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			Introduction

			Lajos Kemecsi

			For the first time in its one-and-a-half-century history, the Museum of Ethnography stands poised to occupy buildings designed to meet its unique needs and to do so permanently. For cultural institutions, relocation is typically seen as an opportunity for introspection, a chance to review objectives, clarifying and updating them where necessary. Nevertheless, the Museum of Ethnography will not be tying this welcome new challenge to any modification of its well-established and unquestionably relevant mission, not even to the extent of a partial change of direction. The basis for this decision is the course the museum has pursued in recent decades, one entailing a posture of sensitivity to processes in the domestic and international museum environments. As a result, the institution sees its current aims not in any radical change of identity, but rather in a continued commitment to a tried policy of perpetual rejuvenation. The museum’s professional partners both in Hungary, and abroad have recognised and acknowledged the Museum of Ethnography’s pioneering role in matters of museum operation in Hungary, efforts that have affected institutional environments at the national and – in some cases – even regional levels.

			Relocation additionally offers an excellent opportunity for the installation of new permanent exhibitions, the expanded exhibition space providing visitors direct access to a much larger part of the museum’s collections than has been the case in the past. The ongoing design project to this end has been founded on the premise that the Museum’s identity resides primarily in its historical inheritance, i.e. in its collections, whose authentic representation constitutes the institution’s express mission. The museum’s complex collection structure carries with it the opportunity of presenting its subject matter – i.e. culture and society in its myriad day-to-day and popular aspects – both comprehensively, and with a view to the international context. As per the current schedule, the new exhibitions will be opened to the public in 2022.

			The museum additionally conducts a variety of thoughtful, high-standard research projects and exploratory collection analyses, one of the most important publications for which is its long-standing yearbook, Néprajzi Értesítő (Annales Musei Ethnographiae), launched 119 years ago and now in its 101st issue. Following the release of the Értesítő’s one-hundredth issue, the decision was made to produce an exceptional volume in English containing a selection of important articles from previous years. The studies in question reflect a wide spectrum of topics related to the operation of the museum in Budapest and the scientific research it conducts, while also responding to the institution’s extensive system of international professional connections. The selection analyses the various eras, both historic, and contemporary, represented by the museum’s collection, reacting as much to research topics that span multiple eras in its history as to inquiry entailing a degree of self-reflection.

			Publication of the yearbook in English signals that, among other things, the time has come for an institution that has been focused inward since its closing in 2018 to reopen, and at the same time, to reposition itself on the international stage both with its exhibitions, and in other forums. The studies in this volume are a testament to the diverse competencies and wide-ranging expertise of its staff, the complexity and implied problem sensitivity of its mission, and the relevance of the issues concerned. Together, therefore, the world-class infrastructure of the museum’s new buildings, its rich and varied collections, and its dedicated professional staff encompass everything the museum needs for successful operation in the third decade of the 21st century. 

			The Museum of Ethnography is an institution with proud traditions, one founded on principles laid down since the 19th century; yet it is also a place for the study and presentation of contemporary social phenomena in accordance with the challenges of the present age. When it reopens in its new environment, it will continue to complement the important task of passing down its historical legacy with the formulation of new themes and perspectives in research and museology, rounding out its historical lines of thought with inquiry into the global processes of our time. In this way, a new type of museum will be added to the Hungarian institutional spectrum, one that, while continuing to build and reflect on its past achievements, provides a space in which ethnographic curatorship constitutes a sensitive, proactive intercultural contact zone. It is with these thoughts that I commend to the reader this volume of Néprajzi Értesítő, the yearbook of the Museum of Ethnography, one of the most important instruments in this undertaking.

			Lajos Kemecsi 

			Director of the Museum of Ethnography

			Celebrating 

			the 100th Issue of Néprajzi Értesítő

			Zsuzsa Szarvas

			The Néprajzi Értesítő [Ethnographical Bulletin] first appeared in 1900 as a supplement to the journal Ethnographia, to be transformed into an independent publication starting in 1935. Publication continued in the periods from 1900 to 1916, from 1926 to 1943, and from 1954 to the present day. Within the discipline, it is regarded both as one of the most important sources for research on material culture, and as a forum for the publication of related research. Throughout its existence, it has played a key role in placing the Museum of Ethnography as a forum for scholarship, linking it in integral fashion to the professional activity of researchers with an interest in material culture and ethnographic curatorship.

			Beyond offering a survey of the characteristics of various issues of Néprajzi Értesítő in different periods and examining its links to scholarly trends and methods, the present article examines and analyses the content of all 100 volumes from the standpoint of the role played by research, studies, and communications relating to the Museum of Ethnography’s own holdings, including how these can be applied to the further exploration and study of museum material.

			One hundred eighteen years; one hundred issues. The founding of an institution, the processes that shaped it, the research that followed, definitive personalities and schools of ethnographic thought, artefacts and collections, and so much else: Néprajzi Értesítő – Annales Musei Ethnographiae – has recorded it all.

			First issued in the year 1900, Értesítő began its life as a supplement to the journal Ethnographia, appearing in its current yearbook form starting in 1935. Its regularly recurring publication has been interrupted by just two periods of temporary suspension: from 1917 to 1925 and from 1944 to 1953. Regarded as one of the most important sources on the study of material culture and the primary medium for the publication of related research, Néprajzi Értesítő played a defining role in bringing the Museum of Ethnography into the focal point of ethnographic scholarship, gathering up the work of those interested in material culture and ethnographic curatorship, and linking them to the institution (Kemecsi 2019. 57). 

			Thus goes the mantra. Yet is it – or has it always been – true? For me, to review all ninety-nine previous issues of Értesítő – to look back over the development of the discipline and its changing views on science, the museum, and the handling of its collections; to discover where emphases lay at various times, how those shifted, and what traces of transformation the periodical has to reveal – has been an exciting journey. My questions were numerous: At what times did it hold the institution important and why? When did individual interest play a crucial role? How broad concept of science do the various volumes represent? When and with what weight do the museum’s collections appear in the periodical’s writings? What authors are represented and what other players? How did these people influence their respective subject areas? These and other topics piqued my interest as I read, and a few I will attempt to address here. The question that burned hottest, though, was this: how heavily did the museum’s own material – artefacts, photographs, and documents – weigh in individual issues? Also: To what extent did they define the perspective applied to research and analysis? To what ends did the authors of various articles use the source material the museum had to offer?

			Beyond cataloguing the distinguishing features of each issue and exploring the periodical’s links to scientific trends and methods, this paper seeks to analyse the content of Néprajzi Értesítő from the perspectives of, firstly, the role played by projects, studies, and descriptions built on the Museum of Ethnography’s own holdings, and, secondly, the potential for applying this information to explore and further analyse the material of the museum’s collections. But first things first: the inaugural issue of Néprajzi Értesítő appeared in the year 1900 as a supplement to a publication known as Ethnographia. Edited by János Jankó, this first issue featured 5 colour, 10 black-and-white, and 20 textual figures. It also included – sans any form of introduction whatsoever – Jankó’s milestone study Ethnography in Finland (Jankó 1900a). Indeed, relations with Finland and discussion of the country’s museums remained a defining, perpetually recurring phenomenon throughout the history not only of the discipline, but also of Értesítő concretely (e.g. Jankó 1900a; Bán 1905; Kovács L. 1941; Kodolányi 1961; Frazon 2008; Fejős 2017). In this regard, it is also important to note that the Herman-Jankó-Sirelius debate that represented an enduring strata of thought within the study of fishing practices was waged on the pages of Értesítő, as well (Jankó 1900c, 1902; Bátky 1906a).

			Although Jankó, who fought persistently for the publication of an independent yearbook, was in the end permitted to take part in the editorship of just two and a half issues, his ideas continued to influence the conceptual structure of the publication over the course of many subsequent volumes.1 During those first few years, individual issues presented Hungarian and international material in a relatively balanced fashion, as in its publication of news regarding the expeditions of Lajos Bíró or excerpts from the journal of Count Rudolf Festetics (Jankó 1900b; Festetics 1902). Additional published material included articles on various object types (though not necessarily integrally linked to museum holdings; Bátky 1900; 1904; Nécsey 1900; Madarassy 1906), complex ethnographic writings (generally titled ’ethnographic data’ or something similar) on individual municipalities, writings related to folk costumes, homes, folk architecture, and fishing (Huszka 1900; Szinte 1900; 1903; Gönczi 1903a; Bellosics 1903; Jankó 1901a; Sztripszky 1902; 1904), and reports on research in physical anthropology (Semayer 1903). In general, it may be said that these writings represent a mixed bag, from descriptions of single objects a few lines long to entire multiple-page studies. As Jankó himself put it: ’In France, among other places, it is commonly held that ethnography is a science with which anyone may occupy himself without proper preparatory study.’ (Jankó 1901b. 63.) Significant from the standpoint of museum holdings were Értesítő’s regularly published items on fresh acquisitions (such as Bátky’s discussion of the newly acquired Sándor Farkas collection in 1903), the collections of rural museums, various field expeditions, and additions to the museum library. Of course, in addition to the classic ruminations on material culture, Értesítő also featured studies in folklore, the vast majority in relation to folk customs, such as turkajárás and other carnival traditions or travelling Christmas nativity plays. Issue 5, for example, began with a number of such studies (Kovács A. 1903; Gönczi 1903). Also of note is that from the outset – in no small part to Jankó’s credit – the periodical featured illustrations including both highly detailed drawings, and photographs, some of which were in colour.

			Finally, after several years’ trial and error, in 1905, under the editorship of Vilibáld Semayer, Néprajzi Értesítő shifted to a model of quarterly publication, its mission laid out explicitly in an editorial published in the initial issue:

			’The goal of this publication remains unchanged: to help those few practitioners of Hungarian material ethnography and anthropology, together with those many who are friends of the same, to keep abreast of such museum and scientific activity as is currently being pursued with increasing vigour both within the walls of our department, and without. It is self-evident that, while externally originating professional theses shall always be a first concern, this publication has the power to illuminate certain parts of our own collections, as well. The content of individual issues shall be tailored so as to closely accommodate both the permanently established programme of the Ethnography Department of the Hungarian National Museum, and the special needs of Hungarian ethnography. Such notwithstanding, we intend to publish in each booklet an article on the material ethnography or anthropology of the Magyars and related peoples, Hungary’s national groups and surrounding kindred peoples, or peoples of other continents. We shall also be giving account of eminent works of theory and methodology, of relevant professional journals, and, lastly, of our department’s own reports, always with the aim of using this objective mirror to examine the phenomena of domestic folk life.’ (Semayer 1905. o. n.)

			In the issues to follow, this publicly declared structure and subject material were largely respected, though despite the stated editorial focus of material ethnography, one did still occasionally encounter writings on folklore-related topics (Christmas, baptism, and wedding customs were quite popular, for example; Szabó I. 1905; Kovács A. 1906; Nyáry 1906). There was also a heavy emphasis on Transylvania (e.g. Szinte 1910), in particular in relation to questions of architecture, and though a diverse range of topics in material ethnography were covered, one still only sporadically happened upon articles dealing directly with museum holdings. In such cases, moreover, the artefacts in question were mostly discussed within the broader cultural historical context, in the manner of mere illustrations (Timkó 1906a; Bátky 1906b; 1909). 

			The museum’s international material, on the other hand, continued to be discussed primarily in the context of ancient history and the relationship to Finno-Ugric cultures (Bán 1906; Semayer 1907), though a scattering of articles do examine other parts of the collection (e.g. Timkó 1906b), including even topics such as Japanese and Ainu culture (Barátosi 1905; 1907) and the ethnographic map of Asia (Prinz 1911; 1912). Prominent themes included both architecture (e.g. Györffy 1910), and various aspects of folk art (Fábián 1910; 1911). A number of writings dealt with physical anthropology (Bartucz 1911; 1912), while still others were concerned with Romani culture (Téglás 1912; 1913; 1914). In general it can be said that during this period – and for a considerable length of time thereafter – writers focused heavily on archaisms, i.e. on vestigial phenomena surviving in isolated regions of the world. Over time, work on international (extra-European) topics faded into the background, and even at the professional level, material belonging specifically to the museum was frequently invoked only when discussing the year’s acquisitions. One of the more obvious reasons for this was that around this time, the publication’s various contributing authors tended to report on their experiences with projects in the field, often in a monographic vein, and thus drew but little from museum material.

			Concluding in 1916, this spate of activity was followed by a decade’s pause. When publication resumed in 1926, it was with both a new editor, and a new scientific understanding. In a review of the decade’s events running up the 1926 issue, author/editor Zsigmond Bátky did little to conceal his disdain for his predecessor (Bátky 1926a) and from that point forward, strove both to centre each issue on a specific theme (harvest implements, heating/cooking apparatuses, etc.; Bátky 1926b; 1931a; Kardos 1926; Ébner 1931; Viski 1931), and to make space for monographic studies (e.g. the szűr, or felt overcoat; Györffy 1926).

			The format was also expanded to include permanent columns – minor notices, old notes, literary reviews, new book announcements, museum news, and reader inquiries – and a summary in German was added to the end of each issue. At the same time, the topical breakdown changed little, the primary emphasis remaining on the subject of folk architecture (Bátky 1929; 1931b), with slightly more space dedicated to expository pieces on various crafts and trades (Ferenczi 1927) and matters of agriculture (Györffy 1928). The subject of folklore, on the other hand, disappeared entirely, while writings on the museum’s international collection, too, subsided to a bare minimum. On the flipside, there was now a conscious effort to publish studies that presented and gave detailed analyses of the material of the museum’s own holdings (Bátky 1927; 1928). It was an era that perhaps might best be described as focusing on historical ethnography and comparative and origin studies. There even appeared, if somewhat sporadically, writings by foreign authors on topics unrelated to Hungary (Vakarelszky 1932), while some of the more minor pieces centred on questions of linguistics and the origins of folk sayings (Bátky 1933). Another observation is that during this period, illustrations tended to be less detailed than they had been previously.

			Starting in 1934, the frequency of publication was reduced to a single consolidated issue per year, a development that represented another shift toward the character of a yearbook. At this point, one might say, Néprajzi Értesítő had become a true repository for the study of material culture and supporting research findings, but was still years away from presenting museum material in anything more than an occasional brief communication.

			Additionally, the previous news items regarding museum activities had also disappeared from its pages. In 1935, the editorship of Értesítő passed to Lajos Bartucz. A symbolic, yet important change was the inclusion on the inner cover of a drawing of the school building then used to house the museum (a feature that would remain in place for years), in signification of the yearbook’s ties to the Museum of Ethnography as an institution (Illustration 1.). Though the 1935 issue contained minor news items and informative pieces on various topics in material culture, none of these featured artefacts from museum holdings. The situation changed, however, the following year, when studies discussing museum material again made an appearance, in particular analyses of the tools associated with various crafts, agricultural implements, and means of transportation (Bátky 1938), as well as articles of clothing (Fél 1936; 1937; Ujváryné 1936). Novel aspects of this and subsequent issues included a German-language summary at the end of individual writings, and the addition of book and periodical reviews, museum news items, and information regarding museum operations and acquisitions. International (non-museum) material was represented by both the writings of Tagán Galimdzsán on the Bashkirs (Tagán 1936; 1937), and a number of smaller items (Gunda 1937). Also new were the studies exploring the collections of various rural Hungarian museums (Kiss 1937; Szabó K. 1937). Though the importance of typology and comparative studies waned little, there was a new and growing focus on cartography, with superb maps complementing the content of studies appearing in the publication (Fél 1936). (Illustration 2.) Other novelties consisted in articles introducing artefacts acquired in the course of museum-organised field collecting projects (Fél 1938) and ‘monographic’ pieces discussing the results of shorter collecting trips (e.g. Szokolya, Pusztafalu) (Bartucz 1938; Gönyey 1939). As there were no exhibitions held during this period, the publication of these results constituted the only visibility the participants in museum projects enjoyed. This period also witnessed a return of topics belonging to the realm of folklore (Némethy 1939), along with plans for a dictionary on folk superstitions (Szendrey és Szendrey 1939). The era came to a close with the 1939 deaths of Zsigmond Bátky and István Györffy, whose careers were discussed in that year’s edition (Kovács L. 1939). 

			[image: ]

			Illustration 1. Néprajzi Értesítő covers from different periods

			In 1940, editorship of Értesítő passed to György Domanovszky, who oversaw both the debut of topics in archaeology (László 1940), and the continued inclusion of minor news items on material ethnography, along with articles on folklore (Manga 1940; 1941; 1942; Bödei 1940) and ethnomusicology (Dincsér 1940). It was during this period, too, that a major study on folk embroidery was published (Haáz Et Al 1940) and, courtesy of Edit Fél, a subject in social anthropology first introduced (Fél 1940). During the same period (1941–1942), however, writings on material from the museum’s holdings again vanished from the publication’s pages. 
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			Illustration 2. Map and table of symbols used in the Edit Fél study

			The Domanovszky editorship was followed by a twelve-year hiatus. When publication of Értesítő recommenced in 1954, the position of editor had passed to Iván Balassa, and from that time forward, the number of pieces dealing with material in the museum’s possession – whether individual pieces or entire collections from the Hungarian or international holdings – would jump conspicuously. It was in the year 1954, for example, that readers were treated to their first in-depth look at the Reguly material (Balassa 1954) and, in a paper by Klára Csilléry inspired by the museum’s acquisition of an old-style riven wood bed, had their first opportunity of reading an analysis of an entire object type, including typological characteristics, area of origin, and applied decorative motifs (K. Csilléry 1954). This latter piece was even the source of a minor debate (Cs.sebestyén 1956; K.csilléry 1956). The next few years witnessed both a second piece on a single object type in Lajos Takács’s analysis of highwayman’s flasks (Takács 1956), and a number of writings focusing on single artefacts (Barabás 1956; Sz.morvay 1957; K. Csilléry 1957). A piece by Mária Kresz offered a survey of Hódmezővásárhely ceramic vessels with inscribed dates (M. Kresz 1954), while another by Marietta Boros presented a catalogue of the museum’s collection of cane cutting implements (Boros 1954). Using an analysis of the Lajos Bíró collection, Tibor Bodrogi mapped out the pottery craft of the Astrolabe Bay region of New Guinea (Bodrogi 1954), while Lajos Boglár introduced his readership to an unusual ‘object’ in the form of an Ecuadorian shrunken head and discussed the smoking customs of South American natives via the medium of actual pipes (Boglár 1954; 1956). The publication of the museum’s photographic material also took wing during this period – Ferenc Bakó’s examination of the metalworking craft of the Tiszaigar Romani, for example, included illustrations of this nature (Bakó 1954) – and the institution’s data archives, too, received their first measure of editorial attention (Kovács Á. 1956; Diószegi 1958).

			Despite the increase in collection-centric activity, however, thematic descriptions of agricultural implements, clothing, etc. of the sort classic to the field of material ethnography continued to see publication (Andrásfalvy 1957; H.kerecsényi 1957; Kresz 1957), while interest in folk music and dance grew more lively, as well (Lükő 1957; Vargyas 1958). As for the remaining content, news items kept the Értesítő’s readership informed on such topics as ongoing work at the museum, upcoming exhibitions, fresh acquisitions, and matters pertinent to museum operations, and, in accordance with the expectations of the times, each volume included a separate supplemental section with content summaries in both Russian, and German. As a final touch, the cover was modified to feature the Hungarian coat of arms (Illustration 1.). During this period, the Museum of Ethnography represented the most important hub of activity in ethnographic science, with the twin publications of Ethnographia and Néprajzi Értesítő featuring both very similar profiles, and articles of like approach, penned by the same overall set of authors. 

			During the late 1950s, many studies employed museum holdings as mere supporting material (Soproni 1959; Avasi 1959), though more in-depth pieces cataloguing groups of artefacts were not entirely absent (Gáborján 1959; Kodolányi 1959; Mándoki 1960; Nagy P. 1960), and Lajos Boglár’s study on the Nambikwara, in fact, covered the culture of an entire people, including an index-like list of every artefact collected (Boglár 1960). The 1960 issue, for its part, offered the first instance of an article on the topic of professional restoration (Szalay 1960).

			In 1961 and 1962 under the editorship of Tibor Bodrogi, each issue opened each with a milestone study by Lajos Vargyas setting the stage for the coming year’s activity (Vargyas 1961). For many years afterward, the publication would inform its readers of new acquisitions on an annual basis in a feature whose importance was reflected in that it was translated in its near entirety into German. In 1963, the editor’s position passed to Lajos Szolnoky, resulting in a shift in focus in which the ethnographic artefact took centre stage. In addition to the regular discussion of annual acquisitions, articles occasionally offered an in-depth look at artefacts or artefact groups collected in the interim (e.g. Hofer 1964; Takács 1964; Molnár 1965). Additionally, analyses following a catalogue-like format continued to see publication (Boros 1963; István 1964), while several key theses – Edit Fél’s writing on the importance of giving voice to older museum pieces (Fél 1963), a paper exploring the professional terminology applied to folk pottery (Igaz–Kresz 1965), and an in-depth analysis of a field collecting project conducted in Szatmár County (Morvay– Molnár 1966) – also appeared during this period.

			At the same time, these were years in which the Értesítő’s role as a forum for general ethnographic studies grew stronger, and issues that defined research on material culture – e.g. the ongoing work on the Ethnographic Atlas of Hungary (Barabás 1967) and the results of certain inquiries in folk art and clothing (Balogh 1967) – featured prominently among its offerings.

			In 1969, a defining work by Tamás Hoffmann was published, discussing the extent to which ethnographic collections may be regarded as a scientific resource (Hoffmann 1969).

			’[…]estimations according to which the ethnographic collections held in museums only rarely offer up specimens typifying the evolution of material culture, whether the question be one of the production of material wealth, or of the social dispersion of the traditional material trappings of consumption, do not – if one discounts a few of the more recently inventoried collections – mislead; one might say, such collections offer no occasion whatsoever for the drawing of conclusions of scientific import.’ (Hoffmann 1969.5.)

