 15, 
1887, Miklós asked whether the tile consignment had 
yet been sent off in its entirety. It is beyond doubt that 
the wall tiles purchased during the first stage of the 
trip—he had acquired substantial numbers in Istanbul 
and Damascus—did not accompany him to Egypt but 
were sent home from various places along the way for 
use on their arrival in Hungary.

The correspondence shows that during the trip Miklós 
Zsolnay and Franz Schmoranz maintained contact with 
each other. Of special interest is a letter sent from Istan-
bul on October 31, 1887, in which there are numerous 
references to Schmoranz. In this letter Miklós Zsolnay 
tells his father of a letter Schmoranz had written to him 
and of his reply to it. It would appear that an opportu-
nity had arisen for additional business cooperation be-
tween Schmoranz and the ceramicist family, although 
in the letter Miklós regards the proposal from the ar-
chitect brothers as expensive. Unfortunately, the let-
ter gives no details as to the business in question. Men-
tion is made of Schmoranz’s brother, who—as Miklós 
knew—was working for the Lobmeyr glass concern in 
Vienna. Later Miklós writes that he has sketched cop-
ies of tiles in the mosque of Rüstem Pasha, and that 
he will very soon send the drawings, made on tracing 
paper, to his sister Júlia. He then adds that he will pur-
chase original tiles, so that the family can break free 
of Schmoranz. In the very same letter we find Miklós 
Zsolnay making plans for his journey to Bursa, which, 
the references suggest, was Schmoranz’s idea.20

THE TILE COLLECTION: PROFILE AND ORIGINS

Analysis of Miklós Zsolnay’s collection confirms the 
belief that European collectors during the second 
half of the nineteenth century drew mostly on the 
same sources, perhaps finding their way to the fabric 
of the same buildings. On the basis of Zsolnay’s let-
ters, it is clear that in the late 1880s wall tiles from 
the second half of the sixteenth century could be 
purchased in the Istanbul bazaar. A number of let-
ters even tell of acquisitions there.21 In all probability 
it was in the bazaar that Miklós Zsolnay came by the 
tiles in his collection embellished in bole red and 

Fig. 3. Design by Franz Schmoranz. Marked “No. 914.1886.” 
Janus Pannonius Museum, Pécs.
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Fig. 4. The Trencsénteplic spa, designed by Franz Schmoranz, as it appeared shortly after 1910. (Photo: Photography Archive 
of the Hungarian National Museum)

Fig. 5. The central hall of the spa at Trencsénteplic as it appeared in the early 1890s. (Photo: Photography Archive of the Hun-
garian National Museum)
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dateable to the classic period of the Iznik workshops 
(fig. 6). The four such tiles in the collection today are 
in near-perfect condition. Almost certainly, the bazaar 
would have been the source of these tiles, dateable to 
1570–80, and probably of some of the broken ones as 
well. Another source of the tiles of this type may have 
been the mosque of Sultan Ahmet, although the letter 
in question speaks of fragments only. The very same 
letter reveals that the thirteenth-century Kashan luster 
tiles in the collection were similarly acquired in the 
bazaar.22 In addition to the mosque of Sultan Ahmet, 
the Yeni Valide mosque figures in the letters as a source 
for the Istanbul acquisitions.23 On the basis of stylistic 
analysis, however, tiles could have originated from other 
buildings as well. The stock of motifs employed indicates 
that a number of them perhaps came from the Topkapæ 
Sarayæ (fig. 7); one tile resembles examples from the 
mausoleum of Sultan Selim II.24 Again, the tiles from 
these last two sites could only have been bought in the 
bazaar. During the remaining part of the trip, the most 

important destinations for purchases were Damascus and 
Jerusalem. The itemization of a large purchase made in 
Damascus on December 6, 1887, appears in the travel 
diary rather than in the correspondence. Besides many 
other artifacts, Miklós Zsolnay purchased 105 wall tiles 
in the city, the great majority of which were Damascus 
products from the sixteenth and seventeenth centuries 
(fig. 8), but there was also a sixteen-piece set of tiles 
from the fifteenth century (fig. 9). Several tiles in this 
set bear a close resemblance to tiles on the mausoleum 
of the high-ranking Mamluk official Gars al-Din Khalil 
al-Tawrizi, who died in 1420.25

Miklós Zsolnay’s abovementioned letter from Jaffa 
gives an account of his acquisitions in Jerusalem. Accord-
ing to this spirited account, he managed to buy a few 
old tiles from the guards at the Dome of the Rock.26

In one sense the makeup of the collection seems 
somewhat haphazard; in fact, Miklós Zsolnay simply pur-
chased what he could get. The number of tiles that can 
be fitted together or arranged in matching panels is 

Fig. 6. Wall tile, Iznik, ca. 1580. Janus Pannonius Museum, Pécs.
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extremely small. More than once he bought tiles that 
belonged to a single set but did not fit together. Such 
an approach is difficult to understand, since it means 
that he attached no practical value to whole sets. Multi-
ple tiles of the same type conveyed no additional tech-
nical information, and when they did not match they 
offered no help in reconstructing the motifs of whole 
panels. The number of tile fragments a few centime-
ters long is relatively large.

OTTOMAN ARCHITECTURAL MONUMENTS IN 
LATE-NINETEENTH-CENTURY HUNGARY

The Zsolnay family lived in Pécs, a Hungarian town that 
had been under continuous Ottoman rule from 1543 
until 1686. Pécs and its immediate environs—Baranya 
county—featured the largest number of surviving Otto-
man Turkish architectural monuments in the country. 
In the late 1870s—at the time when designers at the 
Zsolnay factory were turning their attention to examples 

Fig. 7. Wall tile, Iznik, ca. 1530. Janus Pannonius Museum, 
Pécs.

Fig. 8. Wall tile, Damascus, late sixteenth century. Janus Pan-
nonius Museum, Pécs.

Fig. 9. Wall tile, Damascus, 1400–50. Janus Pannonius Museum, 
Pécs.
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of Islamic art—the Turkish buildings that were still 
standing were afforded treatment very different from 
that advocated in the twentieth century. Although 
in most cases the age and origins of these buildings 
were known, their restoration was not considered a 
priority.27

 In Vilmos Zsolnay’s time the former mosque of Gazi 
Kassim Pasha in Pécs was the Roman Catholic parish 
church of the town. A few minutes’ walk from it was 
the former Yakovali Hasan mosque; in the late nine-
teenth century it was a Roman Catholic chapel con-
secrated to St. John. Similarly intact over the centu-
ries was the mausoleum of Idris Baba; this had earlier 
served as a gunpowder magazine before becoming St. 
Roch’s Chapel. Just a few kilometers from Pécs lay the 
towns of Szigetvár and Siklós: there were two Ottoman 
mosques in the former and just one in the latter. (All 
three buildings survive to this day.) In Szigetvár the for-
mer Süleyman mosque, situated in the castle, was used 
as a granary, while the Ali Pasha mosque, in the town 
itself, served as the Roman Catholic parish church. The 
mosque of Malkoç Bey in Siklós stood in the courtyard 
of a restaurant and was used as a dwelling.28 Architec-
tural monuments from Ottoman times were therefore 
visibly part of the environment, yet at the same time 
their nature was somewhat obscured, since their func-
tion was adapted to contemporary purposes.29

 It seems unlikely that the interest of Vilmos Zsolnay 
the ceramicist in the architectural heritage of Islamic 
art could have been inspired by buildings dating from 
the Ottoman period. This was not simply on account 
of changes in the function of these buildings and sub-
stantial alterations to their fabric; it was also because 
they had probably never been embellished with wall 
tiles. In any event, by the second half of the nineteenth 
century Ottoman structures in Hungary exhibited no 
trace whatsoever of any wall tiles.30 In his more imme-
diate geographical environment Vilmos Zsolnay would 
not have come across wall tiles of Turkish origin.

ARTIFACTS OF OTTOMAN ORIGIN 
IN LATE-NINETEENTH-CENTURY HUNGARY

What has been said above about architecture applies 
in a certain sense to artifacts as well. Works of Otto-
man art were indeed present in Hungary, albeit not 
obviously. They existed but were mostly secreted away 
in private collections, with the result that researchers 
did not study them. Insofar as these artifacts had mean-
ing, it was not primarily as products of Ottoman art, 