			Though this somewhat ’collection-averse’ assertion did represent a new era in the life of the museum, in reality, important articles published that same year in Értesítő took a different stance, employing a conspicuously object-centric approach to collection development and inquiry (Fél–Hofer 1969; Takács 1969a). In fact, the same issue included an extraordinarily detailed discussion of the previous two years’ expansion activities such as Lajos Takács even deemed worthy of a separate foreword. There, the ethnographer sketched out various changes he thought necessary in museum collecting methods and proposed a particular understanding of the relationship between the museum employee and the act of collecting itself. In his words:

			’Today, a collector wishing to recognise and seek out artefacts that no longer serve their original functions, select from among them specimens of worth to the museum, transport them from their original settings, and, by appending exact information, turn implements that have lost their purpose and wandered to locations far from their original users into fully usable, fully fledged museum pieces must have a thorough knowledge of subject, object, and location alike.’ (Takács 1969b.57.)

			In the years immediately subsequent, the attention paid to collection research diminished, and reporting on collection-specific research grew sporadic. Instead, space was dedicated – beyond general material culture studies – to reporting on the museum’s exhibitions (Fél 1970; Kresz 1972).

			In 1972 and 1973, Értesítő honoured the Museum of Ethnography on the hundredth anniversary of its founding with the publication of a pair of studies forged from presentations delivered at two separate conferences, neither of which had much to do with the museum’s collections. Lajos Takács’s misleadingly titled Catalogue of the Museum of Ethnography’s Hungarian Collections, for instance, dealt instead with the importance and timeliness of catalogue publishing by developing a system for the presentation of catalogue material and applying it to a sample muster of agricultural implements. Though the writing did explain why this activity was important, no actual catalogue work was carried out – not even at the level of isolated studies (Takács 1972). The expository piece by Tamás Hofer, on the other hand, sought to examine the relationship between museum operation and the institution’s scientific work and, unlike Hoffmann’s, did, at least, stress the importance of collections to the pursuit of ethnographic science:

			‘[...] the collections of artefacts left to our care bear a level of scientific instructiveness that our worthy predecessors in the discipline could not possibly have read from them. Using the latest findings in historiography and the social sciences, these objects can be made to relate many of the peculiarities manifest in the development of Hungarian society, the nature of such meaningful folk elements as have made their way into modern culture, and the historical legacy we carry with us – an inheritance that would promote not only understanding of the present, but also the planning of our future. Further, efforts at exploring peasant culture and the dynamics of peasant society can contribute to a fresh piecing together of that universal mirror on humanity – envisioned with such romantic enthusiasm a century ago – which permits us to seek, within the history of all humankind, the spectacle of our own features.’ (Hofer 1973. 79.)

			In the years that followed, individual studies – or at least a portion of them – continued to invoke museum material in illustrative fashion only (Györgyi 1974; K.csilléry 1975; Gráfik 1975), as in the cases of the expansive 1976 monograph Hungarian Folk Costumes, published as an independent issue (Gáborján 1976), and the Mária Kresz birthday issue exploring the hundred-year history of the museum’s ceramics collection (Kresz 1977). Here, again, museum artefacts remained out of the spotlight within Értesítő’s varied subject matter. Exceptions to the rule included two articles pertaining to the international collection: Gábor Vargyas’s cataloguing of the museum’s lime spatulas from Southeast New Guinea (Vargyas 1979) and Bea Vidacs’s complete, independently issued catalogue of the Bornemisza Collection (Vidacs 1980). At the same time, the topic of public education appeared as a new element in several issues: with the results of a visitor survey (Tichy 1978) and a look at the institution’s ongoing public education activities (Csók 1981–1984). 

			In 1981, the editorship of the Értesítő again changed hands, and though with Attila Selmeczi-Kovács at the helm, the multi-year issue for 1981-1984 did discuss additions to several collections spanning multiple decades (Fél 1981–1984; K.csilléry 1981–1984; Gráfik 1981–1984), the volumes that followed omitted exploration of museum material altogether. The period under Selmeczi-Kovács furthermore witnessed a continuation of the practice of commemorating the 60th or 70th birthdays of museum staff members, including in particular Edit Fél, Mária Kresz, Tamás Hoffmann, and Klára Csilléry. From this point forward, however, the Értesítő took on the character of a publishing forum for post-graduate seminars and professional conferences (e.g. The Baroque in Hungarian Folk Art, Hungarians Between East and West). Accordingly, despite an expansion in overall scope, the number of articles focusing or reflecting on institutional holdings dwindled. One notable exception was a paper by Mária Molnár on functional versus non-functional systems of object classification, discussed in relation to the museum’s acquisition of an important new group of artefacts. The writing summarised the key characteristics of collection methods employed at the museum during that age with reference to specific topics and staff members:

			‘During the 1960s, the golden age of collecting at the Museum of Ethnography – a time when an approach focusing on the life of the object had already solidified; when researchers had begun to probe the processes by which humans enter into relationships with objects through their production and use; when publication of findings on the Átány Collection were well underway; and when important sets of objects were, as a result of the work of Edit Fél, Mária Kresz, Lajos Szolnoky, Klára K.Csilléry, Tamás Hofer, and Judit Morvay (to give just a few classic examples), safely in museum hands – the museum’s annual reporting on acquisitions generally evaluated the appropriation of cultural possessions in light both of its collections, and of the curation of object series.’ (Molnár 1994. 97.)

			By the time articles reflecting specifically on museum material did turn up, it was 1997, the year of the Museum of Ethnography’s 125th jubilee. The studies in question swung toward evaluation based on a scientific historical approach, touching on topics such as the birth of the museum, the development of the museum as an institution, and the processes by which the museum’s collections had been shaped (Selmeczi Kovács 1997; Gráfik 1997; Kodolányi 1997; Szemkeő 1997; Balassa 1997). The issue for 1999 edited by Imre Gráfik featured multiple articles dealing partly, if not exclusively, with museum holdings, in particular a study entitled The 1889 National Child-Rearing Exhibition and the Museum of Ethnography (Katona–Balogh Horváth 1999. 131–146).

			Later, following the induction of Zoltán Fejős as museum director, the subject matter of the yearbook changed yet again, this time in clear favour of the museum and its activities. Though issues centring on conference topics were still frequent, the focus nevertheless remained on the museum. In the year 2000, when the theme of the national ethnographic museum science seminar was modern curatorship, the Értesítő published related material with a view to the overarching international context. The 2001 issue, for its part, collected and published the presentations of an international congress on the challenges facing ethnography museums in Central and Eastern Europe. In 2002, the yearbook – sporting a fresh, new look – offered a methodical examination of the concept of the ethnographic exhibition, while the 2003 issue honoured the memory of Klára Csilléry.

			Beginning in 2004, each issue commenced with the publication of the speech delivered by the winner of that year’s Zsigmond Bátky Prize. This and subsequent issues paid particular attention to museum-related topics, including artefacts, research staff, ‘thing theory,’ and issues in collecting (Gráfik 2004; 2005; Csiszér 2004; Wilhelm 2004; 2005; Szojka 2005). 

			The 2006 issue concentrated expressly on the museum’s collections, with a focus on the international material, offering a five year retrospective on the most important achievements in collection expansion. The 2007 issue, too, concerned itself with institutional holdings, in addition to its commemoration of the career of Tamás Hoffmann (Gyarmati 2007; Kerezsi 2007). 

			In 2008, the editor’s chair passed to Zsuzsa Szarvas, and though the issue for that year covered a variety of topics, a series of studies on continuing education for museum staff, along with a conference scrutinising various strategies in museum curatorship, together marked a continuation of the emphasis on museum holdings (Granasztói 2008; Frazon 2008; Tari 2008). It was also at this point that the yearly museum news feature resurfaced. By contrast, the years 2009 and 2010 saw publication of multiple articles relating to Tamás Hofer’s research on the framing of perceptions of folk culture, only two of which dealt specifically with museum material (Granasztói–Lackner 2010; Szilágyi 2010). The issue for 2011, however, included a section that held selected artefacts from various collections under the microscope, while the annual staff seminar for 2012 on questions of collection development, too, placed strong emphasis on museum holdings. Collections were also a key focus of the next issue, in which authors analysed various units of material (not all of them consisting exclusively of objects) on the basis of an entire range of criteria. The 2014 issue presented a survey of museum catalogues, while that for 2015 dealt again with the topic of exhibitions. In 2017, following an issue covering multiple themes, Értesítő commemorated the career of Tamás Hofer in an article rife with examples from the collection.

			The 100th anniversary issue is a decidedly collection-centred approach. The Museum of Ethnography is currently in the process of planning an all-new permanent exhibition as part of its ongoing institutional relocation project. Accordingly, this volume seeks to offer a sampling of the exploratory and analytical work involved in the process of bringing these plans to fruition.
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			The Very Beginning

			The Formation of the Collection of the Museum of Ethnography

			JÁNOS GYARMATI

			In the wake of the Austro-Hungarian Compromise of 1867, József Eötvös, Minister for Public Education and Religious Affairs issued an order that János Xántus should join the Austro-Hungarian East Asia Expedition slated to depart in late 1868 with the appointed task of recording observations and collecting material relating to the natural sciences, ethnography, and applied art. The primary aim of the expedition was to establish diplomatic and trade relations with three Far Eastern countries – China, Japan, and Siam – though scientific observation and collecting were also to play a role.

			The Hungarian National Museum – the only public collection in the country at the time – had never before conducted collecting efforts beyond the country’s borders in any field outside the natural sciences. Eötvös, who had strongly urged Hungarian participation in the expedition, hoped not only to broaden the range of information the museum presented to the Hungarian public, but also to raise the institution to the level of similar museums in Western Europe. If successful, the endeavour would contribute to the cultural and scientific emancipation of Hungary, in step with its partially regained political independence. A similar attitude reigned among intellectuals influential in contemporary Hungarian cultural life, who viewed the foundation of a museum of applied arts as a necessary step toward the development of the country’s (then mostly cottage) industry. These factors led the Hungarian government to commission and fund the enterprise undertaken by Xántus: namely, to assemble an ethnographic collection in a country where no such concept yet existed and no formal study of ethnography had yet emerged.

			The day József Eötvös (1813-1871), in his capacity as Minister of Public Education and Religious Affairs for the first Hungarian government to take power following the Austro-Hungarian Compromise of 1867, issued the order for János Xántus (1825–1894) – a post-revolutionary Hungarian émigré to the United States who had returned to Hungary in 1864 – to participate in the Dual Monarchy’s planned East-Asia expedition, it was with the following express mission: ‘...to add to the natural history, ethnography, applied arts, and bibliographic collections of the Hungarian National Museum, Hungarian Academy of Sciences, and Hungarian Royal University of the Sciences; to study prevailing conditions relating to ethnography, applied arts, and the natural environment in the region [...]; and, above all, to collect and/or procure by cash purchase or barter objects pertaining to the above fields.’2

			It is to this document that publications examining the founding and early history of the Museum of Ethnography (e.g. Sándor 1970; Selmeczi Kovács 1997) trace the institution’s birth. Yet to truly grasp why Xántus was charged with this task and how the museum’s core collection was formed, one must look back a few years, or even decades further and pose a series of fundamental questions. Why was a Hungarian natural history collector so abruptly called upon to participate in an expedition organised primarily for the purposes of commerce and diplomacy? Why was he tasked – in addition to his duties vis-à-vis the nation’s natural history and bibliographic collections – with gathering information and material pertaining to ethnography and the applied arts, given that the National Museum had neither collected such artefacts before, nor ever held any more than an arbitrary few within its walls? And what did the minister mean by an ‘object pertaining to ethnography and the applied arts’? What was it that Xántus was specifically to collect? Finally, what goal did Eötvös – in representation of the Hungarian State – and/or the museum staff and scientists with whom he was in contact hope to achieve in procuring the objects of Xántus’s commission?

			Though one can identify no specific events leading up to either the above ministerial instruction, or indeed, to Hungarian participation in the East Asia Expedition in general, a research trip of this type can hardly be attributed to mere political whim.3 In fact, by the second half of the 19th century, the economy of the Habsburg Empire had reached a point where a need for markets further abroad had emerged, prompting Austria to begin – well behind the countries of Western Europe – to develop both the commercial and diplomat-ic connections required to procure them, and the fleet of ships required to supply them, while also constructing a series of advantageously located support bases. It was with this in mind that the frigate Novara had been launched on its two-year circumnavigation of the globe in 1857, an effort that, beyond purely diplomatic aims, sought to map out market relations in distant countries and colonies and, additionally, perform a range of scientific functions. One result of the expedition, for example, had been the shipment of 23,700 nat-ural history specimens, along with a body of 550 ethnographic objects and anthropologi-cal remains, to Vienna.4

			Encouraged by the Novara’s success, in the early 1860s, Austrian industrial and trade interests began urging that an expedition to the Far East – in particular China, Japan, and Siam – be undertaken, as well, and while complications in Austrian foreign policy – most notably the Prussian War – acted to delay the organisation of such a venture for years, the compromise forced by the Empire’s defeat in the Austro-Prussian war prompted sufficient political and economic stabilisation for preparations to begin. Specifically, Austrian foreign policy had begun to open up to the outside world, a circumstance that was timely, if not imperative in light of ongoing competition on the part of the contemporary great powers to divide the world among them, as China had been forced by the loss of two opium wars, and Japan by U.S. pressure, to both open their mar-kets, and consent to the construction of trade depots along their coasts (Józsa 1966; Nagy 2003). With this in mind, the Monarchy felt that the time for the East and Southeast Asia Expedition had come, the aim being to establish diplomatic relations with the three sovereign states there, open consulates, and gather as much economic and commercial information as possible on each of the respective territories. The opening of the Suez Canal in 1869, too, greatly favoured the notion of a Far East enterprise, as the Monarchy, which could access the canal by way of the Mediterra nean, now found itself in a better geographical position than the Western powers in terms of access to the Indian and Pacific Oceans. To explore this situation was, in fact, one of the main tasks entrusted to Karl von Scherzer (1821–1903), commercial and scientific lead-er of the expedition, as it was hoped that the canal’s opening would enable Austria to out-perform its English rivals in the realm of trade.5 

			It was over this backdrop, therefore, that in the spring of 1865, expedition plans began to take shape,6 the final imperial decision coming on 17 June 1868. Hardly surprisingly, as the principles laid down in the Compromise required that Hungary cover 30% of the overall costs, various representatives of the Hungarian state sought to mobilise players within the economy to ensure that Hungary, too, benefited from the venture’s economic results – an aim to which an invitation sent by the Ministry to six economic entities and enterprises (e.g. milling companies) on 18 April 18687 clearly testifies.

			Unlike the government, however, the representatives of Hungarian scientific life had little hope that the expedition would produce any particular economic benefits for the nation, an opinion made clear by a document submitted to Eötvös less than two weeks later, following the 27 April 1868 meeting of the Mathematics and Science Department of the Hungarian Academy of Sciences. In it, participants stated that ‘...given the current state of domestic trade, for Hungarians, the Asian expedition could not possibly incur even such positive benefit as to offset the costs which would be our department’s share…’.8 At the same time, accepting a proposal by Imre and János Frivaldszky9 while expressly referencing the scientific results of the Novara expedition, which – despite the Hungarian participation – had served to exclusively enrich the scientific institutes of Vienna,10 the assembled expressed what they felt to be the key condition for Hungarian participation: ‘...the disadvantaged scientific institutes of our country, and above all, our national museum, should be enriched with the natural treasures to be collected on this expedition. This is required not only by the interests of our scientific institutions, but also by the newfound independence of our country, that by these means we should, according to the example of other cultured nations, prove that in this, too, we not only recognise the demands of this advanced age, but can, in fact, live up to them in deed.’11 In the hope of achieving this goal, it was proposed that a botanist and two zoologists be sent to collect and/or purchase the desired materials, paying special attention, too, to such plant species as might be domesticated in Hungary.12 

			Unfortunately, Eötvös’s intervention on the Academy’s behalf was to no avail: his submission met with rigid rejection by the Ministry of Agriculture, Industry, and Trade, which justified its stance by referencing the diplomatic and commercial nature of the undertaking, stating that the two expedition ships might accommodate only persons associated those two particular pursuits. The Hungarian delegation, it went on, was to consist of exactly four members: one diplomat and three persons selected ‘from a standpoint of commercial interests’. Attempts were also made to substantiate the rejection by claiming that the expedition would involve only countries from which no new scientific results might be expected, and that its schedule would not ‘offer much opportunity for scientific immersion’.13All ministry officials could offer, in fact, was a willingness on the part of expedition members to examine within the framework of their own duties any issues the Academy might wish to formulate in advance.14 The Academy, however, declined the suggestion (to entrust willing ship’s officers with the collection of scientific materials was considered common practice during the period in question and would, in fact, continue on the Monarchy’s circumnavigatory voyages), informing the ministry that it saw no point in assigning work to be done without scientific supervision and adding that, while it might have requested a separate scientific expedition be organised, all it was actually asking for was the opportunity of sending one or two individuals along to gather natural history specimens. Strikingly, the Academy’s justification here made primary reference not to the cause of science, but to prestige: ‘A great nation, in which an esteem for the natural sciences permeates every strata of society, does not fail to attach a collector or two to every expedition, no matter how small, as while published books constitute public property, collected artefacts remain forever in the possession of its museums, which thus supplied may secure for it fame throughout the world.’ (Bulletin of the Hungarian Academy of Sciences 1868. 252–254.) Apparent from the phrasing here is a returning motif that extends beyond that of pure scientific interest, one that focuses on Hungary’s place on the world stage and that sees science – and more narrowly, the expansion of public collections – as an opportunity for raising the nation from the status of a mere peripheral actor.

			Given the above, it is hardly surprising that at its July meeting, the Academy maintained its insistence on the inclusion of both a specialist collector – whom it now specifically named in the person of Xántus – and a preparator of that specialist’s choice. In justifying the selection of Xántus, the assembly noted not only the returned émigré’s collecting experience, language skills, and expertise in consular and commercial affairs, but also the matter of reputation: ‘Our museum in Pest has risen to European significance in the field of zoology’ only since having received the materials sent by Xántus from the Americas (Bulletin of the Hungarian Academy of Sciences 1868 254).15 Despite the Academy’s determined stance, however, Xántus was not at once attached to the expedition, due in part, perhaps, to the collector’s own reluctance: ‘...the organisation of the entire expedition was such that I was certain it would achieve nothing and was convinced that, for Hungary at least, its operation would be entirely fruitless.’16 When eventually, having been ‘subjected’ to certain ‘pressures’ and assured that his conditions regarding independence and material compensation would be met, he finally did agree to the ‘unpleasant mission,’ the plan ran into what seemed to be a fatal obstruction: in response to the official proposal by Minister of Agriculture, Industry, and Trade István Gorove, there came a reply from Vienna claiming – falsely – that there would be no collecting activity conducted on the expedition and no room for Xántus on the ship. In truth, a 7 October 1868 letter sent by commercial correspondents Manó Cserei and Ivor Kaas from Trieste reveals that, having boarded the S.M.S. Friedrich with Karl von Scherzer a day prior, they had found that the third Hungarian participant, József Székács, had in fact withdrawn from the mission, leaving his cabin unoccupied, yet that the space had been converted into a lounge with a piano.17 Furthermore – the pair informed the Academy – expedition plans included major collecting work on behalf of Viennese scientific institutions, for which purpose several people had been ‘provided with considerable supplies and sums of money’. When in light of this information, the Academy repeated its demand that Xántus be permitted to embark, Vienna merely rolled out further obstacles to his participation,18 Scherzer himself suggesting that if he received the necessary funds, the Belgian Baron Eugene de Ransonnet, who had been tasked with conducting research in the natural sciences for Vienna, might collect artefacts and specimens for the Hungarian National Museum, as well, as opposed to sending a separate Hungarian scientist for the purpose. Eötvös, however, insisted that Gorove appoint Xántus in Székács’s place,19 if for no other reason than that – as stated in his grounds for the public education section of the 1870 budget proposal – ‘...the dignity of Hungarian science require[d] that the Academy participate in the person of one of its members’ (Eötvös 1976b. 208).

			Thus, by this time, the question of a Hungarian scientific attachment had become one of prestige. Hungary, too, it was thought, must benefit from any scientific work the enterprise might conduct. But how did the ‘study of ethnography and applied arts’ enter the discussion? As seen above, the department meetings of the Academy related exclusively to botanical and zoological collecting, an unsurprising circumstance, given that those fighting hardest for the idea were scientists who had been working for decades – with increasing success – to see that the collections of the National Museum encompassed material from beyond Hungary’s national borders (Horváth 1902, 212; undated) and, with precisely Xántus’s help, had overseen the continuous expansion of the North American zoological collection from 1859 onwards (Frivaldszky 1865. 2, 5). In all probability, it was Eötvös himself – and more broadly, that circle of close professionals and friends who played a decisive role in contemporary national cultural and educational policy – who was behind the expansion in scope. Relationships among members of this group were close, as exemplified by the friendship between Eötvös and Ferenc Pulszky (1814–1897), the National Museum’s first director following the Compromise, which dated back to the wo men’s youth. As former participants in the Revolution of 1848, these individuals held that what had been lost in the Compromise from a political perspective should be offset by gains in the area of national culture; that having failed to achieve political independence, they might yet be emancipated from Austria and recognised by the West through developments in the cultural arena. Indeed, to Eötvös, Hungary’s survival as a nation was a matter of culture alone,20 as evinced by an entry in his personal journal: ‘the future of the Hungarian nation’ he wrote, ‘is a matter of culture,’ as ‘the state formed as a result of our geographic and ethnographic position [emphasis the author’s] will remain Hungarian only if we surpass in culture all other peoples who occupy it’ (Eötvös 1941. XV21). In this single brief quote, Eötvös hones in on two issues of consequence to (among other things) the topic of this article, i.e. those of culture and of the survival of the nation, including the role of geography and ethnography in each.