but rather as integral parts of Hungarian history—for 
example, as mementos of battles or material illustrations 
of everyday life. A typical manifestation of this approach 
was the Historical Exhibition of 1886—actually the first 
exhibition dealing with Hungarian history—put on to 
commemorate the recapture of Buda Castle from the 
Ottomans two hundred years earlier.31 Exhibited in the 
section entitled “Arms and Military Equipment” were 
many high-quality Ottoman weapons, saddles, and har-
ness sets, the great majority dating back to the second 
half of the seventeenth century. The “Fabrics” section 
featured little other than twelve seventeenth-century 
Ottoman carpets from Transylvania, borrowed from 
Budapest’s Museum of Applied Arts (then called the 
National Hungarian Museum of Applied Arts), which 
had been formed in 1874.32 In the section entitled “Jew-
elry and Utility Objects” a few unearthed artifacts from 
the era of the Turkish occupation were displayed; this 
was the first time excavated Turkish objects had been 
exhibited. But no Iznik or Kütahya faience was shown, 
nor Ottoman ornamental ceramics of any type. We learn 
from the introduction to the exhibition catalogue that 
nationwide collecting preceded the exhibition. Artifacts 
were loaned not only by the Hungarian National 
Museum, the Imperial and Royal Arsenal in Vienna, 
the National Hungarian Museum of Applied Arts, and 
the Royal Hungarian University Library in Budapest, but 
also by many private collectors. From the standpoint 
of Ottoman Turkish artifacts, the material from Prince 
Pál Esterházy’s treasury at Fraknó (today Forchtenau, in 
Austria) proved to be the most important. Part of the 
value of the exhibition as a contribution to Ottoman 
studies was that it presented—to the general public and 
academic specialists alike—Ottoman artifacts hitherto 
inaccessible to them. Nevertheless, the true quantity 
and quality of the material held in Hungary emerged 
only later, at the Millennial Exhibition of 1896.33 This 
event featured not only artifacts belonging to Prince 
Pál Esterházy, but also those held by Count Batthyány-
Strattmann, the owner of another very noteworthy Otto-
man collection.34 These two major exhibitions together 
revealed the nature of the Ottoman artifacts surviving 
in Hungarian aristocratic collections, which at that time 
were still almost fully intact.35 A distinct picture takes 
shape in the light of the two exhibition catalogues, 
the surviving inventories and probate lists relating to 
aristocratic collections, and the material currently held 
by museums. When it came to Turkish material, Hun-
garian aristocrats collected primarily weapons, harness 
sets, horse-blankets, saddlecloths, and saddles. Their 
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collections and those amassed by other nobles featured 
Turkish artifacts acquired in the sixteenth and seven-
teenth centuries (mainly the latter) through personal 
or commercial links. This material was supplemented by 
war booty acquired during military campaigns, especially 
in the wars of reconquest during the late seventeenth 
and early eighteenth centuries. Analysis of the contents 
of these collections reveals that the Hungarian nobil-
ity neither used nor collected Iznik ceramics. In their 
households, finer faience ware meant so-called Haban 
faience.36 Products of Iznik ceramics workshops did of 
course appear in the Hungarian territories during the 
second half of the sixteenth century, but their use can 
be linked exclusively to settlements in which Turkish 
military garrisons were stationed and to places where 
Turkish civilian populations lived next to such garrisons. 
Iznik faience is to be discovered buried mainly in the 
castles along the Danube waterway, for example, those in 
Buda and Visegrád. During the late nineteenth century 
researchers were still unaware of this fact; excavations 
brought to light a significant quantity of Iznik ware only 
during the second half of the twentieth century, when 
archeological research into the period of the Turkish 
occupation in Hungary was established.37 With regard 
to the use of this ware, important differences can be 
discerned between local Hungarian populations and 
the occupying Turks. Hungarian peasants did not 
adopt Turkish-type tableware, which differed from their 
own. In any event, for these peasants Iznik faience was 
a luxury that was completely out of reach.

Like the aristocratic collections, the ecclesiastical col-
lections were, in Zsolnay’s time, inaccessible and unre-
searched. In the 1880s József Huszka began surveying 
Turkish fabrics in the collections held by the Roman 
Catholic Church, but his findings were published only 
in part.38 Not until 1934, when the National Calvinist 
Exhibition was staged in Budapest, was attention called 
to Turkish embroideries (most of them from the late 
seventeenth or early eighteenth century) in the ecclesi-
astical collections, primarily those held by the Calvinist 
Church.39 The first scholarly work on the subject came 
out in 1940. Its author, Gertrud Palotay, expressed the 
view—still accepted by specialist opinion today—that 
there was a practical reason for the large numbers of 
Turkish and Turkish-like embroideries in Hungary’s 
Calvinist churches. “The shape, fabric, color, etc. of 
the Catholic Church’s textile accessories were governed 
by the constraints of tradition. By contrast, in Calvin-
ist churches Communion cloths, chalice cloths, and 
cloths used to cover the Communion bread were not 
required to differ in any way whatever from concur-