			In both its concept and its practical applications, the discipline of ethnography as it emerged in the mid-to-late 18th century related closely to various branches of geography, which at the time was regarded as a historical science. As opposed to Gränzkunde, the study of natural geography, and Länderkunde, the study of regional geography, Menschen und Völkerkunde and Ethnographie pertained to the physical characteristics, language, customs, and traditions of individual ethnic groups (Sárkány 2012. 14). At the same time, the development of ethnography was heavily influenced by statistics and political science, as well as such natural sciences as applied to humans as biological beings and, with regard to the comparative and classification methodologies applied to languages and customs, the taxonomic system of Linnaeus (Feest 2012. 22).

			That Eötvös was aware of these things is evidenced by a speech delivered in 1863 in commemoration of Antal Reguly, a Hungarian linguist who had collected ethnographic artefacts in Siberia in the 1840s, in which, citing Humboldt, he spoke of the need for cooperation between the fields of linguistics, ethnography, applied arts, and history in order that ‘the story of the development of mankind’ might eventually be deciphered. What Eötvös considered particularly noteworthy was the element of personal contact in Reguly’s work: ‘...no European has never immersed himself to such a degree in the customs of such primitive peoples...as did Reguly’ (EÖTVÖS 1863. 46). Thus, as early as 1863, Eötvös had articulated the importance of acquiring ethnographic knowledge in order to learn more about the culture and history of humankind,22 and it is with this in mind that one might approach an understanding of the intention behind the Eötvös’s instruction that Xántus study ‘conditions relating to ‘ethnography and applied arts’. 

			Moreover, that Eötvös envisioned an entirely new role for museums in the transmission of this knowledge is evinced by his justification for the 1870 cultural budget allotment, a passage that is worth quoting here in full: ‘...at its inception, our national museum was limited to the collection and preservation only of objects from or relating to Hungary... It is now sixtyseven years since that time, and views on the role and organisation of museums across Europe have changed significantly. Recently, museums have been converted into repositories of such systematised collections...as are an enormous factor in ensuring that science is disseminated in and promoted to the broadest possible circles. – Since the founding of the national museum, entire branches of the sciences have emerged, become independent, or risen to great significance. Contributing to this is the circumstance that the scientific minds of our country, among others, have become increasingly convinced that the proper familiarisation of Hungary with the sciences of history and even nature is strictly contingent upon an examination of the historical and natural conditions of neighboring countries, nations, and, indeed, the entire world (emphasis the author’s).23 .... I hold that the time has come for our only institution of this kind to stand in honor, with allowance for our nation’s unique circumstances, among the similar institutions of Europe.’ (Eötvös 1976b. 202–204.) Eötvös’s thoughts in this instance are uncannily analogous to an opinion penned by Pulszky five years later, in which the latter contrasted the ‘provincial’ museums belonging to ‘nations of limited standards’ with those ‘aspiring to broach every branch of human cultural achievement’ characteristic of the capitals of countries ‘desiring the status of great powers’ (Pulszky 1875. 439).

			Returning in light of the above to the questions posed at the outset of this article, it may thus be established that Eötvös’s instruction can hardly have derived from the mere desire to leverage an opportunity; rather, it grew from an aspiration to transform the National Museum – through an expansion of both its geographic scope, and the number of disciplines it represented – into an institution suited to the presentation of the ‘history and natural conditions of the entire world,’ one that possessed a collection considered significant by international standards, and that could disseminate information on the natural environment and cultural values of Hungary to the world outside. The above discourse reveals a clear intent not only to effect change at the conceptual level, but also to supply both the reconceptualised National Museum and the ‘applied arts museum’ envisioned by the parliamentary budget of 1869 (Eötvös 1976b. 210) with a variety of never before collected material.

			It is at this point, then, that one might again ask what precisely was meant by the instruction that Xántus collect artefacts relating to ‘ethnography and applied art’. Although – as was made clear above – to gain knowledge and produce descriptions of various cultures, particularly those possessing no written sources, it was deemed necessary that their customs, traditions, and religions be presented and their languages learned, material culture was not yet regarded as suited to the achievement of these aims, being viewed, in the manner of a curiosity, as at most representative of a culture’s non-Western character. This observation raises yet another line of inquiry in relation to the topic at hand: specifically, that of the development of the crafts, trades, and manufacturing industries in Hungary and the establishment of the institutions to support it. Although the notion of exhibiting ‘items of craftsmanship’ had arisen in conjunction with the Hungarian industrial expositions of the 1840s (Kósa 2001. 107), the aim in that era had not been to preserve the objects for the future in the manner associated with museums. It was not until the 1860s, therefore, and particularly after the Paris World’s Fair, that the issue truly arose. It was in Paris that Hungary, then on its way to independence under the newly concluded Compromise, first communicated a desire to regain its former place among the nations of Europe both to Austria, and the rest of the world. Serving this purpose was an exhibition assembled from various Hungarian antiquities in the possession of the National Museum (Gál 2008. 41). It was with great disappointment, however, that exhibition organiser Flóris Rómer (1815–1889), in reviewing the spectacle in Paris, noted the failure of Hungarian products to compete at the global level (Rómer 1868a. 27). In light of this, Rómer, with reference to the Austrian model, proposed that an institute be established where exhibitions and lectures might promote the advancement of the Hungarian handicrafts (Rómer 1868a. 28). Austria, he noted, had already recognised the need to learn from the nations further west and initiated efforts both to found drafting schools, and to organise exhibitions of such industrial products as represented a certain level of artistry (Rómer 1868b. 85). Founded in 1864, the Kaiserliches-Königliches Österreichisches Museum für Kunst und Industrie in Vienna, whose aim was to help improve the competitiveness of Austrian industry on the international stage, had played a key role in achieving these aspirations. Created by direct Imperial decree, the institution had been modelled on the South Kensington Museum (today the Victoria and Albert Museum) established seven years earlier on the heels of the 1851 London World’s Fair. The London museum, which Pulszky himself had had the opportunity of studying during his years of emigration in London, had been founded on the realisation that while changing technological processes promised entirely new horizons for industry in the realms of material and design, to create the ‘language’ necessary for their exploitation required reaching back to the rich array of forms of ages past. Thus, the idea of collecting the vestiges of past industry and displaying them in the form of an applied arts museum was born (Darkó 1988. 124).

			It was with similar aims in mind that some in Hungary – men like Flóris Rómer, Ferenc Pulszky, and the latter’s son Károly (1853–1899) – strove to build institutions, including an applied arts museum, to support domestic industrial development, with the ultimate goal of placing Hungary on an equal footing with more advanced Western countries via economic means. In the article quoted above, Rómer summarised the objective as follows: ‘Let us found not only economic institutions for our people, but also institutions that might provide guidance in the various branches of industry; for...if we are not industrious, we shall forever remain the slaves of peoples who, even when we are hungry, take the food from our mouths with the products of their own ingenuity.’ (RÓMER 1868b. 85.) Regarding the relationship of museums to industrial development, National Museum director Ágoston Kubinyi’s response to Rómer spoke to the matter of old versus new: ‘...the vocation of our national museum is not only to swell its archaeological holdings with antiquities, but also to represent something of the history of manufacturing, that is, to collect some of the more valuable specimens of recent creation, and in this way, to impart a measure of dynamism and momentum to the history of art.’ (Kubinyi 1869. 89.) It was precisely in this spirit, too, that the director chose to exhibit a recently produced Herend porcelain bowl donated by factory owner Mór Fischer in ‘that corner room of the museum’s antiquities display which features objects of mixed character....’ (Kubinyi 1869. 90).

			What the above observations reveal is that although the intent of collection expansion readable in Eötvös’s instructions regarding ‘ethnography and applied art’ cannot be attributed with absolute philological accuracy to any one source, it cannot be far from the truth to claim that it derived from the aspirations of certain educated Hungarians within whose thinking the notion of collecting objects falling today under the headings of applied art, ethnography, and art history such as related closely not only to a grasp of the past, but also to Hungary’s prospects for the future (on the one hand); and ideas regarding the collection of objects of Eastern art and developed cottage industries (on the other) coincided. Given this latter circumstance, the departure of the East Asia Expedition within this time frame was particularly opportune, as most of the countries it was to come into contact with boasted extraordinarily advanced handicrafts traditions. For evidence of the link between the collection of objects of Eastern origin and hopes for industrial advancement, one need look no further than the 1873 Vienna World’s Fair, held subsequent to the arrival of Xántus’s rich and varied collection in Budapest, where of the objects procured by Károly Pulszky, more than one third came from the East (i.e. primarily India, Japan, and Persia) (Darkó 1988. 125).

			Taking the above into account, the ‘ethnography and applied art’ of Xántus’s instructions need not have referred to (or perhaps, primarily to) ethnographic objects in the modern sense, but rather to what the present view would regard as applied art, even if this distinction is made ex-postfacto and involves conceptual lines that – while often blurred even today – at the time were even less concrete. In his letters home, Xántus himself uses the terms népismei (a descriptor that could apply equally to an ethnographic object or work of applied art) and etnográfiai (used to denote an actual ethnographic object) interchangeably, though modern science would place the objects in question under the heading of one or the other, depending on where they were collected (e.g. Japan or Borneo). Testifying to the ambiguities that still surrounded the concepts of artisanship, ethnography, industry, and applied art decades later are, for instance, various instructions issued by the Ethnography Department of the National Museum to Austro-Hungarian naval officers entrusted with collecting work, along with the often harshly worded letters with which the department rejected material procured by unsolicited or poorly informed collectors.24 The conclusion all of this permits is that at the time of the East Asia Expedition, the necessary conceptual crystallisation had not yet taken place, nor, it follows, would it have occurred to anyone to distinguish between different types of object to collect.

			All told, if one departs from the premise that the primary goal of Xántus’s assignment was to contribute to the creation of a collection that would promote the development of Hungarian industry and be comparable to those held by institutions in the West, then the Minister of Culture’s largess in the matter of funding should come as little surprise: ‘...should more money be needed, write well in advance, and there shall always be as much as is necessary for the purpose....’ (Sándor 1970. 193). Such a thing was never again to occur with respect to a non-existent discipline in Hungary: not only had the state commissioned a largescale collecting trip, but the expert sent to carry it out was given virtually unlimited license to procure material previously deemed unworthy of even a modicum of attention.

			When all is said and done, it may be established that, although the expedition itself arose independently of any intention on the part of the Hungarian government and, from the Hungarian standpoint, represented only a casual opportunity, it did not find the personalities who played a decisive role in contemporary Hungarian cultural policy unprepared. To the contrary, it was their grasp of both the scientific backdrop, and contemporary conditions that enabled them to seize the opportunity when it arose. Nothing demonstrates this more aptly than the realisation that although from an economic perspective, the East Asia Expedition lived up to the expectations of not one of the countries that took part in it (Józsa 1966), in terms of culture, it not only served to enrich the nation’s natural history collections, but also laid the foundations for two future Hungarian museums: the Museum of Applied Arts and the Museum of Ethnography.
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			Between Barn and Grammar School

			The History of the First Architectural Competition for the Museum of Ethnography’s building, 1923

			PÉTER GRANASZTÓI 

			The periods and history of the Museum of Ethnography are inseparable from the history of its buildings. The corridor of the National Museum, Csillag Street, the Hall of Industry, the Tisztviselőtelep Grammar School, or the building in what was later known as Könyves Kálmán Boulevard, and nowadays the Supreme Court building have become synonyms for the museum’s periods of 20, 30 or 50 years. The Museum of Ethnography outgrew within a few decades its buildings that had originally been intended for various different functions, or they no longer met the requirements of modernising and rapidly developing museology.

			The construction of a new building has been proposed many times since the establishment of the Museum of Ethnography, but has only reached the planning and execution stage twice, in 1923 and at the present time within the frame of the Liget Budapest project. The article examines the history of the first architectural competition for the Museum of Ethnography building in 1923 and its circumstances, drawing on the extensive visual and written documentation. The 1923 architectural competition gives an insight into the Museum of Ethnography’s cramped and unsuitable conditions due to the bad state of the Hall of Industry in the early 1920s, and at the same time presents the striking designs and ideas put forward by the leading architects of the time for the imagined ideal and new museum building.

			“By long traditions and constantly working together the Hungarian people has created its own buildings at a high artistic cultural standard according to its own feeling of heart, with its own building materials for its own small-scale architectural objects. We must create the architecture of tomorrow as independently as the Hungarian people has done.”

			(Dénes Györgyi architect, 1923)25

			The history of the Museum of Ethnography and its periods are inseparable from the history of its buildings. The corridor of the National Museum, Csillag Street, the Hall of Industry, the grammar school on the civil servants’ housing estate (the building in what was later known as Könyves Kálmán Boulevard), and nowadays the Supreme Court building have become synonyms for the museum’s periods of 20, 30 or 50 years. The Museum of Ethnography outgrew within a few decades its buildings that had originally been intended for a variety of different functions, or they no longer met the requirements of a modernising and rapidly developing museology. The shortage of space became obvious in the case of the Csillag Street (today Gönczy Pál Street) apartment block, which functioned as the first building for the museum, including its first permanent exhibition, comprising 32 rooms by the beginning of the 20th century. In 1893 it moved in the museum’s collection, which then consisted of three thousand objects and occupied five rooms, and which increased to fifty thousand items and occupied “114 rooms and 40 hallways”26 by 1906. The director of the museum between 1894 and 1902, János Jankó, saw the future of the museum in this centrally located light building of suitable size, at least until a final resolution occurred, namely the construction of a new, independent museum building. He could only imagine the museum moving again if the collection was threatened with destruction.27

			The construction of a new building has been raised many times since the establishment of the Museum of Ethnography, but has only reached the stage of concrete planning twice, in 1923 and at present within the framework of the Liget Budapest project. This study reconstructs the history and circumstances of the first architectural competition for the building of the Museum of Ethnography in 1923, drawing on extensive visual and written documentation.28 The 1923 architectural competition gives an insight into the Museum of Ethnography’s miserable conditions in the early 1920s, and at the same time presents the lavish designs and ideas for a new museum building.

			The Museum of Ethnography in the Hall of Industry (1906–1924)

			Vilibáld Semayer, the new director (1902) did not share János Jankó’s ideas. In 1906 he opted for moving into another, unused building, the Hall of Industry in the City park, instead of remaining in the building in Csillag Street, which was still secure and suitable in size. This was due to the extremely high rental fee, which hugely strained the budget of the museum.29 (Illustration. 1.) According to Zsigmond Bátky, who compared the Hall of Industry to a barn (Bátky 1922. 6), “he did it despite all warning” (Bátky 1926. 46). The Hall of Industry was built as a temporary construction for the national exhibition in 1885. However, it was not pulled down after the exhibition and the Museum of Commerce took on the management of the enormous neo-Renaissance, domed building with its iron structure and glass walls. In 1896 it was extended for the Millennial Exhibition, of which it became the central building. The Museum of Ethnography moved into its eastern, smaller rear wing on the Hermina Road side temporarily, given that the owner, the Ministry of Trade and Commerce, ensured the building only for ten years. It was some 5400 square metres (twice as big as the building in Csillag Street), but it mostly consisted of an enormous hall. Due to the hardly available wall surface, it was not entirely suitable for exhibitions and at the same time accommodating offices was almost impossible. The first permanent exhibition opened in 1907 and Vasárnapi Ujság (Sunday News) reported about it in pictures.30 (Illustration 2.) The Hall of Industry had an enormous floor-to-ceiling height and open space, which was divided by glass cabinets. The voluminous exhibition space was mostly suitable for displaying large objects, such as Sekler gates, yurts, tents and large maquettes such as a mill. (Illustrations 3-5.) In 1912 the Museum of Ethnography again appeared on the front page of Vasárnapi Ujság, which reported on the extension of the permanent exhibition, “the exhibition of recently processed collections”.31
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			Illustration 1. The entrance of the Ethnographic department (Museum of Ethnography) in the building of the Hall of Industry. Museum of Ethnography F 341173
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			Illustration 2. Mill maquettes in the permanent exhibition Museum of Ethnography, Hall of Industry. Vasárnapi Ujság, 28 July 1907, p. 593
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			Illustration 3. “Agricultural group” in the permanent exhibition Museum of Ethnography, Hall of Industry 1912. Vasárnapi Ujság, 3 November 1912, p. 593
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			Illustration 4. “Kirghiz and Bokhara tents” in the permanent exhibition (the former donated by György Almássy, the latter by Jenő Zichy), Museum of Ethnography, Hall of Industry 1912. Vasárnapi Ujság, 3 November 1912, p. 595
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			Illustration 5. Sekler gate in the permanent exhibition Museum of Ethnography, Hall of Industry 1910s. Museum of Ethnography; ÁEA 114/1962

			New collections and acquisitions were exhibited in separate units by the museum, for example, a separate room was devoted to Jenő Zichy’s collecting activity in the Caucasus and Japan, as well as to his entire estate. The Egyptian room was furnished at that time (the journalist thought it was reminiscent of the interior of a pyramid) and twenty entirely intact mummies which had been donated by Fülöp Beck were on display.32 All these reports and pictures suggested to outsiders that the situation of the National Museum’s Department of Ethnology seemed resolved. This was also confirmed by the fact that its annual state ’dotation’ subsidy was high, since it received the sum of the Csillag Street rental fee.

			Vilibáld Semayer directed the Museum of Ethnography until 3 October 1919 and was followed by Zsigmond Bátky. Bátky expressed an extremely devastating opinion about Semayer’s activity. He criticised his haphazard purchases, the absence of collecting “Hungarian ethnographic relics” and the disarray that he left after his departure. Besides dealing with all these, which had basically been made more difficult by World War I, from the first day of his appointment he regarded moving out of the “dilapidated and inflammable” Hall of Industry as the most important task of the museum. (Bátky 1926. 46, 47)33 Partly due to its temporary character, the condition of the Hall of Industry clearly must have deteriorated by the second half of the 1910s. In November 1922 Bátky wrote the following about its condition: “The untenable situation of the present accommodation of the Museum of Ethnography is testified by the fact that the building was constructed in 1885 and it was already a temporary structure at the time. It is flammable, it has groundwater so the existence of the museum collection is not properly secure. The building is largely exposed to the effect of sand coming from Rákosmező, which endangers the intactness of the collection. At the same time, the offices are confined, damp and unhealthy, consequently the health of the staff working there is in jeopardy. This is confirmed by the fact that two officials have recently passed away due to pulmonary consumption as a result of working in such premises. The unsatisfactory state of the present rooms has induced the untenable condition whereby the institution is closed for foreign experts and scholars. A consequence of the building being temporary and of its heating difficulties is that the museum can be visited only in the summer. As a result, regular and continuous activity suffers if only because the objects of the collections are locked in boxes due to difficulties of space which, needless to say, is detrimental to scientific activity.”34

			The everyday life and activity of the museum was made difficult by fairs and product shows being again held in the other parts of the Hall of Industry from the 1910s. As a result museum spaces had to be opened or through passages had to be ensured to other wings of the building. “On weekdays as well as on holidays we are always at the disposal of anyone, be they from abroad or Hungary, who knock on our door amidst the construction or removal of temporary exhibitions, during their commotion, noise and stench, and with dirt, rats, mice, moths, borers, dampness, fungi and rust.” Thus Bátky wrote to the minister in 1923 when it was demanded that he explain why he did not want to ensure that visitors at the time of the exhibition of the National Association of Iron Trade and Metallurgical Industry would be able to freely walk through the Museum of Ethnography (from the exhibition rooms in the Hall of Industry) to the Municipal Exhibition Hall built next to the Hall of Industry.35

			Even Semayer can’t have regarded the condition of the Hall of Industry as being suitable. In 1911 he said it was apt to catch fire and urged moving out because the period of ten years would have anyway passed in 1915, up to when the Ministry of Trade was letting a part of the Hall of Industry be used by the Museum of Ethnography. 36It was then, in the first half of the 1910s, that the idea of building a new Museum of Ethnography was raised more seriously in close connection with the lack of space in the National Museum. The idea for a plan regarding accommodation was to construct the new museum building for the historical, archaeological and ethnographic collections in the area bordered by today’s Rákóczi Road, Múzeum Boulevard and Dohány Street.37

			With regard to this, Semayer drew up the concept of the organisational structure of the new Museum of Ethnography and its required space, for which he reckoned with more than 34,000 square metres of useful area. (The exhibition rooms would have taken up more than 22,000 square metres.) In accordance with his own research interest in anthropology, physical anthropology would have been a prominent unit of the museum. For example, he marked out an exhibition space of 5,000 square metres for that purpose, which equalled the size devoted to the “Hungarian people and the nationalities”.38 Aside from this element of his concept, his plan included a large storeroom (5,000 square metres), servicing rooms, a library and lecture hall, as well as several modern components such as a “children’s museum”, a “children’s pub” and a (projection) hall for “cinematographic shows”. The large quantity of premises for services and visitors (lecture halls, apartments, toilets and bathrooms, offices for ethnographic organisations) was a specific feature of his plan. Furthermore, Semayer mentioned that his plan used the experience of studying similar foreign institutes over several years. The extension of the National Museum was not implemented, while Zsigmond Bátky’s shocking description of continuously deteriorating conditions of the Museum of Ethnography at the end of the 1910s has already been cited. A new building was being sought actively and with the support of the ministry from 1920. Ministerial counsellor Elemér Czakó was one of those who was in charge of that. At the time they were still looking for an old building. That was how the building of the Ludoviceum, which was becoming vacant, emerged. With regard to that, Bátky and his colleagues visited the “Regent and Prime Minister Huszár”, unsuccessfully. “Later,” wrote Bátky “chance came to our help.” (Bátky 1926. 47.)