rent works of similar type intended for secular use. For 
this very reason, the cloths belonging to the Protestant 
churches give a faithful picture of the secular textile art 
of their time.”40 In the late seventeenth and early eigh-
teenth centuries, Protestant churches were inundated 
with Turkish embroideries;41 in all probability this was 
the branch of Ottoman art that reached the broadest 
social spectrum in Hungary. The close connection be-
tween Turkish embroideries and seventeenth- and eigh-
teenth-century Hungarian embroideries, along with the 
marked similarity of the motifs they employed, are es-
tablished fact (figs. 10, 11). Of the constituents of the 
quatre-fleurs style associated with the name Kara Memi, 
the tulip and the carnation acquired an emphatic role 
in Hungarian embroideries. The pomegranate motif—
similarly present in Ottoman art although less “popu-
lar”—was also employed. This dominant threesome was 
augmented by the rosette, as well as by the leaf with a 
pointed tip and jagged edges. This last-mentioned motif 
was a late echo of the s¸z style, which was Persian in 
origin. Perhaps it is not gratuitous to assume that Turk-
ish embroideries served as direct links between differ-
ent branches of art. Their featured motifs may have 
been used in Hungarian folk art on many kinds of ar-
tifacts besides embroideries; this is also true for other 
stylistic trends evolved in the nakka×hane at the Otto-
man capital. In this way the quatre-fleurs style that flour-
ished at Topkapæ Sarayæ in the sixteenth century may 
have reached Zsolnay factory products by twin routes 
in the late nineteenth century (naturally without the 
Zsolnay sisters’ awareness): partly through nineteenth-
century West European borrowings, and partly through 
Ottoman influences in Hungarian folk art.

SUMMARY

Vilmos Zsolnay’s interest in an art he considered to 
be Persian (although it was in fact Ottoman) was led 
by contemporary European trends. In Zsolnay’s time 
concentrations of Ottoman art from the era of the Turk-
ish occupation and from the wars of reconquest in the 
late seventeenth century were still almost fully intact in 
Hungarian aristocratic collections, and Ottoman-related 
material featured in the ecclesiastical collections across 
Historical Hungary. These artifacts were “concealed,” 
however, and attracted the attention of researchers only 
decades later. It was therefore understandable that, for 
design work utilizing Oriental motifs, Vilmos Zsolnay 
should seek source material in places where the original 
artifacts were made: Turkey, Syria, and Egypt.
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Fig. 10. Bed sheet (detail), Transylvania or Upper Hungary, late seventeenth century. Museum of Applied Arts, Budapest.

Fig. 11. Fragment of a bed sheet, Transylvania, late seventeenth century. Museum of Applied Arts, Budapest.
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 Behind Miklós Zsolnay’s journey was his connec-
tion with Franz Schmoranz and the tile order for the 
Trencsénteplic spa. Despite hopes, the Zsolnay Factory 
received no more such orders. Miklós Zsolnay’s assort-
ment of tiles, originally a business purchase intended to 
supplement the stock of motifs and broaden the tech-
nical expertise of the firm, in time became a museum 
collection—many decades after his visit to the East.

Hungarian National Museum

Budapest

NOTES

1.    The history of the family and the business is well known. The 
factory was founded in the city of Pécs (in southwestern Hun-
gary) in 1853. The heyday of the enterprise is associated with 
Vilmos Zsolnay, who took over its operation in 1865. For the 
latest treatment of the history of the factory, complete with 
references to the more important specialist literature, see Éva 
Hárs, Zsolnay, Pécs (Budapest, 1986). 

2.    Ibolya Gerelyes and Orsolya Kovács, An Unknown Orientalist: The 

Eastern Ceramics Collection of Miklós Zsolnay (Pécs and Budapest, 
1999), pp. 15–21. The collection of wall tiles was first exhib-
ited in 1928 in the museum operated by the Zsolnay Factory. 
See Zsolnay Vilmos, 1828–1928 (Pécsett [Pécs], 1928). In 1948, 
following World War II, the factory was nationalized. The fam-
ily papers and the collections in the factory museum—includ-
ing the tile collection—were then transferred to their present 
place of preservation, the Janus Pannonius Museum in Pécs. 
In Cairo Miklós Zsolnay had purchased a four-thousand-piece 
collection of Fustat ceramics; this was likewise deposited with 
the Janus Pannonius Museum when the factory was national-
ized. For the Fustat collection in more detail, see Gerelyes and 
Kovács, An Unknown Orientalist, pp. 31–36, and Ibolya Gere-
lyes, “Miklós Zsolnay’s Ceramics Collection from Fustat,” Acta 

Archaeologica Academiae Scientiarum Hungariae 52 (2001): 319–
52. The author and Orsolya Kovács would like to thank the 
Max van Berchem Foundation for supporting this research for 
a number of years, beginning in 1997.  

3.    Vilmos Zsolnay was awarded the Order of Francis Joseph, Sec-
ond Class. See Hárs, Zsolnay, p. 33.

4.    For the ceramics firms showing at the 1873 Vienna World 
Exhibition, see Emil Teirich, “Die Thonwaren Industrie,” in 
Officieller Ausstellungs-Bericht (Vienna, 1873), pp. 42–50. Some 
believe that Vilmos Zsolnay established links with Theodore 
Deck even earlier, in the 1860s, when Zsolnay was researching 
the technological aspects of producing luster-glaze ceramics. 
See Imre Katona, Zsolnay Vilmos (Budapest, 1977), p. 146. 

5.    Hárs, Zsolnay, pp. 60–61. The following provides an inter-
esting reference to the mutually helpful professional links 
between the three men: At the National Széchenyi Library in 
Budapest is a copy of Jakob von Falke’s Die Kunstindustrie auf 

der Wiener Weltausstellung 1873 (Vienna, 1873). The book was 
originally the property of the National Library and Museum, 
which subsequently evolved into two separate institutions: 
the National Széchenyi Library and the Hungarian National 
Museum. Stamped on the inside cover is the inscription “Ham-

pel József tulajdona” (“Property of József Hampel”).
6.    The most important source for the life of Ferenc Pulszky is his 

memoir, Életem és korom (My Life and Times), 4 vols. (Buda-
pest, 1882–84). The basis of the collections at the Budapest 
Museum of Applied Arts, founded in 1874, consists of arti-
facts purchased at the Vienna World Exhibition of 1873. 
These purchases were made on the initiative of Ferenc Pul-
szky and through his mediation. In the collection at the Ceram-
ics Department of the Museum of Applied Arts are two Iznik 
tiles described as “Rhodes” work (inv. nos. 1177 and 1185). 
The entry in the accessions book states that Károly Pulszky, son 
of the art historian Ferenc Pulszky, presented the tiles, which 
were from Istanbul’s “Achmed mosque” [sic]. Two other Iznik 
wall tiles (inv. nos. 1178 and 1186) reached the Museum of 
Applied Arts before 1883 from the Department of Antiquities 
at the Hungarian National Museum. Today the provenance of 
the latter two pieces cannot be established. It is highly likely 
that Ferenc Pulszky presented them—along with many other 
artifacts—to the Hungarian National Museum. They are pub-
lished in Ibolya Gerelyes, ed., Süleyman the Magnificent and His 

Age (Budapest, 1994), ills. 132 and 135; the descriptions are 
by Emese Pásztor.  

7.    For the research in Vienna, see Margit Zsolnay, Zsolnay: A gyár 

és a család története 1863–1948 (Zsolnay: A History of the Fac-
tory and the Family) (Budapest, 1974), pp. 66–67. The books 
referred to are Léon Parvillée, Architecture et décoration turques 

au XVe siècle (Paris, 1874), and Prisse d’Avennes, L’art arabe 

d’après les monuments du Kaire (Paris, 1877). Certain periodicals, 
including Kunst und Gewerbe, were to be found in the Zsolnay 
Factory’s collection of patterns. See Gerelyes and Kovács, An 

Unknown Orientalist, p. 68. 
8.    Annette Hagedorn has drawn attention to similarities that in 

some cases amount to copying. See Annette Hagedorn, Auf der 

Suche nach dem neuen Stil (Berlin, 1998), pp. 28–29, 58–59.
9.    Zsolnay kerámia kiállítás (An Exhibition of Zsolnay Ceramics), 

ed. Orsolya Kovács (Pécs, 1999), pp. 20–21, 25. Ornamental 
vessels based on Iznik originals: ornamental dish, 1878–79, inv. 
no. 52.492; goblet, 1878–79, inv. no. 51.1959; ornamental dish 
with a gold brocade ground and decoration based on that of 
an Iznik work, 1878, inv. no. 51.1267; the same but with an 
iron ground, 51.1266.1. 

10.  For example, a vase designed by Júlia Zsolnay in 1878 for the 
Paris World Exhibition; the design was not executed until 
1895–96.