			The first storm (24 January 1921) and possibilities of school buildings

			“Following the devastation caused by a raging gale on 24th January, the high wind that lasted for days tore off an approximately seventy-metre-long part of the tin roof of the Hall of Industry. The wood board covering, which thus loosened and was anyway rotten, completely let through the heavy rain that followed the storm. Effecting a considerable part of the exhibition rooms of the Department it caused some damage to the free-standing objects and those that were displayed in cabinets. More significant damage was caused by the debris of plaster falling off the roof, which smashed the glass tops of a great number of cabinets. Needless to say, we had to swiftly and hastily save the exhibited objects from numerous cabinets from the threatening danger and transport them to a safe place. The news of the devastation moved the capital’s almost entire official and non-official public opinion. On 27 January His Highness the Regent, accompanied by the Minister of Religion and Public Education, József Vass, State Secretary Gyula Pekár, Ministerial Counsellor Elemér Czakó and the Director-General of the Museum, László Fejérpataky, inspected the Department. Having thoroughly taken note of the collections and being convinced of the intolerable situation he promised to do his best to acquire suitable premises.”39

			After the devastation of the storm not only did the highest state leaders appear in the Museum of Ethnography, but the damage and the situation of the museum found a response in the press.40

			Editorials and articles about the destiny and situation of the Museum of Ethnography were published in a dozen newspapers, which depicted even a more catastrophic picture than Bátky’s account of the condition of the collections41 and especially the damage caused by the storm. (Illustrations 6-11.) Following the storm the museum had no roof, the water that leaked in began to freeze and several cabinets turned into iceboxes. Directly after the storm, water surged in the exhibition rooms and caused especially grave damage to Lajos Bíró’s Papua New Guinea collection and Jenő Zichy’s collection. The former’s boat was car ried away by the water to the Asia section. The Egyptian room also suffered great damage and could not be approached for some time due to the amount of water. A “sympathetic official of the museum called Györffy”, namely ethnographer István Györffy, stated the following about the damage: “Our collection of mummies is the finest in the world. The poor mummies enjoyed very good health over 3-4000 years and no harm had occurred to them. But here they start decaying in 10 years... However, there is still one good mummy, although mould can already be detected on its feet. It is 4000 years old...”42

			The “museum’s attentive and excellent director” Zsigmond Bátky, whose activity concerning the conservation of artefacts is also mentioned, “has had water-catching pans made [...] which are as big as the top of each cabinet. If it rains the pans fill with water and they are all drained one after the other.43

			On 13rd February 1921 Vasárnapi Ujság (Sunday News) published two pictures, although without captions, about the Museum of Ethnography with the headline The Devastation of the Museum of Ethnography during the Heavy Snow in January.44 One of the photos (Illustration 7.) represents artefacts lying on the floor with the title One of the museum’s exhibition rooms where it was snowing and water was getting in, while the other (Illustration 8.) shows piled-up furniture and dishes with the title The crowded objects in the Museum of Ethnography. Magyar Nép (Hungarian People) reported about the museum’s tin roof being torn off by the storm in addition to Regent Miklós Horthy’s visit.45 (Illustration 6.) Most articles quote the statements of Minister of Religion and Public Education József Vass, State Secretary Gyula Pekár, Ministerial Counsellor Elemér Czakó and Zsigmond Bátky, as well as reporting about the Regent’s nearly three-hour visit. Besides good intentions, Bátky urges a quick resolution because he is fearful about the next autumn and winter. Government officials promise a fast settlement of the matter but they do not refer to a concrete building, only barracks and schools are raised as possibilities.

			An intensive search began for a building with the participation of the ministry and Bátky in the first half of 1921. The most important person in charge of finding a new building in the ministry was councillor Róbert K. Kertész, who according to one document had already been dealing with the situation of the museum for a year.46 Interestingly, in 1914 it was him who was responsible on behalf of the ministry, moreover it was his idea that the building be designed for the plot bordered by Múzeum Boulevard, Dohány Street and Rákóczi Road.47 Besides Róbert K. Kertész being an acclaimed architect, it is important to mention that he and Gyula Sváb produced the album The Hungarian Peasant House, which included drawings of several vernacular architectural decorations, buildings and ornaments, which was published by the Hungarian Association of Engineers and Architects in 1907. (Kertész K. – Sváb 1907) During that period he was assigned to select a building complying with the aims of the Museum of Ethnography and express his opinion about the possible buildings. Bátky as ministerial commissioner summarises the aspects and requirements of selecting a building in his memorandum Pro Memoria with reference to the accommodation of the Ethnographic Department, dated 18th February 1921.
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			Illustration 6. The Museum of Ethnography’s torn off tin roof Hall of Industry, February 1921, Magyar Nép, 6 February 1921, p. 3
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			Illustration 7. Damaged items after the storm Museum of Ethnography, Industrial Hall Vasárnapi Ujság, 27 February 1921, p. 30
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			Illustration 8. “Museum of Ethnography artefacts are crammed together” Hall of Industry, January 1921, Vasárnapi Ujság, 27 February 1921, p. 30
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			Illustration 9. Clearing up in the Museum of Ethnography after the storm, Hall of Industry, February 1921, Magyar Nép, 6 February 1921, p. 3
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			Illustration 10. Regent Miklós Horthy visits the Museum of Ethnography, Hall of Industry, February 1921, Magyar Nép, 6 February 1921, p. 3

			“Considering that we have been deprived of the Ludoviceum, moreover all the other more seriously appreciable barracks, we must look to another abode. The building to be considered must have at least the following facilities: 1. Possibly central location or at least easy access; 2. Reasonable surroundings; 3. Fire-protection and security of property; 4. Opportunity to expand; 5. Suitability from the aspect of the quality of construction, division, space, free movement of visitors, lighting, heating, cleanliness, dryness, etc.; 6. The cost of moving and conversion to be as little possible. Keeping the most important points in mind, however difficult it is, we must think of some modern state or municipal school. We must answer objections by saying that there is only one Museum of Ethnography in Budapest, while there are many schools.”48

			He thought that one of the state schools should be sacrificed, and named the preferences. At that time he suggested the municipal elementary school (today Fazekas Mihály Primary and Secondary Grammar School) in Mária Terézia Square built in 1911 due to its size – Bátky regarded a building of 10,000 square metres as most suitable – and especially owing to the possibility of making it vacant, or the grammar school in István Road as a second choice. A possible handing over of the latter building met with especially large opposition,49 and in May Bátky already recommended the grammar school on the civil servants’ housing estate in the 10th district, which was almost vacant, could be extended and immediately occupied that summer.50 The circumstances in the museum were so catastrophic in the Hall of Industry that they wanted to start moving within a short time.

			On 28 July 1921 State Secretary Gyula Pekár held a meeting in the ministry where, besides Róbert K. Kertész and Zsigmond Bátky, the Director of the Hungarian National Museum, László Fejérpataky and the Director of the Museum of Applied Arts, Gyula Végh, were also present. At the meeting the state secretary informed them that only the school in Szegényház Street was at their disposal, the grammar school on the civil servants’ housing estate was to be discussed further.

			The school in Szegényház Street (today Varsányi Irén Street) is situated in today’s 2nd district Jurányi Street but it is a large school building reaching out to Csalogány and Varsányi Irén Streets. However, the museum with its 120,000 objects would have been able to move there only for three years, therefore it was not recommended. More favourable was the grammar school on the civil servants’ housing estate, which had the great advantage of being surrounded by tram lines and available for several years, despite also being on the edge of the city.51

			The grammar school had not yet been allocated for the museum at that point, thus Bátky wrote bitterly in his report of the third quarter of 1921:

			“Next year we can again waste our time on running around, discussing matters and planning. I have been encouraged from a authoritative place that according to the leaders of this country a new abode will be raised in three years for this invaluable national treasure. If only God made a miracle happen so that we could live to see and could in fact get to the Promised Land after so many frequent promises.”52

			The second storm (12 July 1922): planning a new building

			“A violent hailstorm swept through the City Park on 12 July 1922. While it raged for several minutes, it caused huge damage to the building of the Hall of Industry. It smashed the glass roof of our Laboratory completely. It broke a thousand of our window panes and 150 of the glass tops of our display cabinets. The hailstones hitting the outside tin cover of the building knocked off debris of dense paint and chips of wood from the wobbly, wormeaten internal ceiling of the boards. They covered the display cabinets and the free-standing exhibited objects like a mantle of snow. Only insignificant damage was caused accidentally in our repository (less than recently, when a glass pane that fell from a height breaking through the top of one of our cupboards broke 15 pieces of Chinese porcelain). However, the Department staff were able to clear up the settled debris and traces of rain that came later with strenuous work lasting nearly four weeks. It was already the second hazard within a short time, threatening the intact nature of our Department’s collection and putting the issue of permanent accommodation on the agenda again. The meeting, which was urgently called and chaired per-sonally by His Excellency the Minister, who was affected by it all, first reviewed all the previous plans of accommodation. Having found all further temporary attempts to resolve the issue ineffective and harmful, a stand was taken for constructing a new building. To prove the seriousness of this position His Excellency the Minister immediately offered the so-called ‘Hengermalom plot of land’ of some 10,000 m2 bordered by Balaton, Honvéd, Falk Miksa and Klotild Streets, intended for the new building of the Ministry of Culture.”53

			Due to the devastation of the second storm and a presumably or expectedly large reaction, as well as the senseless nature and impossible implementation of the museum’s temporary accommodation in a Budapest school, minister Kuno Klebelsberg, supported by Zsigmond Bátky, must have decided for the construction of a new building. All this was concluded at a meeting of the Experts’ Council in November and one chaired by the minister on 15 December organised by the central body of national public collections, the National Hungarian Board of Collections, on the basis of the minister’s ordinance and submission.54 The minister’s proposal listed several, although later rejected alternative plots, such as the area made vacant in the case of moving the Funfair from the City Park, Vérmező, Sasad, as well as the land by the embankment along the Danube to the north of Parliament. Compared to those, the plot of land occupied today by the Ministry of Defence in Balaton Street was regarded as the most suitable:

			“This plot of land is situated in the central part of the city within the inner boulevard. It can be easily accessed from all the different points in the city. The conditions of the soil will not put up the cost of groundwork. In this location the new grandiose building of the Museum of Ethnography constructed according to the architectural principles complying with the present economic conditions (building of use, asymmetrical grouping of blocks, building groups of different height with a front garden and vegetation in a picturesque arrangement) will affect the dry regulatory system of Leopold Town favourably and refreshingly.”55
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			Illustration 11. The Hamburg Museum of Ethnography 1916, Museum für Völkerkunde Hamburg
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			Illustration 12. Exhibition hall in the Hamburg Museum of Ethnography, 1916, Museum für Völkerkunde Hamburg
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			Illustration 13. The America exhibition room in the Hamburg Museum of Ethnography, 1922, Museum für Völkerkunde Hamburg
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			Illustration 14. The large lecture hall in the Hamburg Museum of Ethnography, 1920, Museum für Völkerkunde Hamburg

			Yet, the proposal did not stop there. Due to the bad financial situation of the country, the cost was to be ensured “by a collection to be accomplished” among Hungarians living abroad (interestingly, the text originally mentioned Hungarians living in America instead of abroad), while the design and the foundations were to be paid from budget credit. The proposal also stated that fifteen architects would be asked to apply in the framework of a restricted competition, as the phrase is used today. The design project and the committee judging the architectural competition were already attached to the proposal.

			The design project of the building of the Museum of Ethnography

			The design project and preparation of the new building had already begun a year earlier, in the second half of 1921 after the first storm. At the meeting of the Council of Ministers on 5 August, Minister of Religion and Public Education Kuno Klebelsberg announced that the Museum of Ethnography ought to be accommodated in the school in Szegényház Street temporarily, and that he would start the preparatory work for the new Museum of Ethnography. The precondition of inviting applications was to prepare the design application programme: “However, that has to be preceded by studying the most recent and significant museums of a similar character abroad from architectural, artistic and construction technological aspects.”56He appointed Róbert K. Kertész to study the Museums of Ethnography in Berlin, Hamburg and Cologne, and perhaps in Copenhagen and Stockholm. The design project completed in November 1922 must have been preceded by a preparatory process lasting a year. Róbert K. Kertész was in charge of the architectural aspect, while Zsigmond Bátky was responsible for the ethnographic museological side. In all probability, the museums in Germany were studied on the spot, since there are references to them in the announcement of the competition. But that study tour, as is indicated by Róbert K. Kertész’s specialism, was primarily important because of the satisfactory and modern approach to the museum construction, architecture and presumably the architectural tender. It is not known whether the staff of the Museum of Ethnography participated in that, yet there was lively contact with the Museum of Ethnography in Hamburg during the period.57 They must have been familiar with the collections there, but what was in favour of those buildings was that many of them had been accomplished some years earlier. The design project names the building of the Museum of Ethnography in Hamburg, not accidentally, because its first phase was accomplished by 1912, its lecture hall by 1920, while the whole construction was finished in 1929.58 (Köpke–Schmelz 2004. 66–71.) At the beginning of the 1910s the building was erected in line with a later prominent museum director, Georg Thilenius’s concept in the style of late Jugendstil and presumably it took into account the era’s most up-to-date museum architectural and museological viewpoints.(Illustration 12.) For example, Thilenius regarded it important that visitors could easily and comfortably access exhibition rooms, and that the rooms would be as light as possible and free of any ornamentation, due to which the visitors’ attention would be drawn only to the exhibited artefacts.(Köpke–Schmelz 2004. 66–71.) In the design project of the Museum of Ethnography designating premises and spaces serving visitors and staff necessary for the new museum was a result of studying new modern museums. Besides its spacious reception area and rooms serving visitors, the Museum of Ethnography in Hamburg was also characterised by spectacular, large, bright exhibition rooms (Illustrations 13–15.) (the invitation for applications recommended the latter as a model, specifically mentioning them). The 19th-century building of the Museum of Ethnography (Museum für Völkerkunde) in Berlin’s city centre proved to be small at the end of the 1890s. The museum struggled with lack of space and precisely by 1921 the extension, the first building (Asia) of the new museum complex, was completed in the outskirts of Dahlem, whose planning had already begun in 1914. A further three buildings (Africa, America and Oceania) were planned for Dahlem, but were not built.59 Much must have been learnt from this museum building programme, but nothing is known about its effect on the design project of the Museum of Ethnography.
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			Illustration 15. Site plan, design for the Museum of Ethnography, Iván Kotsis, 1923, Museum of Ethnography; R 5881

			The document entitled the Design Project of the Museum of Ethnography60 stipulates the rooms in the new museum by stating their sizes, as well as a few architectural aspects which architects had to include when designing the building. The requirements of the competition were stipulated by Róbert K. Kertész being in charge and presumably with the cooperation of architects Gyula Sváb and Flóris Korb, as well as ministerial councillors, but the types of rooms and their designation, as well as requests of an explicitly museological nature must have come from Zsigmond Bátky. The latter were included as a separate list in one of the versions of the text under the title Requirements of the Department of Ethnography.61

			The model of Hamburg can already be recognized in the shape of the ground plan, since the main façade which would have looked out to Klotild Street (the continuation of the present Stollár Béla Street) was devised with a recess compared to the line of the street. The call for applications specified front gardens suitable for exhibitions. (Illustration 16.) The parameters of the exhibition rooms were defined in advance, with the museum in Hamburg being named as a model:

			“The exhibition rooms visited by the public are to be designed with ground floors of mostly approximately 300 square metres and three aisles (the central one is 6 m and the side aisles are 4.40 m wide) and with a ceiling height of 6.50 m. Smaller and lower rooms of an intimate character are to be designed among them (on the model of the Museum of Ethnography in Hamburg).”62
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			Illustration 16. Ground floor plan, design for the Museum of Ethnography, Dr. Iván Kotsis, 1923, Museum of Ethnography; R 5881

			The announcement of the competition specified the parameters of the lecture hall before the list of rooms. It also shows a number of similarities with the sunken hall in the Hamburg Museum of Ethnography, built according to the specifications and accomplished in 1920: “The lecture hall is to be designed for 300 people with ascending rows of seats and a first-level gallery.”63

			The list of rooms indicates that all the activities that are important for a museum today and are performed in the background were named, since there was a room for unpacking, a storage for boxes, rooms for classifying, a room for washing and drying, a laboratory, a room for disinfection, a photographic studio and a darkroom. Nevertheless, the size of the storeroom seems small: 1200 square metres in contrast with the exhibition rooms, which are large and would have been able to display a huge number of objects. Naming the theme of each exhibition room was a very special feature of the competition announcement and one that is most different from the present endeavours looking at the aspects of museology and museum building. This involved the museum’s new, future permanent exhibition from the basement to the second floor. The staircase of 400 square metres was intended for temporary exhibitions, but the formal courtyard of 1500 square metres also had to be suitable for holding exhibitions.

			The first rooms of the new permanent exhibition were planned to be in the basement, presumably due to large objects: themes such as farming, milling industry, viticulture and wine cellars were included. They were followed by the large unit of folk art and cottage industry on 1500 square metres, then hunting, fishing, shepherding and folk traditions one level up on the ground floor. A hall with a length of 44 metres and a width of eight metres was also planned for the ground floor to exhibit ethnographic interiors. The rooms for the international collection were to be located on the first floor, starting with a large hall, the same size as on the ground floor for interiors, followed by rooms for Africa, America, Oceania, East Asia and the largest, the rooms for related peoples, on a total of 2590 square metres. (The Hungarian collection was envisaged to occupy 4570 square metres.) A significant part of the objects in the museum’s collections could be housed in these spaces. The thematic organisation in Csillag Street, then in the Hall of Industry, followed the general principle of the times, which involved exhibiting the ethnographic-ethnologic collection of a given museum in large thematic or geographical units. Every significant object and item of collecting was displayed, for example three Sekler’s gates were on display in the Hall of Industry. Themes which Bátky did not consider suitable for the Museum of Ethnography but played a central role in the exhibition organised by Semayer in the Hall of Industry, were excluded; for example, the Egyptian room imitating a rock tomb or a separate Zichy room. (BÁTKY 1922. 28–30.)

			Separate spaces for visitors were highlighted in the competition announcement, thus a 120-squaremetre vestibule with a wind screen, a retail outlet, a cloakroom, a refreshment room, a reading room, a lecture hall and “toilets, washrooms”.

			Special requests on the part of the Museum of Ethnography included protection against groundwater, the construction of a side track to the service courtyard, which branched off the tram line and helped moving and coal deliveries, a narrow-gauge railway from the rooms for unpacking to the storeroom,64accommodating the workshops near the store-room, grouping the offices and workshops. It also specified that exhibition spaces and the storeroom should be easily accessed from those areas.

			The architects invited for the competition had to submit ground plans for each floor, three images of the façade and a perspective view in the size of 70x50 centimetres, as well as technical specifications and calculations for the “built-in cubic capacity” to the building of the ministry at 16 Hold Street by midday on 1 May 1923. In the end, Kuno Klebelsberg invited the following architects to prepare designs: Loránd Almási Balogh, Aladár Árkay, Ferenc K. Császár, Dénes Györgyi, Rezső Hikisch, József Kauser, László Kiss, Dr Iván Kotsis, Oszkár Láczay Fritz, Dr Jenő (Kismarty) Lechner,65 László Warga, István Medgyaszay, Ede Toroczkai Wigand and Béla Janszky. 

			Our study cannot undertake a detailed architectural-historical analysis of the 12 invited architects’ oeuvres, or an outline of the role they played in the period – that would be the subject of an architectural and art historical analysis and study. Yet it can be clearly stated that Róbert K. Kertész, Gyula Sváb and Flóris Korb as architects, a ministerial councillor and a leading figure, who managed the competition, were close to the more conservative architectural movement with a national approach. With regard to the architectural appearance of the new Museum of Ethnography, a building reflecting folk art and traditional peasant culture was expected – similarly by broad public opinion today – as will be seen in press responses and the evaluation of the competition. The majority of the selected architects represented the most significant circle of innovative architects, often with national endeavours, such as Loránd Almási Balogh, Aladár Árkay, Dénes Györgyi, Dr Jenő (Kismarty) Lechner and László Warga, István Medgyaszay, Ede Torockai Wigand and Béla Janszky, while others, such as Ferenc K.Császár, Rezső Hikisch, László Kiss and Dr Iván Kotsis belonged to the more conserva-tive architects following historicism. According to the competition rules, the participants each received a fee of 100,000 crowns, while the creators of the three designs judged to be the best would receive one million crowns.

			After evaluation the designs submitted for the competition were on public view in the offices of the Hungarian Association of Engineers and Architects in Reáltanoda Street for two weeks from 8 October 1923. An important stipulation concluded the competition rules: the submitted designs were to pass into the property of the ministry. The Museum of Ethnography received the submitted designs as the minister’s gift via the director of the National Museum in November 1924. However, Zsigmond Bátky pointed out that only three designs, those of Iván Kotsi and László Kiss, as well as Béla Rerrich who had not been invited, arrived in full,66 whereas only a perspective view of Jenő Kismarty Lechner’s design could be found in the collection of drawings (file no. R 10538). The copies of the ground plans in a reduced size and the specifications of the submitted design from Dénes Györgyi reached the museum in 1929.67 All trace of the other designs has been lost. They cannot be found in any public collection – with the exceptions of a perspective view from Medgyaszay’s submission, which can be found in the István Medgyaszay Architect’s Memorial Museum (Ládonyi 2008), and a large album in Jenő Kismarty Lechner’s estate, in which he collected documents in connection with his architectural designs. Many documents are available relating to the architectural competition for the Museum of Ethnography. The majority are newspaper articles and small photographic reproductions of the ground plans, a perspective view as well as a sketch depicting the dome of the building that the architect drew up.68 However, it is very fortunate that the journal Magyar Építőművészet (Hungarian Architecture) rendered a detailed account of the submitted designs to the competition in its issue 1–3 of 1924. It published the evaluation of the jury, as well as two floor plans and a couple of perspective views of the most successful entries by the following architects: Loránd Almási Balogh, Dénes Györgyi, Rezső Hikisch, László Kiss, Dr Iván Kotsis, Dr Jenő (Kismarty) Lechner, László Warga and István Medgyaszay. Ede Torockai Wigand’s and Béla Janszky’s designs can be found in Torockai’s book Architektura (1936), have been published several times and are analysed in detail by Katalin Keserű.69 (KESERŰ 2006; 2007) So in fact the submitted designs of just three architects, namely those of Aladár Árkay, Ferenc K. Császár and József Kauser are absent. 