11.  For the exhibition of Baranya folk embroidery, see Zsolnay, 
Zsolnay, pp. 99–100. 

12.  For additional analysis of this issue, see the second part of the 
study.

13.  Hárs, Zsolnay, p. 36.
14.  Zsolnay, Zsolnay, p. 144: Teréz Zsolnay’s recollections from the 

beginning of 1886: “The factory again had to be expanded… 
Two large flat kilns were used to fire the more than 10,000 
forints’ worth of Persian [italics mine] tiles ordered by the Aus-
trian architect Schmorantz [sic] for the Trencsénteplic ther-
mal spa, which is owned by Count d’Hartcourt.” Here she also 
mentions technical problems that emerged: “Father continued 
to devote all his energies to perfecting this rock-hard, frost-
resistant material [pyrogranite] and to enriching the color 
hues of the enamels necessary for the embellishment of the 
Persian-type tiles [italics mine].”

15.  Annette Hagedorn, too, calls attention to the importance of 
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the Zsolnay family’s contacts in Western Europe. See Hage-
dorn, Auf der Suche, p. 63.

16.  For Schmoranz’s work, see Cyriak Bodenstein, Hundert Jahre 

Kunstgeschichte Wiens, 1788–1888 (Vienna, 1888), p. 175.
17.  Orsolya Kovács, Zsolnay kerámia, pp. 59–61.
18.  Ülkü Ü. Bates, “Evolution of Tile Revetments in Ottoman Cairo,” 

in First International Congress on Turkish Tiles and Ceramics (Kü-
tahya, 1986), p. 42, figs. 11–13. The Schmoranz design is no. 
914.1886, inv. no. 61.462.14, marked “Schmoranz 20.1.86.” Pub-
lished in Gerelyes and Kovács, An Unknown Orientalist, p. 73. 

19.  I should like to thank Prof. Doris Behrens-Abouseif for draw-
ing my attention to the Trencsénteplic spa. No tiles featur-
ing in the plans that Schmoranz drew up for the spa are to 
be found in the Zsolnay bequest, although some have been 
acquired by other European collections, for example, a col-
lection in Brussels. See Martine Azarnoush-Maillard, Islamitisch 

Aardewerk 2 (Brussels, 1980), p. 12; the motif system on this 
particular tile appears on many pages in the Prisse d’Avennes 
work mentioned above.

20.  The entire correspondence is to be found in Pécs, in the 
Archives of the Janus Pannonius Museum. The letter men-
tions Gustav Schmoranz; it was he who published his broth-
er’s work Alt-orientalische Glas-Gefässe (Vienna, 1898), which 
appeared after Franz’s death. It is worth quoting Miklós Zsol-
nay’s original text: “...Ich werde nun jeden Tag einige Pausen 
anfertigen, ausserdem bringe ich originale Fliessen eine klei ne 
Collection....und verschiedene Bruckstücke bekommen, so dass 
wir uns ganz gut von Schmoranz emanzipieren können.”

21.  October 28: “Gestern war ich dem ganzen Tag in den grossen 
Bazars die in Stamboul sind. ...ich kaufte auch schon...einige 
Persische Platten, ein sehr schönes Stück türkisches Seiden...und 
verschiedene gebrochene türkische faienzen, doch bin ich noch 
nicht zufrieden mit dem… .” November 21: “Heute fand ich 
im Bazar eine kleine Collection von 8 Stück sehr schöne Flies-
sen.”

22.  November 3: “Gestern fand ich bei einem Perser ein kleines 
Stück der Uralten Mosaiquefaience Ziegel—auch 4 alte mit 
Metall reflux sind schon in meinem Besitz. ...gestern kaufte 
ich vom Imam des Kiosk’s des Sultan Ahmed Djami Bruch-
stücke aus der Mosché.” The tiles, dating from 1570 to 1580, 
have been published: see Gerelyes and Kovács, An Unknown Ori-

entalist, pp. 48–49, and Süleyman the Magnificent, fig. 135. The 
descriptions are by Emese Pásztor. Three of the four Kashan 
tiles purchased in the Istanbul bazaar remain in the collec-
tion.

23.  The Yeni Valide piece may be the same as the one published 
in Gerelyes and Kovács, An Unknown Orientalist, p. 50.

24.  On the basis of published analogies, I think that the fragments 
that reached the Zsolnay collection came primarily from the 
Sünnet Odasæ in the Topkapæ Sarayæ. In the collection there 
are five such fragments, which feature cartouches filled with 
arabesques. One of these may have come from the mauso-
leum of Sultan Selim II. See Nurhan Atasoy and Julian Raby, 
Iznik: The Pottery of Ottoman Turkey (London, 1989), p. 23, fig. 
413. One of the similar pieces is published: see Gerelyes and 
Kovács, An Unknown Orientalist, p. 59.