			Designs for the building of the Museum of Ethnography70

			The design competition was judged by a jury appointed in advance by Kuno Klebelsberg. It consisted of the following members:

			Minister Count Kuno Klebelsberg, chairman of the jury Count Miklós Bánffy (chairman of the Arts Committee appointed by Klebelsberg in this period, though he was not included in the committee members originally listed at the time the competition was announced)

			•Róbert K. Kertész, architect, counsellor as executive

			•Gyula Sváb, architect, ministerial counsellor as notary

			•Farkas Szőcs, ministerial counsellor

			•Flóris Korb, architect, professor at the Technical University, on behalf of the ministry

			•Alajos Hauszmann, architect (he was not included in the committee members originally listed at the time the competition was announced)

			•Ignác Alpár, architect, professor at the Technical University and János Schulek, architect on behalf of the Hungarian Association of Engineers and Architects

			•Gyula Sándy, architect, professor at the Technical University on behalf of the National Association of Hungarian Engineers and Architects

			•Dr Dezső Hültl, architect, professor at the Technical University, on behalf of the National Committee of Public Constructions

			•Andor Virágh (he was not included in the committee members originally listed at the time the competition was announced)

			The committee did not announce a winner at its meeting on 28 September 1928, but Klebelsberg had indicated before the meeting that he wished to award a special fee to architects of not three but four designs. Then Róbert K. Kertész introduced the entries and the committee declared the four prize-winners without ranking them. This decision indicates that none of the designs enjoyed a sweeping success; none in fact met the expectations of the tendering authority. László Kiss, Iván Kotsis, Dr Jenő (Kismarty) Lechner and Gyula Warga jointly, as well as István Medgyaszay were the four winners. The first two represented a more conservative, historicising architecture, while the latter two typified more modern architecture in the national style. The evaluation of the four winners can be found in Magyar Építőművészet, 1924. Before introducing the relevant remarks which would help in better understanding in what way a building for a museum of ethnography was thought about in that period, it is worth noting a few general features on the basis of all the designs. The designs for the building, similarly to the four winners, were divided between a more modern style with a national approach and a historicising, more conservative style. The designs range from individual buildings following the model of Turanian ornamentation or Transylvanian peasant houses to neo-Baroque or classicizing buildings. The entries had very different levels of elaboration. While, for example, Dénes Györgyi developed his design meticulously, Medgyaszay hardly followed the design project in the case of ground plans. The ground plan arrangement of the buildings and the location of rooms are largely similar, although there are designs with specific floor plans (for example, Hikisch, Györgyi). This is due to the fact that an important point of the specifications was the requirement to include in the design a large, 1500-square-metre formal court suitable for exhibitions and a smaller service courtyard. Most architects arranged the exhibition spaces making up the majority of the building around the two courtyards, with the servicing areas implicitly around the smaller courtyard. Probably due to the narrow Klotild Street, another requirement was to have a garden in front of the main façade. The architects included this requirement in very varied forms.

			Besides the issue of meeting the design project, the jury examined in detail to what extent the designs of visitors’ spaces corresponded to museological aspects. For example, regarding László Kiss’s design they did not agree with the arrangement of the basement and upstairs exhibition spaces (because of the use of stairs and differences of levels), their access and the route of visitors. That was why a “walk around the museum” was not easy to do, a visitor could meander and it also hindered checking the tickets. They objected to the location of the cloakroom in Iván Kotsis’s plan (Illustrations 17-18.), which was not on the logical visitors’ route, making checking the tickets difficult. The museological viewpoints importantly included the satisfactory location of service areas, storerooms and entrances, and the Museum of Ethnography had to cooperate in principle in expressing an opinion about them. That may refer to the fact that Zsigmond Bátky was still listed as a member of the jury when the competition was announced, although he was absent from the meeting. The design by Iván Kotsis was criticised for sinking the storeroom for boxes under the unpacking area, which made handling heavy boxes difficult, and the faint lighting of certain exhibition spaces.
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			Illustration 17. Façade plan, design for the Museum of Ethnography, Dr Iván Kotsis, 1923, Museum of Ethnography; R 5881
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			Illustration 18. Façade plan, design for the Museum of Ethnography, László Kiss, 1923, Museum of Ethnography; R 5883

			Besides general praise, Medgyaszay’s plan received sharp criticism with reference to some details, such as the allocation of rooms not corresponding to the design project. He did not designate the themes for the individual exhibition spaces, nor did he design the gallery of the lecture hall as was specified; thus according to the statement of the jury the projection screen could not be seen by the audience. Another small detail also points to the fact that the Museum of Ethnography expressed its opinion about the design: access to the photographic studio was not satisfactory, especially in the case of large objects.

			No criticism but rather praise is expressed in the evaluation of Jenő Lechner’s and Gyula Warga’s designs: the venues serving visitors in the octagonal vestibule and the exhibition rooms were worked out in detail and where there was not enough light the dioramic part of the exhibition was planned. The rooms for museum and background work also met requirements. Zsigmond Bátky must have played a role in forming the positive opinion. Perhaps it can also be read between the lines that it was the best design with regard to functionality.

			Between extremes: the architectural style of the new Museum of Ethnography and contemporary opinions

			Besides functionality, the last paragraph of the jury’s opinion evaluated the exterior and style of the building in a few sentences, albeit in a rather reserved manner. Looking at all the designs, the styles of the buildings present huge differences, which is obviously con-nected with Hungarian architecture exploring various ways following World War I. More modern designs for buildings are present besides historicising neo-Baroque and neo-Classical ideas, as well as the moderate and prominent representatives of a Hungarian, national trend. Yet, the building presented a great challenge for the architects, because in that period the Museum of Ethnography was already considered by broad public opinion as a museum of traditional peasant culture and within that that of folk art. It is rather strange, given that the ethnological collection from outside Europe was present more prominently in exhibitions at the beginning of the 20th century than these days. The most significant collections of artefacts were acquired by the museum during that period, in the decades preceding the early years of the 1900s. Both the Egyptian and the Zichy rooms still existed in the Hall of Industry.

			Due to the division in the composition of the jury (there were younger and older generations of architects among the members) and ensuring the opportunity of a later choice, the jury selected two designs very different in their styles. The classicizing Eclectic and neo-Baroque designs of László Kiss and Iván Kotsis were highly praised. László Kiss’s was “elegant and solemn” and “demonstrates the museological purpose by using a classical form of expression”. (Illustration 19.) Although they found the Hungarian ethnographical references of the design absent, they thought it evoked a calm, artistic and harmonious effect. In the case of Kotsis’s design (Illustration 17.) “his taste in Empire style” and modern concept were acclaimed.71 Both plans follow the tradition of 19th century universal museum architecture (Keserű 2006. 138). The winners included two designs with a Hungarian approach and national endeavour, those of Jenő (Kismarty) Lechner and István Medgyaszay. (Illustration 20-21.) The jury preferred the latter: “besides its simplicity, the chosen architecture is original, individual and has an artistic effect”.
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			Illustration 19. Perspective view, design for the Museum of Ethnography, Dr Jenő (Kismarty) Lechner and László Wargha, 1923, Museum of Ethnography; R 10538

			They thought that the virtue of the design was its consciously using the simplest tools in the formation of the building. In the case of Medgyaszay’s design the exterior (Illustration 20.) was highly acclaimed, while serious criticism was expressed in connection with his floor plans. It was just the opposite with Jenő Lechner. When evaluating his design (Illustration 19.) it was emphasised that the architects had tried to create an atmosphere that was appropriate to the Turanian origin of the Hungarians, yet the dome, regarded as the most emphatic element of the building, was criticised from several aspects: they would have liked to see a softening of the motifs at the top of the hall of the dome, and the con-struction of the dome did not comply with Hungarian climatic conditions.72
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			Illustration 20. Perspective view, design for the Museum of Ethnography István Medgyaszay, 1923, István Medgyaszay Architect’s Memorial Museum
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			Illustration 21. Perspective view, design for the Museum of Ethnography Loránd Almási Balogh, 1923, Magyar Építőművészet, vol. XXIV, no. 1-3, p. 12
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			Illustration 22. Perspective view, design for the Museum of Ethnography Dénes Györgyi, 1923, Magyar Építőművészet, vol. XXIV, no. 1-3, p. 14

			This study cannot undertake the architectural and art historical evaluation of all the designs; however, it considers it important to show how public opinion received the result of the competition and what it thought about the Museum of Ethnography, as well as how the architects themselves thought and made decisions when designing the formal and architectural elements of the building. 

			A single source allows us to look into the thinking of the latter and that is the specifications of Dénes Györgyi’s plan, which was not among the prize-winning designs.73 Unfortunately, specifications of other architects’ designs do not exist.

			Dénes Györgyi’s entry is perceptibly modern, even for lay people; it is different from the others due to its individual style. His plan is special for it is worked out meticulously with all the details designed. (Illustration 23.) For example, even the route of the narrow-gauge railway is drawn, which connected the storerooms with spaces where objects could arrive. He expounds his ideas in detail in his architectural specifications. For example, he emphasises immediately at the beginning that he complied most strictly with all the stipulations and requirements of the received design project. That was why he separated all the museum functions and its spaces already starting off from the vestibule: exhibition spaces, lecture hall, administration, library, operation.
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			Illustration 23. Ground floor plan, design for the Museum of Ethnography Dénes Györgyi, 1923, Magyar Építőművészet, vol. XXIV, no. 1-3, p. 15

			Györgyi was absorbed with the thematic units of the exhibition, therefore his concept involved the interiors together with the unit of folk art, since he thought that they would have been alive only in their joint “general effect” supplementing one another. His remark concerning the international units of the collection makes it clear that he considered the Museum of Ethnography in Hamburg as a model: “The objects of the foreign collection can be suitably accommodated in the standard rooms of the Hamburg Museum of Ethnography ... I took into account the geographical sequence and the sizes stipulated in the design project.” He devotes a detailed description to the lecture hall, regarding it as a “fundamental strength” of his plan, which indicates that it could have been an significant and novel task. He also points out the model and prototype of the Museum of Ethnography in Hamburg: “The lecture hall has a comfortably sloping unified auditorium (the lecture hall of the Hamburg museum is essentially that) where a separate gallery is unnecessary considering the steep slope (a difference of 2.50 m.) and thus the spatial effect of the hall is more uniform and monumental.” The lecture hall had to be located such that it could be used independently of the museum opening hours and activities. Györgyi also deliberated in detail on the route and movement of artefacts and planned the rooms accordingly.

			“I can gain access to the group of collection storerooms and connected places via the service courtyard by car or tram railway. The goods are handed over in a covered area, from where they directly reach the location of unpacking, and the empty boxes are taken to the next-door storage for boxes. The unpacking room is next to the sorter, from where an artefact to be catalogued can be taken directly to the collection storeroom or [...] the wash and disinfecting room or, if it needs repairing, to the workshops of the museum.”74 He writes in detail about the other functional groups; however, the most interesting part is called About façades, in which he also expresses his architectural credo in relation to the museum. He first highlights that the buildings neighbouring the plot of land present a rather turbulent image and therefore only a “monumentally divided, symmetrical building with tranquil lines can be constructed here”. He discusses the style of the building at length and emphasises that “besides deeply respecting the traditions of the past, and having learnt from those, I have endeavoured to look to the future and create modern architecture”. He stresses that he is aware of Hungarian folk art being of a high standard as one of Hungary’s greatest treasures and its pride, which has preserved all the forms, construction and brilliancy of colours of Eastern arts, yet despite that:

			“We would be on a very wrong track if we applied the forms of folk art in our monumental buildings in the era of iron and reinforced concrete. On the basis of continuous cooperation and long traditions the Hungarian people has created its own abode at a high artistic level, in its own heart’s feeling, with its own building materials for its own small-scale architectural objects. We must create the architecture of the future as independently as the Hungarian people has done. By long and determined cooperation we can ensure that the national architectural style with an individual flavour would be created in the case of the iron and reinforced façades of 5-7-storey buildings. Owing to the modern, special task and monumental nature of the present competition, it behoves us to make an attempt towards the future.”75

			Hungarian architecture seeking its future as well as its dilemmas are all condensed in this quotation, and the result of the competition and can be seen in the plans. The building of the Museum of Ethnography revealed even more strongly the very different architectural concepts in the form of designs, which were hugely different from one another conceptually and in their ideas. Dénes Györgyi “endeavoured” to achieve the stipulated aim; therefore, he thoroughly studied the “arts of the East” and tried to apply their architectural concept. He would have used that in the ornamentation of the building, but the small scale of the plan (Illustration 22.) did not allow him to show it, thus he only drew schematic rhythmic lines instead of ornamentation (they can be hardly recognized on the existing reproductions). So as much in detail he worked out the floor plan, so little detail did he devote to the façade. Dénes Györgyi’s monographer Mihály Kubinszky emphasises that “Despite the rigid approach to the floor plan, his design still strikes us as the most modern one formally, because the detail is subordinated to the entirety of the mass of the façade, although the classicisising row of columns placed before the wall face creates a monumental effect. The mass itself comprises blocks bordered by simple lines: with this Györgyi left his contemporaries behind by half a step.” (Kubinszky 1974) After World War I Dénes Györgyi made his architectural plans in the spirit of new Eclecticism, which was already generally typical of the period. The Déri Museum in Debrecen, built between 1923 and 1929, became a characteristic building of that style. The Hamburg Museum of Ethnography as a model can even be recognized in the shape of the building.
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			Illustration 24. Perspective view, design for the Museum of Ethnography Rezső Hikisch, 1923, Magyar Építőművészet, vol. XXIV, no. 1-3, p. 16
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			Illustration 25. Perspective view, design for the Museum of Ethnography Ede Toroczkai Wigand and Béla Janszky, 1923, Ede Toroczkai Wigand: Architektura. Budapest, K. M. University Press, 1936

			Ede Wigand Torockai’s and Gyula Warga’s designs, (Illustration 25.) which received much publicity, are “in contrast” with Dénes Györgyi’s plan among the submitted entries which did not win a prize. (Illustrations 21., 24.) Torockai’s design was analysed in detail by Katalin Keserű and there are colour reproductions at our disposal (Keserű 2006; 2007). He drew up a building for Leopold Town with a highly special general effect, employing Transylvanian vernacular and sacral architectural elements. That was precisely why the jury rejected it: it was incompatible with its surroundings. The exterior entirely comprising folk art and vernacular architectural elements was absolutely in contrast with the complex contents of the building, thus creating a strange contrast in Torockai’s design. After all, the designated rooms of the international collection occupy a whole floor in the described peculiar interior: Africa, Asia, Oceania, Australia, etc. Of the entries with national and vernacular endeavours, Medgyaszay’s design was closest to the modern architectural principles for-mulated by Dénes Györgyi. Yet, for István Turchanyi, the journalist and specialist who reported about the competition in Élet (Life) even Medgyaszay’s plan “had as much Hungarian feature as merely a peasant in an embroidered coat walking in front of the building on the plan”. (Turchanyi 1924. 253) He also had his opinion about Dénes Györgyi’s design: it is similar to the palace of the (German) embassy (1911-1912) designed by (Peter) Behrens in St. Petersburg. In his view, the majority of the contestants were not aware of the overall significance of a national form of expression, and did not strive to make the national feature dominant since in his opinion it was the “Hungarian Museum of Ethnography” that had to be designed. Torockai is the only exception whose design he wrote about in detail, alongside his international architectural achievements. Other architect publicists such as Marcell Komor and Aladár Sós also evaluated the competition. The style of unknown entries can be concluded from their detailed descriptions: Aladár Árkay’s is of a Slav and Russian-like folk character; József Kauser “rows on historical waters”; Oszkár Láczay Fritz uses medieval architectural elements and Ferenc K. Császár works with “arsenal-like” details (Komor 1923).

			It is surprising that Marcell Komor, just like István Turchanyi and several of today’s architect publicists, refer to the Museum of Ethnography as a Hungarian ethnographic collection and exactly for that reason they expected the designs to be dominated by a Hungarian character. He regards Torockai’s of such character and an original design on an international level. He writes similarly about Dénes Györgyi, whose “volume of Egyptian and Persian character flirts with the modern Germans, but is still Hungarian in its feeling”. Of the buildings with a Hungarian character he praises Jenő (Kismarty) Lechner’s plan the most. In his opinion this should be implemented with some changes and, for example, it is the one which fits in with its surroundings the best (Komor 1923).

			Architect and publicist Aladár Soós does not mince his words – he regards the competition a failure. He misses the heritage of Mihály Pollack, Miklós Ybl and Ödön Lechner, and considers the floor-plan arrangement and the “architecture” unworthy in the cases of most entries. He praises only Jenő Lechner’s and László Warga’s designs at length: “If not in achievement but at least in intention they approach the concept which allows for the composition of a museum of ethnography.” He points out the application of sgraffito motifs characteristic of Upper Hungary, which distinguishes it from conventional architecture of the commonplace. Yet, he contrasts Jenő Lechner’s dome with Ödön Lechner’s cupola on the Museum of Applied Arts as something artistically clever, involving deeplyheld, combative, spontaneous art (Sós 1923). The other winners receive even more criticism: Medgyaszay does not evoke emotions. László Kiss’s design is conventional, simplistic architecture, performed with a school-like bravura, and Iván Kotsis’s plan lacks invention and is bloodless, like a piece of work by a Germanic official. He likes Torockai’s work among those which did not win, and which at the same time is “a fantastic giant of a peasant’s house and not really a museum”. Aladár Soós’s firm opinion probably puts a finger on reality, which the jury shared in some form and therefore did not rank the submitted designs (Sós 1923). 

			In fact, a single opinion is absent – that of Zsigmond Bátky, alongside that of the ethnographers. Which architectural style and, most importantly, which design could they consider the best? No sources, data or recollections relating to the question are at our disposal. However, reading between the lines it must have been Jenő (Kismarty) Lechner’s design, since his arrangement of floor plans received much praise.

			An epilogue without a storm. The fifth building of the Museum of Ethnography, the grammar school on the civil servants’ housing estate

			“The old problems have again occurred for 3–4 months, namely when it rains it leaks in several places in the office. The leakages constantly change on the ceilings of rooms, so we cannot protect them even against rain at night with pans to collect the water. The leaking water has caused severe damage in recent weeks and it is feared that when the autumn rain begins it will not only stop office work, but our collection of phonograph cylinders and photographic negatives, which by their nature cannot be accommodated in the Hall of Industry, will be destroyed to the irretrievable damage of Hungarian culture.”

			The quoted letter was written to minister Kuno Klebelsberg by István Györffy as the head of the Ethnographic Department asking that the roofing be repaired.76

			At that time the implementation of the architectural competition was no longer on the agenda. As Bátky stated, the increasingly worsening economic situation constantly delayed and then thwarted the construction of the new Museum of Ethnography (Bátky 1924. 185). From the start Klebelsberg’s plan had a doubtful chance, since from the beginning budget resources were not to be used for the construction, rather the intention was that the costs were to be covered by collections mainly from Hungarians living in America. In November 1923 Róbert K. Kertész declared that “the propaganda organisation is being organised which will manage the collection” (for both the construction of the Museum of Ethnography and the National Theatre). Furthermore, promises had already been made by leaders of Hungarians in America.77 However it must have soon turned out that such a large sum could not be collected with this method in order to begin the construction of the building in the foreseeable future. After all, at the beginning of 1924, having seen the condition of the Hall of Industry, Klebelsberg asked the then director of the National Museum, Bálint Hóman, to submit a proposal for the temporary accommodation of the Museum of Ethnography. Hóman prepared the submission by May, which included the proposal for the grammar school on the civil servants’ housing estate.78 Bátky reported that lengthy negotiations had begun and finally a decision was made on 11 September 1924: the Department of Ethnography received the building of the State Grammar School on the civil servants’ housing estate in the 10th district, at today’s 40 Könyves Kálmán Boulevard (Bátky 1924. 185). The move which had already started in 1924 lasted 13 months to the end of 1925. (Illustrations 26-27.) Although the school building in its floor plan was larger than the Hall of Industry, far smaller space for exhibitions could be arranged. (Illustration 28.) Thus began a new period of fifty years – the longest connected to one building.
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			Illustration 26. Abandoned classroom with original school furnishing (Könyves Kálmán Boulevard, former civil servants’ housing estate grammar school) 1924-1925, unknown photographerm, NM F 342785
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			Illustration 27. Abandoned classroom with original school furnishing (Könyves Kálmán Boulevard, former civil servants’ housing estate grammar school), 1924-1925, unknown photographer, NM F 342786
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			Illustration 28. The new permanent Hungarian exhibition in the corridor of the former school. (Könyves Kálmán Boulevard, former civil servants’ housing estate grammar school), 1924-1925, unknown photographer, NM F 342787
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			The Politics of Memory and Ethnographic Museums

			LAJOS KEMECSI 

			The modern museum is an institution of special importance for maintaining the collective memory and canon and presenting the symbolic world order, representing and continuously redefining the meanings. Accordingly, it is worth analysing the activity of museums of ethnography that can be positioned as social museums, for both the timeliness and problem sensitivity of their attitude towards the politics of memory. The museum (exhibition place and archive) as an important place of the culture and politics of memory forms a highly complex and distinctive relationship with the physical space in which it operates. This is one of the factors contributing to the timeliness of the choice of theme at a time when the Budapest Museum of Ethnography’s move to a new space is becoming a reality. The treatment of the politics of memory, summed up in the article, is a very important element in both the scholarly activity and the operating practice of the museum of ethnography. The role of the collections is clearly increasing among the scholarly backgrounds of the social sciences. The inherent orientation of museums of ethnography towards the past makes confronting the present a real challenge for them. The article seeks an answer to the following questions: What museum solutions could serve as a guide in the current/serious questions of our time (and can be used as such)? How can the museum undertake a role encouraging discourse as an authentic participant if its means are limited and the constructed images available are based almost exclusively on objects of the past and earlier concepts?

			“Museums are vital public spaces that should address all of society, thus being able to play an important role in the development of social ties and cohesion, building citizenship, and reflecting on collective identities. Museums should be places that are open to all and committed to physical and cultural access for all, including disadvantaged groups. They can constitute spaces for reflection and debate on historical, social, cultural and scientific issues. Museums should also foster respect for human rights and gender equality.”79

			The above quotation is from the Recommendation by UNESCO on the valid mission and situation of museums functioning in the world. The interpretation of the Recommendation resonates with the statement that the museum is an institution of special importance for maintaining the collective memory and canon, and for presenting the symbolic world order, representing and continuously redefining meanings (György 2003. 11). Accordingly, it is worth analysing the activity of museums of ethnography, which can be positioned as social museums, for both the timeliness and problem sensitivity of their attitude towards the politics of memory. The museum (exhibition place and archive) as an important place of the culture and politics of memory forms a highly complex and distinctive relationship with the physical space in which it operates. This is one of the factors contributing to my choice of theme at a time when the Museum of Ethnography’s move to a new location in Budapest is becoming a reality.80

			The role of the collections held by ethnographic museums is clearly increasing in the scholarly backgrounds of the social sciences. In the past decade there has been a substantial increase in the responsibility and opportunities of museums of ethnography in conjunction with the new direction taken by the politics of memory. The role undertaken by museums is nuanced by the fact that tradition functions as a medium of identity and that societies have the moral duty to maintain and preserve traditions.81 Attempts made to influence and renew tradition, or to invent new traditions, aim to sustain, revitalise or, as the case may be, to transform individual and group identities.82 The inherent orientation of museums of ethnography towards the past makes confronting the present a real challenge. What museum solutions could serve and can be used as a guide in the current, serious issues of our time? How can a museum undertake the role of encouraging discourse as an authentic participant if its means are limited and the constructed images available are based almost exclusively on objects of the past and earlier concepts? In the museum scene methodological reasons and an intention to preserve for the future are urging an orientation to the present, especially in the international field (cf. Fejős 2003. 26). Debates on the politics of memory seem to be unavoidable in this area, too.

			Border discipline, ethnicity, identity

			The subject of examining history and historical memory in itself goes beyond the usual academic frameworks and has become a prominent current theme. This is shown by the daily polemics about recently established memorial places, monuments erected to victims or museums connected to certain groups or historical events. Discussion of the theme is not made easy by the research of memory being regarded as a border discipline: history, cultural and social sciences all research it and use the achieved results. In my opinion, taking possession of the past and the new forms of attitudes to time and the environment are directly connected to museums as institutions appointed by the politics of memory as of outstanding significance. The connection is reinforced by the fact that ethnography is generally thought to be a medium which provides the experience of belonging together.

			Ritual frameworks have consolidated to promote and present ethnography, which has descended from the height of the arts and sciences, and has become a part of everyday life and our environment. Assimilating to European trends, the two-hundred-year-old Hungarian ethnography is in constant contest with passing time. The original bearer of Hungarian culture was generally thought to be the peasantry, conforming to Riehl’s and Naumann’s concept of “the people” (Paládi-Kovács 2005. 119). People’s culture created genres for storing and carrying cultural knowledge and with their help it systematized and interpreted knowledge about the past (Voigt 2008. 17–19). Historical memory does not need to be submitted to the pillory of folklore genres, but ethnography applies several other of its carriers (Kósa 1980. 10). Susceptibility to interpreting contemporary relations has recently been encouraged by the appearance of anthropology as a specific discipline.83

			Ethnographic museological research addresses one of the most significant elements of current European research paradigms by approaching the cultural practice of the everyday and the way the politics of memory exists from the direction of the roots of ethnicity and rituals. Modern historical consciousness is simultaneously an invigorating source and an inevitable consequence of national identity (Gyáni 2010. 18). Local, regional, denominational and social identity are all part of the self-definition of individuals, families and broader communities, and they represent an active agent of the changing politics of memory. The relationship of national and European identity related to cultural freedom represents different values. The awareness of belonging to one nation as a resource appears when formulating current frames of identity (L. Simon 2016. 41). Meanwhile, it is clear that customs uniting communities and being symbolical are appearing today; certain traditions revive and the demand for creating traditions is also present. Relying on their collections, museums of ethnography are (or can be) actively involved in analysing the identity-securing role of holidays and rituals (Assmann 1999. 58). Museums of ethnography have a role not merely in documenting, but also actively shaping these processes.

			The system of connections indicated above verifies that memory and identity formation are closely and inseparably connected in the activity of museums. Both components of an individual’s sense of identity, namely personal identity representing individual quality and singular nature, as well as social identity representing social quality, are of a historical character. The complex relationship between collective memory and identity processes is an important, general finding of the relevant research.

			The politics of memory is clearly not only a Hungarian and not only a 21st century phenomenon. Nor does it remain in the fortress of science, in Hungary or elsewhere. Moreover, it can be regarded more as a political than a scientific phenomenon. Politically constructed historical reasoning that serves political interests has accompanied the entire history of mankind. Related international literature has hugely expanded in recent decades.84 I consider the self-reflexive approach of history as a science from the aspect of the activity of museums as especially instructive among the various research directions (cf. Gyáni 2000; Andrásfalvy 2010). After all, recreated interpretations of the past motivated by politics can be powerfully shown in Hungarian political thinking, which primarily did not want to explore the past, but directly use it for political purposes. It can be detected that memory and lesser or greater disorders of identity formation go together in the majority of cases. The sociopolitical environment clearly influences the activity of institutions working in a cultural field. Remembrance seriously affects memory-political trends and also operates well as an identity-forming mechanism, forming and shaping the mentality of local and regional society. Therefore, it is relevant and inevitable to examine along what discourses exhibitions and projects in museums are organised, how they construct memory and as a result what complex cultural relation they form, as well as what identity models they offer for the society in their environment.

			Politics of memory and perspectives

			Access to culture through fragments and the partial nature of representation have become fundamental ideas in modern museum discourse these days. The theoretical approaches and practical consequences of processing the past, memory and reminding fundamentally shape both the role of museums and how they are judged as institutions. The presentation of historical memory in museums and at exhibitions is varied in time and space. Change presents itself especially powerfully in the period of the transformation of visual culture. A critical observation of an institution’s own existence, a discourse of arguments and responses as a result of public debates, as well as emphatic selfreflection are all very important for a healthy and authentic function in institutions which are maintained by any existing political authority. The authenticity, the scientific opinion and the degree of its identity-forming involvement can be based on these points (Cf. Frazon 2011. 44). Academic interest with regard to memory is shown by the fact that today a separate sub-discipline of historical scholarship, memory studies, deals with this field. Its researchers analyse and evaluate the institutions which, on the one hand, produce and, on the other, effectively promote representations forming memory.85 Human memory is the individual or collective imprint of an object. In the second case it becomes fixed in two forms: in the memory of individuals burdened with its preservation and the obligation to pass it on, as well as in objects and places. Bearers of collective memory usually pass it on to other members of the community during so-called initiations, and keep recalling them during periodical ceremonies.

			In modern societies initiation corresponds to family and school education, supplemented with other forms of encouraging someone to lead an independent life. State and church holidays, as well as anniversary commemorations essentially correspond to periodical ceremonies. Collective memory is built on individual memory and exerts a reactive influence: it creates a collective framework, imposes joint criteria and – although only in a limited circle – clearly instils certain common contents. The existence of individual memory is an essential condition of the survival of collective memory. Should a cataclysmic amnesia wipe it out or an epidemic kill all the members of a community, only silent objects and empty places would remain (cf. Pomian 2011). Universal memory operates as a mutual criticism of a number of national pasts locked in themselves. Attempts to resolve together traumatic conflicts seem far more promising than exclusive narratives. National histories and memories enjoying the right of their exclusiveness are increasingly replaced by the paradigm of a view of history based on memory-political pacts and conclusions of peace (György 2013b. 428, 429). Rewriting the historical self-image of a collective always elicits conflicting interests, and takes place in a political field sometimes among those who are sensitive to changes of values and operate with nationalist narratives. Rewriting Hungarian history and politics of memory is a process taking place in a complex space (cf. György 2013b. 381). As a consequence of identity politics, public history becomes increasingly powerful and constantly clashes with an essentialist view of history built on the exclusiveness of national identity (Gyáni 2010. 82). A determining element of ethnographic museums can involve creating a passage through past periods and building a bridge above the “floating gap”. The concept of a floating gap was first used by Jan Vansina for the transitional period of memory when the experienced past that can be communicated within a few generations changes over to the quality of historical past (Vansina 1985. 23). This gap is always at the same distance from the just remembering generations, thus it proceeds forward in time gradually. The memory of events which happens to fall in the gap is rather problematic and it sometimes disappears temporarily.

			We can also state that social or personal memory is not a mental process conceived insolitude, but in both its spontaneous version and especially in its institutional forms is a collectively patterned work (cf. Pataki 2010). Unlike the spontaneity of individual memory, memory and remembrance taking place in and affecting society assert organisation and consequently they involve locations, objects and actors. They come into being and change in the basis of their meanings. They are created by social, cultural and political contexts and react to those (Jakab 2012. 17). The authority of any time responds to this, since the intention for museums to function as a tool of identification serving political aims has regularly appeared throughout the past centuries.

			State politics of memory makes a great demand on the historicised self-image of a national collec tive (Gyáni 2016. 21). A harmonious condition can exist if the politics of memory directed and shaped by the state does not extend beyond its sphere, if it does not drive out actual scholarship from public space. The politics of memory is never about the past but the present and the aspirations of the authorities to form the future. It can have a distorting effect when it is aimed at appropriating national history, when it strives for forgetting and purifying tradition it regards as its own by removing a superimposing shadow, or if it wants to force the positive achievement of another tradition into oblivion. The struggle for possessing social and national public memory is a highly important area of intensified rivalry in public life. At the frontline of the battle certain museums may suddenly find themselves in the intersection of debates, in the buffer zone.

			The only function of politically and directly instrumentalised history is to create and keep alive the internal unity of a given political subculture (Gyáni 2016. 126). It is never accidental whose memory from among the events and personalities of history a political power nourishes, whose memory it intends to maintain or revive. Memory in this case is, of course, not equal with itself, cannot be explained with and from itself but it is always politics and the politics of memory. The manifestation of a given political camp’s identity and sometimes filling it with new contents is the aim of memory politics. The politics of memory is a way of expressing political identity and a projection of identity politics. In a historical sense the politics of memory not only can serve the expression and/or reinforcement of identity, it can also be a legitimatizing source.

			It is instructive and considerably re-evaluates current political approaches that memory is able to be far more resistant to external effects than is generally presumed. Exactly for this reason those “histories of politics” trying to enforce the acceptance of an image of the past which are in contrast with what collective memory has preserved usually end in complete failure sooner or later (cf. Pomian 2011).

			Memory turn and presentism are characteristic of a contemporary social scientific paradigm. The deviation between history and culture is primarily the problem of presentism. The deep social identity and representational crises are supplemented with social criticism of large institutions. Articulated social anxieties can be recognized, which firmly include the fear of amnesia and the issue of authenticity. Following the dissolution of classic systemic clusters of interpretation, the earlier great narratives no longer provide authentic answers.86

			Possibilities and obligations of social museums

			Including new concepts in the discourse other emphases may appear in the complex relationship of memory politics and museums of ethnography. The paired notions of “places” and “memory” spread as the principles of French historian Pierre Nora’s work. Following him, researchers of this theme use the designation memorial places, lieu de mémoire (cf. Nora 1999). Researchers of society in Germany and other European countries have restarted the process of analysing their own history and European events from a broader perspective in recent decades. European states perceptibly review descriptions of history taken from others and argue about their own national memories relating to historical events, and at the same time they are seeking a common basis of comparison for a uniform international historical culture. With the introduction of the concept of “Lieux de memoire” a number of studies were written in Germany, Italy, Holland and other states.87

			As part of the process of renewal of the Museum of Ethnography which is moving to a new location, the museum’s new mission state ment has been prepared with the staff of the institute as a result of a deliberated project. This published, compact message is treated as the corner stone of the new museum’s planning and conceptual formation, which includes cultural memory as a key concept and a determining element.88

			The social museum stipulated in the museum’s mission statement is hardly known as an institutional category in Hungary. The expression social museums literally comes from the French musées de société whose definition originally refers to a broad circle of écomusée. In France the expression refers to museum activities which are close to various communities and is in close cooperation with them (Chaumier 2013. 8). This concept is not alien to the Anglo-American museum environment, since it can be perfectly related to the widespread notion of social historical museums. The French practice that is highly regarded internationally and the Anglo-American orientation to social history museums are extremely close to one another.

			The fact that a museum communicates as a culture-creating place arises from its social character. Such a museum is a specific medium of present societies, which represents symbols and forms of experiences even via its building. Regularly framing objects into a collection happens in the interest of learning about the world in ethnographic/social museums (the two concepts are used as a synonym in the interest of simplification Fejős 2003. 46). By the second decade of the 21st century, significantly changed customs and preferences of visitors indicate that social museums presenting ethnographic collections are able to satisfy visitors’ desire to learn and acquire information. Such a museum is remarkably suitable for formulating questions related to introducing cultural differences which are manifested in the way of life of the past and are still shaping in the present (Fejős 2003. 15).

			The involvement of social museums as workshops for the politics of memory can rely on the fact that the changes in scholarly interest can be shown in the formation processes of collections, i.e. the circumstances of growth, as well as in a very fortunate case the reactions and value judgement directly relating to society, meaning the environment.

			It is also characteristic of ethnographic museums that they regard exhibitions as fundamental means of the permanent readjustment of modern knowledge systems and their insertion into the sociopolitical world concepts. When staging exhibitions it is vital to recognize that the uniqueness and special feature backing the mission of museums reflect their genuineness in today’s era of virtual worlds: a modern museum functions as a safe meeting point for encountering, being together and conversing with a real environment and real people (Kemecsi 2010. 171).

			With only cursory information about the international sphere, it can be noted that the spirit of historicism has reached museums by now: namely, the social-scientific force of self-criticism and self-reflection which is indicated by presentism, memory turn and the reshaping of social time and cultural space (György 2008. 35). Today a modern museum clearly has to connect living culture, the practice of the present, with cultural heritage in several fields of human experience (Castells 2012. 37, 38).

			It is almost banal to state that the museology of the 21st century can no longer be interpreted without the turn of memory politics that has taken place in recent decades (György 2003. 16). Museum collections are sometimes dim or blind mirrors of the history of scholarship. They are specific historical products whose real value is involved in the quality of related information. Thus it is indisputable that a museum collection as a fundamental form of ethnographic knowledge cannot be used authentically in itself or as a neutral source base, but only in its historical existence while being con scious of the circumstances of its establishment.

			Collection management (which includes the activity earlier marked as collecting and conservation/restoration), research, communication and education are all equal expectations among the modern functions of museums.89 Every acquisition and preservation, every selection and display includes concepts created about the past and as such in itself as a matter of fact requires interpretation. In this way a museum is a special medium. In and of itself a museum represents a means of learning and explaining, which consists of skills, techniques and methods, as well as a special exchange channel of social information transfer (cf. Fejős 2008. 25, 26). The museum discourse related to the politics of memory must discuss and apply the concepts of new museology, participation and source community in a natural manner. And all that must take place together with finally abandoning the anachronism which in a number of cases certainly characterises exhibitions in a museum of ethnography.

			By now the recognition of social usefulness can be seen as a basis for survival and development of institutions on the international scene. Stories and remembrance, as well as images and films, which have been enormously upgraded in everyday life, rapidly come into prominence in modern museum practice.

			Modern museums and exhibitions have taken over a number of processes used in theatres and dramaturgy, but the best tried and tested methods of presenting culture via objects have been primarily formed in museums. Complex responses to questions raised in museums have been given by the second decade of the 21st century. The diversity of objects, images and sources, the openness and flexibility of presentation, as well as the relativity and topicality of responses are supplemented by the authors’ subjectivity. As a result of all these factors, the space and reception of museum exhibitions have essentially changed (Frazon 2011. 23). Interpretation motivates the recollection of the past, i.e. stimulates memory by displaying objects of a collection at a museum exhibition. The role of objects triggering memory is determining in this process (cf. Korff 1995). Exhibitions in museums are evidently not isolated phenomena – institutional strategies and up-to-date procedures of presentation affect one another in constant change. Well-known museum scenographical approaches enable exhibitions not merely to present a story or a past event, but to use tools with which they rouse, astound or alert visitors.

			We can state that in Hungary museums do not use these approaches very much. The traditional professional competence of museums or their established professional activities are no longer sufficient to fuel the relationship between the museum and the community, which has changed or is in need of transformation. The scientific and museological context primarily requires institutions and specialists who work there or are in connection with museums to have new skills and to develop and implement strategies which were unknown earlier (Fejős 2006. 21).

			Yet, besides the mechanism of implementation in relation to the urge for natural and motivating renewal, other factors also form the perspectives of a museum’s involvement. It is a matter of fact that museums start with a disadvantage compared to so-called theme parks in the competition for gaining and keeping visitors’ attention, owing to their tardiness and sometimes their scientific and collection ‘ballast’.

			In parallel with these processes the proportion of public funding is decreasing steadily, while visitors’ expectations are growing both in Hungary and abroad. This phenomenon forces museums to generate new attractions and developments for visitors in order to increase income. These new tendencies do not encourage the scientific activities of museums and consequently the different forms of publication.

			Simply put, by now a museum has turned into a cultural scene of entertainment, a scene of consumption where visitors go primarily for the attraction and for having some experiences. There are also examples where the building itself which accommodates an institute is an important element of attraction and the exhibitions of the museum functioning in it interest the public far less. Museums as institutions have an obvious wish to meet the expectations of different funding bodies and local communities. For the state as the funding body an institute of public collection has become a significant channel for the implementation of the modern state’s programme (Ébli 2005. 49). Furthermore, an assess ment referred to as ‘audit culture’, an Anglo-American expression, is an external norm used for museums, which is related to the measurement of social usefulness. And this is so when the role of museums is clearly emphatic in a metaphorical sense, as well on the international scene: a precise and concrete place is marked by them on the nations’ map of memory politics. Of course, it is undertaken with varying intensity in relation to the quality and modernity of characteristic presentation strategies which prevail in the institutes. The majority of known social museums function as active scenes of encountering and facing the past. Their activities combine the contextual and formal segments of objective knowledge and subjective experience with differing intensity (cf. György 2016).

			Expectations and challenges in relation to social museums

			Partly due to the developments of globalisation and the improvisations of political actors, brand new identity pivots have recently appeared, to which museums have responded in several cases. Besides methodological aspects and the general social demand for the observation and interpretation of society’s dynamics and function, orientation to the present as part of a museum’s involvement clearly includes remembrance and the politics of reminding. The topicality of memory politics offers (and almost expects) museum involvement on behalf of institutes of ethnography: in addition to formulating the image of classical folk culture in the museum, such is the redefinition of the elements of traditional folk culture in different socio-cultural circles or the organisation of national culture, as well as the local reinterpretation of international or global culture. Several themes that can be considered sensitive may be presented as fundamental tasks for social museums and include problems of present contemporary conflicts, the aesthetics of everyday life or the complex world of symbols and phenomena of communication.

			Presenting contemporary culture in museums involves a number of everyday and social cultural forms and manifestations – which were earlier excluded from the horizon of broad history and culture – in relation to the palpable growth of the value production procedures of the heritage movement, which itself can be identified as a global phenomenon. The activity of museums, emphatically not only in terms of exhibitions, may in effect involve cooperation in restoring honesty and a sense of reality, as well as in transforming nostalgic identities into cultural norms (György 2013b. 441).

			Cultural memory works in a regulated manner via the duality of partly routine-like exercises and partly traumatic moments. Museums, which continuously redefine the changing fabric of historical constructions of a community of shared memory, facilitate the catharsis of the liberating moment of remembrance that has escaped from being under control. Finding its way in the cultural space constructed by the museum, a new generation may reach the condition of personal anxiety via indirect knowledge (György 2013a. 175).

			It is very important that the museum and museum specialists as professionals cannot take sides. They must treat history as a branch of knowledge and a field of the researched branch of science. More precisely, a museum always has to entirely adopt the ethical and epistemological norms which regulate its relationship with its own professional and broader environment, and direct its research methods. The results of museum activity must stand the trial of experts’ criticism and must be acceptable for the broad public in order to gain widespread attention and significance. This assumes the complete accordance concerning how museums and their professional environment address the evaluating criteria of principles of behaviour and applied procedures, namely in relation to the importance of knowledge gained in that way (cf. Pomian 2011).

			The indications of the processes briefly outlined above and even a limited attempt at analysis indicate that remembrance, the memory political turn or half turn, and institutionalised musealization cannot be separated either from the social environment or, con comitantly, from direct scientific discourse (cf. Frazon 2011. 146, 147). In a country where the need to interpret the past is naturally a part of common cultural heritage, the complexity of meanings, or in certain cases its fragmented and broken up nature, directly influence the system of institutions concerned.