25.  From his concisely written and barely legible few lines, it 
emerges that Miklós Zsolnay put the tiles into five groups, 
according to price; the largest consisted of seventy-five items. 
Several of the hexagonal tiles from the fifteenth century have 

been published: see Gerelyes and Kovács, An Unknown Orien-

talist, pp. 51–53.
26.  Jaffa, December 15: “Ist Trencsin-Teplitz ganz abgeliefert? In 

Jerusalem hatte ich Gelegenheit einige ganz alte Fliessen vom 
Felsendom von Aufsehern zu kaufen.—Fliessen hab ich eine 
grosse Menge zusammen gekauft.” Four tiles in the collection 
can be identified as being the same as those used in the res-
toration of the Dome of the Rock during the time of Süley-
man I.

27.  By the first half of the nineteenth century, a pronounced interest 
in the Ottoman Turkish architectural monuments on Hungar-
ian soil had already emerged. The earliest work on the subject 
was Hammer Purgstall’s Geschichte des Osmanischen Reiches (Pest, 
1834). It was Purgstall who called attention to the inscriptions 
on the mosque of Sultan Süleyman at Szigetvár. See “Sziget-
vári arab, török és perzsa feliratok” (Arab, Turkish, and Per-
sian Inscriptions at Szigetvár), Akadémiai Értesító́ (1844). From 
the mid-1850s onwards the Sunday newspaper Vasárnapi Újság

dealt continuously with well-known Turkish buildings. Even 
today the sketches it published serve as source material for 
the condition of Hungary’s Ottoman monuments in the nine-
teenth century. For a list of measurements and sketches avail-
able in the early twentieth century, but based on work under-
taken in the nineteenth, see Baron Gyula Forster’s Magyarország 

mú́emlékei, 5 vols. (Budapest, 1905). Much of the manuscript 
material for this work was destroyed in the course of the twen-
tieth century.

28.  For architectural descriptions of the buildings listed along 
with a bibiliography of the literature in Hungarian relating 
to them see Gyó́zó́ Geró́, Az oszmán-török építészet Magyarországon 

(Dzsámik, türbék, fürdó́k) (Ottoman-Turkish Architecture in Hun-
gary [Mosques, Mausoleums, and Baths]) (Budapest, 1980), 
pp. 44–57, 59–66, 80.

29.  It was many decades before scholarship began to see Turk-
ish monuments in a different way. A real change in attitude 
came only in the twentieth century, when the original condi-
tion and function of buildings became important subjects of 
study.

30.  According to present knowledge, the inner spaces of the 
Turkish buildings in Hungary were embellished using paint. 
Cf. Gyó́zó́ Geró́, “A török falfestészet magyarországi emlékei” 
(Relics of Turkish Wall Painting in Hungary), in Entz Géza 

nyolcvanadik születésnapjára (Festschrift for Géza Entz on His 
Eightieth Birthday) (Budapest, 1993), pp. 43–54. There are, 
however, data to the contrary. In the case of the Yakovali 
Hasan mosque in Pécs, there is a possibility that the “glazed 
bricks” mentioned in a contemporary description might have 
been wall tiles. The relevant drawing, made in 1861 and still 
available in 1905, is today lost. Cf. Forster, Magyarország, vol. 
2, pp. 141–42. Another question altogether is whether these 
glazed bricks were still to be seen in Zsolnay’s time. Similarly 
unclear is what exactly was removed during large-scale recon-
struction work conducted in the eighteenth century. Even in 
the nineteenth century researchers were unable to clarify these 
issues.

31.  Béla Majláth, A történelmi kiállítás kalauza (Guide to the Histor-
ical Exhibition) (Budapest, 1886). 

32.  Majláth, Történelmi, pp. 259–61. In accordance with the ap proach 
of the age, these, too, were described as Persian artifacts: “Ori-
ental fabric. Persian handwoven prayer-rug.” This was the first 
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occasion of Ottoman Turkish carpets from Hungarian—pri-
marily Transylvanian—collections being exhibited. In this very 
year, 1886, an exhibition presenting the collection of Arnold 
Ipolyi, bishop of Nagyvárad, was staged at the Museum of 
Applied Arts in Budapest. In this show there were twenty-four 
carpets, of which eighteen were Turkish and five Persian. See 
Ferenc Batári, Oszmán-török szó́nyegek (Ottoman Turkish Car-
pets) (Budapest and Keszthely, 1994), p. 32.

33.  János Szendrei, Magyar hadtörténelmi emlékek az ezredéves kiállí-

táson (Relics of Hungarian Military History at the Millennial 
Exhibition) (Budapest, 1896).

34.  Szendrei, Magyar hadtörténelmi, pp. 408–14, 447–48, 545–50, 
570–74, 600–605.

35.  The contents of these collections were dispersed during the 
twentieth century, primarily as a result of the two World Wars, 
and were in part destroyed. With regard to the artifacts of Otto-
man origin, the destruction of the Batthyány collection at Kör-
mend during World War II was especially painful. A significant 
part of the Esterházy family’s collection at Fraknó passed to 
the Museum of Applied Arts in Budapest even before World 
War I. The processing of this material is still going on. For the 
history of the collection, see Imre Katona, “A fraknói kincs-
tár 1725-ös leltára” (The 1725 Inventory of the Fraknó Trea-
sury), Mú́vészettörténeti Értesító́ 29 (1980): 131–47. Fortunately 
some of the Ottoman Turkish artifacts held by other aristo-
cratic and noble families also passed to museum collections. 
By the beginning of the nineteenth century Count Ferenc Szé-
chényi, the founder of the Hungarian National Museum, had 
already amassed a considerable number of artifacts. Széchényi 
and his near-contemporary, Count Miklós Jankovich, both pre-
sented their collections to the National Museum. Data relat-
ing to the Turkish artifacts in the Széchényi benefaction are 
preserved in the Hungarian National Museum’s first printed 
inventory book (in Latin): Cimeliotheca Musei Nationalis Hungar-

ici (Buda, 1825). With regard to Miklós Jankovich’s collecting, 
our most important source consists of four handwritten, Latin-
language inventory books, as well as correspondence relating 
to purchases. See Hedvig Belitska-Scholz, “Jankovich Miklós, 
a gyú́ jtó́ és mecénás (1772–1846)” (Miklós Jankovich, Collec-

tor and Patron of the Arts [1772–1846]), in Mú́vészettörténeti 

Füzetek 17 (Budapest, 1985). 
36.  For Turkish weapons in Hungarian aristocratic ownership in 

the seventeenth century, see Ibolya Gerelyes, “The Influence 
of Ottoman-Turkish Art in Hungary: 1. The Spread and Use 
of Turkish Ornamental Weapons on the Basis of the 16th- 
and 17th-Century Hungarian Probate Inventories,” Acta His-

toriae Artium Hung. 35 (1990–92): 181–91. For the spread of 
Haban ceramics in Hungary, see Béla Krisztinkovich, Haban 

Pottery (Budapest, 1962). 
37.  Gyó́zó́ Geró́, “Türkische Keramik in Ungarn: Einheimische 

und Importierte Waren,” in Fifth International Congress of Turk-

ish Art (Budapest, 1978), pp. 347–62. Probate inventories of 
the time also attest to the use of Iznik ceramics by Turks living 
on conquered Hungarian territory. The best-known example is 
the estate of Ali Çelebi, who died in Buda in 1587. See Lajos 
Fekete, “Das Heim Ali Çelebi, eines türkischen Defterbeam-
ters in Buda,” Vostoõnie istoõniki po istorii narodov Jugo-Vostoõnoj 

i Centralnoj Evropy 2 (1969): 51–57.
38.  József Huszka, Magyar díszító́ styl (Hungarian Decorative Style) 

(Budapest, 1885), in which he published some of the findings 
of his collecting in Transylvania and Upper Hungary. Ger-
trud Palotay, too, makes reference to Huszka, claiming that 
his books of sketches were preserved at the Ethnographical 
Museum of Budapest. See Palotay, Oszmán-török elemek a ma -

gyar hímzésben = Les éléments turcs-ottomans des broderies hongroises 

(Budapest, 1940), pp. 26–27. 
39.  Palotay, Oszmán-török, p. 26.
40.  Palotay, Oszmán-török, p. 27. Regarding the literature since then, 

mention should be made of the work of Veronika Gervers, 
who persuasively analyzes the influence exercised on Hun-
garian embroideries by their Turkish counterparts: Veronika 
Gervers, The Influence of Ottoman Turkish Textiles and Costumes 

in Eastern Europe (Toronto, 1982), pp. 19–22.
41.  Ida Bobrovszky, A XVII. századi mezó́városok iparmú́vészete (Kecs-

kemét, Nagykó́rös, Debrecen) (Applied Arts in Seventeenth-Cen-
tury Hungarian Market Towns [Kecskemét, Nagykó́rös, Deb-
recen]) (Budapest, 1980), p. 15.
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