			Memory not only reconstructs the past, but also organises experiencing the present and the future (Assmann 1999. 42). After all, it is clear that values which seem to be irreconcilable at first sight – the values of the past and future, the values of preservation and innovation – are able to supplement one another; moreover, they can only together serve the advance of the national community (Orbán 2014. 9). The past is a peculiar phenomenon: it is objective and irreversible at the same time, yet it is also flexible, can be interpreted and reinterpreted; it can be turned into a subjective experience through the individual’s personal perspective, and it is this characteristic feature that museums are able to grasp. In view of the above, people working in this sphere have an enormous responsibility because a museum is obviously a reference-creating space with unquestionable classifications. It can be stated that a museum is such an institution of heritage for which the issues of national identity and heritage construction present a considerable system of tasks and a challenge at the same time (cf. Chastel 2004). In my opinion an indisputable opportunity and at the same time obligation of ethnographic museums is for the discourse in connection with international, national and local, as well as individual memory, to function as perhaps the most important element of institutional representations. Memory moving into locality authenticates and forms identity (cf. Gyáni 2010. 106). Correspondingly, museums of ethnography, as social museums directly applying individual life stories can accomplish their mission in this enormously important field.

			And the fact that the expectation is not only expressed by an increasing and louder number of people who are in direct contact with the operation of museums is shown by Nobel Prize-winning writer Orham Pamuk, founder of the Museum of Innocence in Istanbul, who in his keynote presentation at the 2016 Milan conference of ICOM (International Council of Museums) said the following:

			“The aim of the big state-sponsored museums is to represent the state. This is neither a good nor an innocent objective. The measure of a museum’s success should not be its ability to represent a state, it should be its capacity to reveal the humanity of the individual. Individual stories are far more suitable presenting the depth of our humanity. We do not need more museums that attempt to construct a historical narrative of our society and community as a narrative of faction, nation and state. We all know that ordinary and everyday stories are richer, more human and, above all, more joyful. In museums we have History, but what we need is stories. In museums we have nations, but what we need is people. We have groups and factions in museums, but what we need is individuals. ”

			(Pamuk 2. 2016.)

			The above sometimes compactly summarised discussion of memory political issues, which could certainly be more explicable and understandable with the help of several Hungarian and international examples and case studies, I think is a highly important element of the scientific activity and operational practice of ethnographic museums. Becoming a real social museum does not happen with the wave of a magic wand, neither it is accomplished automatically with a change of location, which the Museum of Ethnography is getting ready to do now. Yet, this situation may involve a special period and thus a substantial opportunity (plus, of course, a number of threats) for our institute. That is why I believe it is justified for a meaningful dialogue to start on this theme.
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			On the Trail: Székely Gates and Wooden Churches

			The Photographic Work of Teacher Gábor Szinte (1855–1914)

			TÍMEA BATA 

			Gábor Szinte (1855-1914) was one of the most active ‘field researchers’ of the nascent phase of Hungarian ethnography, a period that extended from the late-19th through the early 20thcentury. Though Szinte, a secondary school graphic art teacher conducted work of limited geographic and thematic scope, his career nevertheless illustrates the manner in which the Museum of Ethnography typically initiated and supported collection and analysis efforts during the age in question. In 1884, he joined the work of the Hunyad County Historical and Archaeological Society with the primary taking of researching and documenting the society’s archaeological collection. Though the whereabouts of the photographs he took in the course of this work are unknown, certain conclusions can be drawn about them from surviving written and visual sources. In 1897, he moved to Budapest and within a few years, was commissioned by the Museum of Ethnography to conduct research in Székelyföld, focusing mainly on the origins of the Székely house and gate. Later, he would additionally document the wooden churches of Kolozs, Szatmár, and Szolnok-Doboka Counties using both drawings, and photographs. Over the course of 15 years’ of activity for the museum, he submitted reports that included over 300 photographs. This study examines these surviving photographs, placing them within the context both of the photographer’s work as a whole, and of the photographic collection in which they currently reside.
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			SZINTE GÁBOR (1855–1914) Illustration 1. Portrait of Gábor Szinte Budapest, circa 1898, Reproduction: ÉRTESÍTŐ 1914. preceding p. 10, Unknown photographer

			History regards Gábor Szinte as one of the most active ‘field researchers’ of the nascent phase of Hungarian ethnography, a period that extended from the late-19th through the early 20thcentury. Though Szinte, a secondary school graphic art teacher engaged in ethnographic projects when school was not in session, conducted work of limited geographic and thematic scope, his career neverthe less illustrates the manner in which the Museum of Ethnography (then the Ethnographic Department of the National Museum) typically initiated and supported collection and analysis efforts during the age in question.90 Around the turn of the 20th century, the study of public monuments, rural architecture, folk art, and peasant craftsmanship formed part of the general education (or self-education) of artists, art instructors, and architects across the country. Beyond the study of national ornamentation and issues related to the origins of various motifs, such individuals were also interested in traditional architecture, the material trappings of folk culture, and the lifestyles and customs of the communities where these were to be found. Gábor Szinte, for his part, started out as an ‘amateur’ archaeologist who later, as a committed researcher of material ethnography, groomed professional relationships with a variety of groups and individuals, including members of the intelligentsia in the cities where he taught, other professionals working part-time on various scientific topics, and such specialised institutions in Budapest as employed teachers like himself in their work. Szinte’s scientific and other informative writings, drawings, and illustrations appeared in numerous newspapers and other publications. He also boasted an active membership in a large number of scientific clubs and societies (The Hunyad County Association for History and Archaeology, The National Association of Hungarian Graphic Arts Instructors, The Transylvanian Carpathian Society, The Hungarian Ethnographic Society, and Budapest’s Ferenc Dávid Society).

			Gábor Szinte was born in 1855 in Valea Crişului (Sepsikőröspatak),91 the progeny of a minor noble family of the Unitarian faith with modest landholdings. His father, László Szinte, was a municipal administrator in Arcuş (Árkos). Szinte completed his secondary school education in Cristuru Secuiesc (Székelykeresztúr) and Cluj-Napoca (Kolozsvár; GY. I. 1914. 344) and in 1875, began attending the National Figure and Model Drawing School, receiving his secondary school graphic art teacher’s certificate there in 1879. In 1883, after a brief period of employment with the Vácz Royal Institute for the Deaf and Dumb (today the National Institute for the Hearing and Visually Impaired), he was appointed to a position at the Deva (Déva) State Central Secondary School for Technology and Science. Finally, in 1897, he requested and received (A Dévai 1899. 83) a position with the Hungarian Royal Central Secondary School in the 8th District of Budapest, where he taught until his death in 1914. (Illustration 1.)

			[image: ]

			Illustration 2. Dominitianus plaque above the rapids, with the scaffolding used in its reproduction set up on the boat launch Gospodin Vir Gorge, 1893, Reproduction: TÉGLÁS 1894. 13, Photograph by Gábor Szinte, Reproduction by Krisztina Sarnyai

			Deva (Déva) – Historical Preservation and Archaeology: The First Photographs 

			While teaching in Deva (Déva), Szinte took part in the work conducted by a number of local intellectual groups. As a regular and elected member of the Hunyad County Historical and Archaeological Society, for example, he participated in society meetings, went on study trips, and in some cases, even held lectures. During the same period, he additionally published writings on topics in archaeology in a number of different forums.92 A society-commissioned project on which he worked for many years was his large-scale Monograph of Hunyad County, a piece for which he studied the ‘castles and churches of the Hungarian homeland’ (Kuun 1897. 18).93 Szinte also participated in an exploratory study of the nation’s frescoes, organised by Budapest’s National Monuments Commission. In 1883 and 1884, he was given the job of investigating the churches of Streisângeorgiu (Sztrigyszentgyörgy), Bârsău (Berekszó), and Deva (Déva), and of documenting (i.e. tracing and drawing/painting scale reproductions of) their murals. The documentation he submitted to the National Monuments Commission reveals that for the purposes of this project, no onsite photographs were taken.94 As one of several companions of Gábor and István Téglás, Szinte participated in numerous archaeological digs in the area of Deva (Déva), where he produced both sketches, and photographs. Based on the materials that have come to light to date, the first photographs attributable to his name were taken in 1893. In the summer of that same year, the amateur ethnographer joined a research trip organised by Gábor Téglás to the southern reaches of the Danube, the final account of which featured one of his photographs, an image that captured the difficulties encountered in documenting the content of the plaques at the cliff in Gospodin Vir Gorge (Illustration 2.; Téglás 1894. 13). Another shot taken the same year appeared in illustration of an article published by Calvinist (Hungarian Reformed) minister Sándor Szőts in 1898 (Szőts 1898), in effect, a report on the ‘antiquities found in the Déva Reformed church, embellished by the well-executed photographs of the teacher Mr. Gábor Szinte and of Jenő Grünhut’ (Szentgyörgyi 1899. 245). The photograph in question was of the church exterior. The same photograph had already appeared in the 3 September 1893 edition of Vasárnapi Ujság [Sunday Paper] and was therefore taken at least five years previous to the Szőts article. This does not, however, exhaust all evidence that Szinte, in fact, photographed a variety of subjects both in Deva, and elsewhere in Hunyad County. The 1886-1887 annual report of the Hunyad County Historical and Archaeological Society, for example, speaks of the purchase of the camera Szinte is likely to have used (KUN 1889. 148). Though the question of where he picked up his knowledge of photography remains a mystery, it can be assumed that there would have been ample occasion during his years at art school. Also, as both Gábor, and István Téglás are known to have taken photographs on a regular basis, he may have practiced and perfected his methods under their tutelage. A letter written by Szinte in 1894 speaks of having taken pictures of museum objects,95 while an 1895 report on the activities of the Society offers an even more explicit reference: ‘On the occasion of the Hungarian Millennium, photographs of the county’s architecturally valuable churches and Magyar Period castles and mansions were shot by Gábor Szinte, thus preserving their images for posterity.’ (Téglás 1896.) Another report reads, ’...in the interest of the pending monograph on the topic of our county, the society and president of the county monograph committee has charged Gábor Szinte with photographing the architectural monuments, antiquities, and typical folk costumes to be found on county territory’. (Téglás 1895.) At this point, therefore, the photographs in question were no longer of buildings alone, but also of folk costumes. In the year 1897, Szinte additionally photographed the ruins of Deva’s (Déva’s) Bethlen Gate, which image was subsequently hung in the Deva Museum (today, the Museul Civlizatiei Dacice si Romane Deva; Veress, ed. 1898. 150). 

			Szinte is furthermore cited by several sources as having taken part in the preparations for the 1896 Millennial Exhibition – the jubilee event held in Budapest’s City Park on the occasion of the 1000th anniversary of the founding of the Hungarian state – including work on county-level research. According to a school bulletin, for example, it was Szinte who was responsible for ‘creating the cottage industry models for the exposition’s Hunyad County agricultural group, as well as taking all photographs relating to ethnography, landscapes, and animal husbandry’ (A DÉVAI 1896). The report by the Hunyad County Historical and Archaeological Society on its activities for 1895 indicates that by the year in question, this work had already been completed (Téglás 1896). The images, it should be noted, though mentioned in several places, have never appeared in printed form. In all likelihood, they never even reached the exhibition, but were compiled in Deva (Déva) into an album that was later lost. Although Szinte’s previously mentioned letter does allude to his work for the exposition –‘...I would be happy to provide drawings of our county of whatever type desired, as I have already collected a good number for the Millennial event’ – the drawings themselves have never surfaced,96 nor has any list of the photographs known to have hung on the walls of various exposition pavilions survived.

			Based on the information currently available, including the collection preserved by the Museum of Ethnography, it can be assumed that when Gábor Szinte moved to Budapest, his photographs did not come with him. Though sources are limited, it would appear that all original photographic media were left in the keeping of the Hunyad County Historical and Archaeological Society and its museum. The collection of the Museul Civlizatiei Dacice si Romane holds a total of eight developed images, which – though they do not bear the photographer’s name – can be presumed to constitute Szinte’s work based on their labelled content (monuments and archaeological sites in the Deva [Déva] area). Though the society’s documents were later transferred to the Vajdahunyad Archives (today, the Direcţia Judeţean Hunedoara ale Arhivelor Naţionale, Deva), a 2016 Museum of Ethnography project tasked with their examination did not turn up Szinte’s ethnographic photographs.

			Field Trips and Photographs

			The ties between the career of Gábor Szinte and the research methods characteristic of Hungarian material ethnography at the turn of the century are multiple. Indeed, according to the conceptual framework within which his projects were conducted, graphic art, the subfields of ethnography, and the study of national ornamental motifs were all integrally related pursuits. Taking his example from the practice applied to national poetry and folk song, Szinte recommended that folk decorative and applied art be gathered up for preservation, as in his mind, there had been ‘...harmony, national character, and style in the old Hungarian households, from the front gate to the hindmost garden, and from the bridal veil to the humblest towel’ (Szinte G. 1898. 404). In his writings, he proposed that a reinvigoration of Hungarian character in the fine arts would require instilling a measure of national feeling in secondary school graphic art instruction, an endeavour in which the art instructor would necessarily play a very significant part. Regarding both his own work, and the endangered state of the ethnographic sources of the age, his position was unambivalent: ‘[...] the time to save what is left of our folk industry is now. Every day, valuable objects are subject to destruction. The Székely population has become sadly impoverished and has cast off its former unity of organisation, while the spectre of dissolution eats away at it in both the economic, and cultural spheres. As today’s generation does not value the works of the past because it does not understand them, the time has come for rural and central museums to commence with their salvation. Within the next twenty-five years, all that was once unique in Székelyföld will have donned a foreign character. So great is the accumulation here of things from times past that today, we might consider Székelyföld a museum of the whole Hungarian homeland, where [...] researchers may still espy the disintegrating ruins of our artistic folk endeavours.’97

			Szinte was not the only teacher in Deva (Déva) to occupy himself with ethnographic pursuits. Others publishing catalogues and articles related to the county’s material culture and folklore – both contemporaneously, and subsequently – included Samu Kolumbán, Imre Szabó, and Oszkár Mailand.98 Certainly, Szinte had the opportunity of listening to their reports at society meetings and studying their collecting strategies and techniques, at the same time acquainting himself with key achievements and research areas in contemporary ethnography. From scattered clues, it may be deduced that he harboured an interest in various topics in ethnography and, as mentioned previously, had been assigned such work in relation to the upcoming millennial celebrations. His known photographs, drawings, and writings on material ethnography, however, were all produced after he moved to Budapest. Playing an important role in this development was the provision of work by the museum during various school breaks. Indeed, at the time, institutionalised ethnographic science was characterised by work methods that built on or incorporated the efforts of local collectors (Fejős 2010. 99), along with a heavy concentration on questions of origin and development. Executives at the National Museum, recognising that graphic art instructors had the requisite abilities to serve as ‘amateur ethnographers’ – i.e. to con duct accurately documented local fieldwork, whether generally, or during school breaks, and thus to make useful contributions toward the investigation of relevant topics in the discipline – had been in contact with educators in Budapest and rural areas since the 1880s (for more, see: Tasnádi 2006; 2013). Thus, from Budapest, Szinte made periodic trips back to the land of his birth, i.e. to Székelyföld, as well as to other regions deemed in his time to harbour the vestiges of archaic culture. It was an environment he knew very well, though based on his writings, it appears that by the 1900s, the locals fundamentally regarded him as an urbanite (e.g. Szinte G. 1901a. 7).

			As an art educator working to collect and analyse material for the museum, Szinte eventually found himself the recipient of a fifteen-year permanent assignment. At first, János Jankó, then director of the museum, entrusted him with the collection of ornamental and folk craft motifs in the hope of expanding available data on material ethnography, a subdiscipline that was gaining some attention at the time. Later, his chief area of research would shift to the study of the Székely house and ornamental gate, and, still later, folk architecture in general. The reports and appended photographs produced in the course of his various collecting trips are now accessible in the museum archives. Szinte submitted most of his photographs with proper provenance and analysis, with the exception of the images taken on his last two trips, which were only partly organised and analysed prior to his death. Some of these were appended to the collection in incomplete form, posthumously, by the museum itself. Of the photographs held by the Photographic Collection of the Museum of Ethnography, 340 (444 inventory items) from 135 identified places are currently attributed to Gábor Szinte.99

			Székely House, Székely Gate

			Between 1899 and 1913, Gábor Szinte conducted ten different collecting projects for the Museum of Ethnography.100 The following is a brief survey of these, with emphasis on both their objectives, and the photographs submitted upon completion.

			Szinte’s first collecting trip, aimed at the documentation of motifs seen on Transylvanian ornamental and folk crafts, took place in the summer of 1899. Upon return, the researcher was to submit his final report so as to include all drawings, photographs, and photographic negatives produced along the way. At the time, cottage industry products were a high-profile target for ethnographic researchers, who documented decorative elements on site with a view to questions of national style and its origins. To his first field report, Szinte appended twenty-two briefly described photographs and an equal number of drawings. By the time of his trip to Székelyföld in 1900, he had added the study of Székely houses and furnishings to his agenda, while his next report featured sixteen pho tographs in four mounted sets and thirty-two sketches in five mounted sets. In this case, no detailed description was provided with the photographs, though he did include a brief summary of his research in general. The report itself reveals that originally, there were more drawings and photographs than the number turned in with the project: ‘I hold it necessary to mention that the photographs and sketches attached hereto constitute only a small part of the images collected in the course of my summer excursion, as a year’s time proved insufficient for the processing of such a large collection.’101 In the summer of 1901, Szinte expanded upon his investigation of the previous year’s subject matter, attaching ‘22 drawings and paintings, 31 mounted sets of photographs and architectural drawings, and 32 film cliches’ to his report. To his report of 1902, he attached ‘14 photographs and negatives and 75 partly coloured drawings arranged onto 15 sheets of cardboard’.

			[image: ]

			Illustration 3. Székely household items of Márton Halász, Jimbor (Székelyzsombor), 1904, Museum of Ethnography; F 7273b, Photograph by Gábor Szinte

			Regarding the previous year, only part of the total number of photographs were handed over to his sponsors: ‘I found in several places further altars of antique Hungarian origin decorated with folk-style motifs, though my photographs and drawings of them I shall submit only when I find their folk craftsmanship to have been properly demonstrated’.102 In 1903, the object of study was to be the ‘contact between Saxon and Székely and their mutual effects upon one another from a material ethnographic perspective’.103 This time the photographs submitted to the museum for addition to its collections numbered fifteen, and the drawings, five. The project for 1904, too, involved a comparative study of Saxon and Székely culture, for which Szinte covered new territory, collecting information on various cottage industry products and architectural solutions. The resulting report included thirty photographs and four sets of mounted drawings. (Illustration 3.) In some cases, the images in question were of objects the researcher felt suitable for museum purchase, as the museum had instructed him to compile a list of any such material he might encounter. To this latter report, he again attached a brief list of his photographs and drawings. In 1905, he returned once again to this subject material, this time in Torda-Aranyos County, submitting twenty-two photographs and six drawings alongside his written report, referencing them within the text of his brief research summary and again compiling an accompanying list. His next mission transpired only four years later, in 1909, when he explored ‘[...] the evolution of Székely material ethnography and the effects of the same as exerted around the geographic borders of the ethnic Székely territory’. To his report of December 1909, however, he did not attach any of the documentation drafted while on the road, justifying the decision with reference to the magnitude of the task: ‘On my assigned course, I prepared notes and drawings and also took a large number of photographs, the ordering and arrangement of which have required patient, extended work. Thus, I cannot submit these with this brief report in the usual manner, but rather promise to bring them in by next summer, that is, by the end of June 1910 [...].’104 In the end, he would hand in a total of thirty photographs and two drawings, together with detailed descriptions, all that same year.

			Of all the material Szinte collected in the first decade of the 20th century, the best known and most referenced among ethnographers are his papers on the Székely house (Szinte G. 1900a) and Székely gate (Szinte G. 1909; 1910a), published in Néprajzi Értesítő [Yearbook of the Museum of Ethnography]. Regarding the gate, a report submitted nine years prior to the publication of the eventual series of articles offers an early allusion to the conclusion he would draw as to their origins: ’...[all] five types of Székely gate I hold to have identified in the object known as the czinteremkapu, or churchyard gate, of which I present here several examples in photographs and drawings.’105 Significantly, both archival analyses, and contemporary and subsequent peer review have compared and/or contrasted Szinte’s efforts with those of another individual working on this particular problem, namely, graphic art instructor József Huszka.106 Though both men studied the Székely house and gate, they held differing opinions as to their origins and development, going so far as to dispute the matter publically through their writings in Néprajzi Értesítő (Huszka 1900; Szinte G. 1900b). While Huszka sought and identified the origins of the Székely house in Asia (Huszka 1895), Szinte described both its origin, and evolution in local terms; while Huszka traced the forms and decorative motifs of the Székely gate, too, to the East, Szinte derived the same from the gateways to local churchyards. The professional literature, for its part, has long since come to a decision in the matter and declared Huszka’s theory unfounded, though his research is still regarded as valuable source material, and his illustrations are still very much in use. In fact, the scientific world has progressed beyond Szinte’s theory of development, as well: though his data is still consulted, his drawings are regarded by some researchers as overly schematised (for more, see: Viski 1929; Cs. Sebestyén 1941; Barabás 1973; Balassa M. 2011). 

			Though the materials Szinte submitted to the museum in the time prior to his Székely gate publications include some fifty different photographs, to his finished paper he attached only drawings, along with a detailed description and analysis of each gate they showed. Of these, nine had also been photographed. The obvious conclusion is that the author viewed his drawings, not his photographs, as sufficiently scientific for the proper illustration of gate structure, even if photographs had appeared both in his writings for the periodical Erdély [Transylvania],107 and in conjunction with an expository piece on the topic of threshing barns (Szinte G. 1903c). Given his focus on the structure of the gates, he attempted to hold himself to illustrations that were drawn with a compass and straight-edge and were geometrically exact. In his own words: ‘My illustrations were drafted with accurate dimensions, such that the constructed geometric drawing — in one or two different views — shows the true shape; and using the measuring stick I have appended to each, one can easily ascertain the size of any object. I have used perspective or axonometric drawings only where desirable in order to understand the entire object or some detail thereof. Nearly all my gate photographs are held by the Museum of Ethnography.’ (Szinte G. 1909. 46; Illustration 4.) Yet in 1911, an article written for Vasárnapi Ujság discussing a Székely house constructed in Dálnok in 1609 and a gate with a builtin dovecote constructed in the same municipality in 1751 was, in fact, published with photographs, in addition to drawings. Not insignificantly, it was Szinte who stumbled upon and drew professional attention to the oldest surviving Székley gate, a structure built in 1673 at the Franciscan cloister in Mikháza and later acquired by and transported to the Museum of Ethnography. In this case, Szinte produced both a drawing, and a photograph of the gate (Illustration 5.), both of which have appeared in numerous publications.
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			Illustration 4. Dovecote gate Dobolii de Sus (Feldoboly), undated Museum of Ethnography; R 2550 Drawing by Gábor Szinte Reproduction by Krisztina Sarnyai
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			Illustration 5. Székely Gate constructed by Franciscan monks in 1673 Călugăreni (Mikháza), 1900, Museum of Ethnography; F 3735, Photograph by Gábor Szinte

			Wooden Churches

			The following year, Szinte found himself with a new museum-assigned topic to study and document: the wooden church. Around the turn of the 20th century, the principal focus for ethnographers and art historians interested in wooden architecture had shifted from northern Hungary to Transylvania (for more, see: Balogh 1935. 6). Originally, it was planned that Szinte would begin work on this subject area in 1911, but a knee injury caused him to postpone. Thus, in the late-spring / early summer of 1912, he set course for Kolozs, taking with him his son, László Szinte, a trained engineer.108 Upon reaching their destination, however, they soon realised that the Transylvanian village churches they had come to study were in poor condition and deteriorating rapidly, making the task of surveying them all the more urgent. In the course of their tour, they visited all of sixty different municipalities, documenting a total of twenty wooden churches. Their report reveals the inclusion of six illustrations and photographs alongside the documentation submitted to the museum, specifically: ‘18 negatives on 13x18cm glass plates and 15 negatives on film for a total of 33; 33 photographs pasted onto cardboard.’109 However, the number of onsite photographs known to have been taken was actually greater: ‘Our collection of photographs exceeds sixty in number, of which thirty-three (negatives and positives) I have turned in to the directorship of the National Museum, that they might be accessible to all.’ (Szinte G. 1913. 8–9.) For the entirety of his trip through Kolozs County, Szinte placed great emphasis on his photography and even wrote at some length on the problems involved in his paper in Néprajzi Értesítő: ‘The wooden Greek Catholic church in Felsőfüld [Fildu de Sus] in Kolozs County is the king of wooden churches. Its high-flying helmeted tower may be an audacious creation, but the impression it makes is indisputable. The church stands on a steeply inclining hill, its balustraded side only just peering out from the thick of the trees, and one must survey the place with effort before finding the most suitable perspective from which to take its photograph. For my excursion, I chose the early spring, the time of April snow before the buds burst into leaf, yet even so, I was unable to avoid the disturbing presence of the tree branches. The best photograph I took was from parish courtyard, whence the eastern part of the church stands in the backdrop between the woodshed and the rectory. My third shot, too, remains unsatisfactory, as the distance leaves the church appearing very tiny indeed. Yet from whatever angle it is surveyed, the church makes such a riveting impact on the observer as cannot in any case be captured by any photograph.’ (SZINTE G. 1913. 16.) Throughout this particular work – in contrast with his writings on the Székely gate – the author exhibits a fundamental reliance on his photographic documentation.

			In 1913, Szinte shifted to documenting churches in Szatmár, Máramaros, Zilah, and Szolnok-Doboka Counties. Because of an illness contracted while on the road, however, he was unable to fully process the information he collected before his death the following year. The trip is not discussed in either his ethnographic writings, or his work on wooden churches, as unlike his research in Kolozs County, he did not find occasion to summarise and submit it for publication. His photographs, however, are still regarded as key source material, as most of the Greek Catholic wooden churches appearing in them have since fallen into ruin and vanished. The photographs that document his 1913 study trip reveal research in at least forty-seven separate locations. A conspicuously large number of them, unlike those shot in Kolozs County, include images of the local population in folk costume, as well (Illustration 6.). The shots taken on this final tour were likely submitted to the museum in several batches and inventoried accordingly. Some resur faced later during storehouse reorganisation and were systematised as late as 2015, at which time a general understanding of what Szinte’s final project entailed finally emerged.110

			In the Field

			Beyond the photographs organised and submitted by Szinte himself, the museum also possesses shots attributed to him from other sources. Though some of these are simply copies of photographs inventoried at earlier dates, there are, for example, two photographs taken in Petroşani (Petrozsény) that, before making their way into museum holdings, had appeared in the periodical Erdély (Szinte G. 1899). The photographs are not dated, though they certainly predate his museum work, which commenced in 1899. As Szinte is known to have visited the area on multiple occasions, their date must fall sometime between 1893, the year of his first experiments in photography, and 1898, making them his earliest known photographs of a patently ethnographic nature (Illustration 7.). 

			Compared to his articles for Néprajzi Értesítő, which were strictly scientific in tone, his writings for Erdély had a less objective, more narrative feel, discussing not only the aims of their author’s research, but also events that occurred in the course of his work in the field. Though one could cite numerous examples, certainly the following stands in apt demonstration of the researcher’s style and focus: ‘Ever had I longed know what the homeland, hearth, family, and state of bliss of such a folk were like. And so eventually did I learn these things as I spent ever greater lengths of time among them. Of course, I did not travel by rail, like the majority of tourists, but on foot, on carts hauling spring water, on Székely wagons. [...] The Székely loves his family, is passionate about his homeland, and feels a deep connection to the land on which he was born until his last breath is spent. His family life is idyllic, self-sacrificing; his work in the fields humble and tidy; his craftsmanship highly evolved and impressive in many respects. And it is about precisely this that I would like to offer a few words, in precisely the way I have seen it, without embellishment or intent to historicise, and, too, without waxing scientific, but rather, with reference to its own uncomplicated reality. Often, words prove insufficient to accomplish this, which is why I have captured most of it through drawing and painting, which I now lay out – as an idea – for my readers’ inspection.’ (Szinte G. 1901a. 3.) Another passage speaks of the attitudes of the typical villager: ‘ “Do you see that? A tulip-bedecked chest, a table and drawer, a high-backed chair, an edged cloth, a fully made bed, each in its place: a complete set of furniture, all traditional Székely! This is what I was looking for!These are what I need!” At this, the Székely, too, found his tongue: “Are you going to note them all down?” “I’m not only going to note them down, but draw them, paint them, and put them in the newspaper,” I responded, “but please, they must not take these away.” In the meantime, the reverend [...] assured those present not to worry: I was not one of those fire assessors, but a man who had grown bored of city life and now found my joy in such things.’ (Szinte G. 1901a. 7.)

			Given that Szinte himself appears in multiple photographs, sometimes with other men in urban dress – likely companions or members of the local clergy or intelligentsia – it is clear that he was not always the one to operate the camera. Beyond his son, however, the researcher left no notes regarding who may have helped or accompanied him in his wanderings. Though a good number of the images show men holding drawing pads, none of them reveal anything of the photographic side of his endeavours.
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			Illustration 6. Romanian Greek Catholic wooden church, with villagers in the foreground Budeşti (Budfalva), 1913, Museum of Ethnography; F 126353, Photograph by Gábor Szinte
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			Illustration 7. Romanian folk costumes Petroşani (Petrozsény), pre-1899 Museum of Ethnography; F 10665 Photograph by Gábor Szinte

			Photographs and How They Are Used

			On the whole, the subject matter of Szinte’s photos was determined by the ‘commissions’ he received. As early as his years in Deva (Déva), his professional activities, though otherwise somewhat obscure, sometimes involved photography work: he shot natural phenomena and public monuments when collecting with Gábor Téglás, for example, and is also known to have taken pictures about town. As regards the collection now at the Museum of Ethnography, the photographs of Székely gates, homes, and wooden churches that dominate the material total 140-175. While the shots of gates and houses were produced over the course of eight trips spanning a full decade (1899 to 1909), his material on wooden churches was completed in just two years (1912 and 1913), a circumstance reflected in the difference in size between the two bodies of work. The latter collection is the ‘denser’ of the two, in part because the latter material was inventoried without prior culling, but also because on his final tours (in contrast to previous trips), he took multiple shots of the same church, while also giving greater weight to the role of the photograph vs. other documentary means. Szinte’s activity, including both photography and sketch art, encompassed 138 municipalities, of which 116 are represented among the photographs currently in museum holdings. Most of these are located in Transylvania: in Csík, Kolozs, Szolnok-Doboka, Udvarhely, and Szatmár Counties.111 His notes, however, indicate visits to an even larger number of locations.
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			Illustration 8. Photograph taken at the entrance to a wooden church with three different mounts and labels, Fildu de Sus (Felsőfüld), 1913, Museum of Ethnography; F 15330, F 17298, F 63417. Photograph by Gábor Szinte, Reproduction by Krisztina Sarnyai

			[image: ]

			Illustration 9. Stamp visible on a number of Gábor Szinte’s developed photographs, Reproduction by Krisztina Sarnyai

			As previously noted, photography was not the only method Szinte applied to the documentary process: in fact, much of his work took the form of onsite sketches or, in the case of public monuments, copies made using tracing paper. Over time, however, the importance accorded his photographic work grew considerably. Once home, he refined his drawings, labelled his photographs, and even constructed maquettes (see Bata–Tasnádi 2015.11–13). His reports make clear that the material he provided the museum represented only a selection of his overall work, from which it may be assumed that some of the photographs taken while collecting for the museum remained with his family after his death. What happened to them is unknown, though their contents can be roughly surmised from the photographs published in Erdély, together with the posthumously submitted images from his last tour in the field. He tended to work slowly in his organising and selecting work because, as he himself indicated on multiple occasions, he did not wish to draw conclusions until he had gathered what he felt was sufficient information. He furthermore held lectures on his studies and findings in which he presented his own drawings and photographs as illustrations. Contemporary museum director Vilibáld Semayer, for example, wrote in estimation of Szinte’s 1903 trip for the institution: ‘An additional result of this lengthy study tour is that he is publishing a paper on Székely threshing barns in our department’s Yearbook and holding a presentation at the Ethnographic Society on the structure and origins of the Székely gate, both illustrated with drawings.’112
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			Illustration 10. Photograph and floor plan of a two-room house, mounted on cardboard. Photograph signed by Gábor Szinte. Corund (Korond), 1901, Museum of Ethnography; F 4038
Photograph and drawing by Gábor Szinte, Reproduction by Krisztina Sarnyai

			As regards the types of photographs taken, Szinte’s negatives represent a mixture of nitrate celluloid film in various sizes, along with a smaller number of glass negatives. The chief medium used from 1898 to 1911 was nitrate celluloid; on the collecting trip of 1912 the glass negative; and in 1913 a mixture of both. On his final trip, he is presumed to have taken both his old, and a new camera. Over the course of the past hundred years, some of the original nitrate celluloid film has degraded and the emulsion separated from the film surface. It is therefore fortunate that the museum possesses the positive images made from these negatives, as well. Most of the celloidin and matte celloidin photographs presented to the museum were backed (i.e. mounted on cardboard or shop-decorated photographic paper, in some cases bearing a stamp on the back reading: ‘Original photograph by Gábor Szinte’; Illustrations 8, 9). Some of the photographs – in general those mounted onto home layout drawings – are even signed (Illustration 10.). Additionally, some of the shots have been mounted onto undecorated cardboard and, occasionally, labelled, most often by Szinte himself, but in some cases in the hand of another. The developed photographs are either of the same size as their negatives, or half a centimetre smaller. Some of the photographs from the earlier material are presented four images to a backing (a form similar to that of his mounted sets of drawings; Illustration 11.).
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			Illustration 11. Photographs of two different municipalities mounted onto a single card Corund, Mereşti (Korond, Homoródalmás), 1900, Museum of Ethnography; F 3737–3740, Photographs by Gábor Szinte, Reproduction by Krisztina Sarnyai

			Though Szinte did not typically ply his camera toward the documentation of folk dress, it was nevertheless his image of a becostumed Székely couple in Mereşti (Homoródalmás) that, of all his camera shots, enjoyed the longest and most eventful stint in the spotlight. The image first appeared in an article in the periodical Erdély: ‘What distinguishes the Udvarhely Székely? His hard, high-peaked cap, tight-fitting trousers, and corded kozsók [lambskin wrap]. The Székely maid? The velvet pruszlik [tight-fitting, decorated waistcoat] that hugs her waist and bulging breast, the hundred-fold woven fabric that covers her rounded posterior, and the genuine kláris (red coral) that encircles her plump neck.’ (Szinte G. 1901b. 18.) Accompanying the picture itself is the following explanatory text: ’I photographed just such a [wedding] procession in Farkaslaka [Lupeni]; but as, lamentably enough, the plate was destroyed, I cannot now show my readers the images. Instead, let their place be taken by this faithful image of a Székely lad and lass from H-Almás [Mereşti], a place where the original Székely customs are preserved in both dress, and housekeeping.’ (Szinte G. 1901b. 20, 22. pictures.) An original work in pen and titanium white created from this same photograph was later included in the Székelyföld chapter of Az Osztrák–Magyar Monarchia írásban és képben [The Austro-Hungarian Monarchy in Words and Images](Kozma 1901. 266). The original of this latter sketch was transferred in 1907 from the Hungarian Historical Gallery to the Museum of Ethnography, where it currently resides among the works of the Drawings, Paintings, and Prints Collection.113 The same image was even marketed as a Divald and Monostory postcard (1909), a copy of which can be found in the museum’s prints collection. The photograph has subsequently appeared in a number of different summary works in a variety of forms (Illustration 12.).
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			Illustration 12. Three variations on a photograph of a Székely couple

			a) The original negative (1900)(cf. Illustration 11) Museum of Ethnography; F 3738 Photograph by Gábor Szinte
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			b) Pre-print copy (1900–1901) Museum of Ethnography; R 774 Drawing by Gábor Szinte Reproduction by Krisztina Sarnyai
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			c) Postcard (1909) Museum of Ethnography; Ny 742 Printed by Divald and Monostory Reproduction by Krisztina Sarnyai

			Szinte’s field photographs have been used as source material in several publications and exhibitions over the course of the past century. One noteworthy example from the standpoint of the history of science and technology involves a series of slides, a project completed by the Office of Dissemination of Information from Public Collections in 1936 and released as one of its ‘Informative Lectures with Projected Illustrations’ under the title Churches and Churchyards (Viski 1936). The images selected from the museum’s collection for this purpose were transformed into labelled, 8 cm x 8 cm slides,114 including several originally taken by Gábor Szinte.

			From the scattered extant information, it would appear that Szinte’s familiarity with the field of photography began during the early 1890s, after which he used and practiced its techniques on a regular basis. Following his move to Budapest, he dedicated all his free time to ethnographic research, producing hundreds of photographs and drawings as a result. Though his fame as an ‘ethnographic researcher’ derives from his sketches and descriptions of ethnographic phenomena – primarily Székely gates – and theories on the developmental history of Székely residential architecture, his photographic legacy at the Museum of Ethnography is worthy of continued attention for its visual and ethnographic content alike. The study of Szinte’s lifepath, moreover, has much to reveal regarding the ranks of turn-of-the-century graphic art teachers who conducted greatly needed field collecting and analytical work for Hungarian ethnographic institutions in the initial decades of their operation, men whose scientific legacy now resides within the collections of the Museum of Ethnography.
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			Anatomy of a Collection: The Ethnographic

			Artefacts of Lajos Fülep 

			EMESE SZOJKA

			This article, which analyses the collection at the Museum of Ethnography of one of the decisive figures of 20th century Hungarian intellectual life, philosopher of art Lajos Fülep, adheres to a trend that has emerged in recent decades for museums to explore the material of their own holdings. The author traces the fate of the objects of the collection – their path from private to public – while exploring its various geographical and chronological strata in terms of their owner’s life and career. From the methodological standpoint, the analysis begins with the topic of locality, from there unravelling collection history from the link between the places where objects were made and used and the collector’s personal lifepath, in the process revealing how its character came to be defined by the folk art, old and new, of the Calvinist Sárköz region. The character of the individual pieces in the collection related closely to the collector’s calling to educate, an aim related in many ways to the aspirations of his contemporaries, then embroiled in a struggle for social and educational reform. Another analytical thread traces how the objects in the collection have been used in specific areas of museum curatorship as means of conveying information on the village environment in which they were originally used.

			Since the 2000s, museum curatorship in Hungary has shown a heightened interest in the topic of private collections, a development resulting from certain changes in the social environment.115 Invigoration of the domestic arts and antiquities market, for example, along with the rise of new approaches in collection building, have had an impact on the museum world and, in the process, spawned research projects tasked with the exploration of museum holdings116 – not infrequently in conjunction with exhibitions – that focus on formerly private collections of high artistic value to national or global culture. In any number of cases, the collections in question are precisely those that have served as core material for the founding of public museums.117 At the same time, very little is known regarding the fate (or even existence) of such ethnographic materials as have accumulated in private hands in more recent times,118 though the quality of such artefacts frequently rivals that of museum holdings.119 The folk art collection of art historian, art philosopher, and university professor Lajos Fülep (1885–1970),120 a body of material of the former type, is noteworthy not only because information on privately collected folk material, a category that has long lain on the periphery of public interest, is still relatively scarce, but also for reason of the collector himself, an important figure in 20th century Hungarian intellectual life whose rich and varied lifepath encompassed numerous milestones and social roles. These, along with the fruits of his broad range of professional writings, place the contents of his collection in a special light.

			Fülep’s familiarity to the public, his conspicuous lifepath with its multifarious ties to the greats of national academia, and the many publications which dealt with his person permit not only a deep dive into the particulars of the body of material he collected, but also a perspective on its content that differs from the norm in several respects. Every true collection has its own special character, one that manifests in aspects of composition related closely to the personality of its creator. It is around these two poles of content – collection and collector, one presupposing the other – that this paper clusters the information at its disposal with a view to answering certain important questions: How did the collector obtain each of the ethnographic objects he possessed? Where did they come from?Under what circumstances were they collected? What aim was served in developing them into that particular corpus whose ‘reading’ is still more or less accessible today?121 The answers to these questions ascertained, the paper then moves to a discussion of the portion of the collection that found its way into the Museum of Ethnography and the impact the objects in question have made in other arenas.

			From Private to Public Property

			It is possible to get a sense of the Lajos Fülep collection as it existed during the life of its collector in nearly its entirety. The key source to this end is, naturally, the material itself, most of its artefacts having been transferred to the Museum of Ethnography during the collector’s lifetime, with only a small fraction following later, after Fülep’s death. Though today, a few scattered pieces do remain in private hands, the information available on them is nevertheless sufficient for the purposes of this article. To Fülep’s contemporaries, the artefacts that surrounded the collector in his home were an unusual presence – a matter of worthy of note – and from the time of his youth, through his decades as a minister, until the end of his life, wherever Fülep moved, his collection went with him.

			Our first truly objective information on the collection stems from the collector himself. In 1947, Fülep was asked by Dezső Keresztury to teach at József Eötvös Collegium, where the latter man served as director. In response, Fülep packed up his residence in Zengővárkony in Baranya County and moved to Budapest. To mitigate the financial burden this involved, Fülep decided to offer his ethnographic collection to the Hungarian State and entrusted the collégium with its safekeeping. His correspondence on the topic included a short description of the material it contained:

			‘Approximately 60 antique dishes of folk (Sárköz, Baja, Mohács, etc.) origin (regarding this portion of the collection, staff members from the Museum of Eth.[nography] – L.[ászló] Madarassy, S.[ándor] Gönyei – have noted that in this vein, not even the museum possesses such a judiciously selected assemblage of pieces); around 60 folk jugs and pitchers; approx. 60-70 plates in the folk taste from Hollóház, Apátfalva, Murány, Herend, etc.; painted floral cupboards; and 3 chests (one of them an entirely excellent piece, whose photograph and description have appeared in the 1941 Yearbook of the City Museum in Pécs).’122

			This very general, yet professional description of the composition of the collection illuminates several important points: first and foremost, that it consisted of two types of object – ceramics and furniture. In regards to the former, Fülep kept track of the provenance of each piece, in particular who made it and where it was collected. Of the collection’s painted folk furniture, Fülep made separate mention of the ‘szökröny,’ a type of chest fashioned of riven wood using an archaic joining technique (‘ark chest’), coupled with a reference from the literature. The description additionally reveals that the collection had been seen and admired by two of the staff of the Museum of Ethnography, namely, László Madarassy, an expert on shepherd’s art, and Sándor Gönyey, the most distinguished field ethnographer of the age. These few lines of text on the part of the collector demonstrate a self-imposed adherence to professional standards, from the use of the precise scientific name for each item to a respect for the opinion of museum experts and the inclusion of a reference to relevant literature.

			The items from the collection that were given to the collégium were placed in one of the institution’s upper library rooms, where from May of 1948 onward, they became accessible to students. Of the display, András Fodor, one of Fülep’s most dedicated students, noted that it included ‘beautiful painted Easter eggs decorated by stylus [specifically, a Hungarian gica]’ that had been ‘collected in Baranya [County] and [the region of] Sárköz’ (Fodor 1986.19). In 1950, however, the collégium in its original form was closed, as a result of which, on 26 September 1952 with the mediation of the National Centre for Museums and Public Monuments (Múzeumok és Műemlékek Országos Központja, or MMOK), the Fülep collection was transferred to the Budapest Museum of Ethnography.123

			That same year, the institution inventoried the collection’s 350 odd artefacts, dividing them up and moving them to their appropriate thematic units within the museum.124 For the most part, the composition of the collection was found to match the description Fülep had given, with the difference that there were considerably more ceramic items than the letter had indicated, along with more than a hundred decorated Easter eggs and a few sundry other types of objects (cowbells, wooden flasks, etc.). The furniture, moreover, did not include the chests Fülep had so emphatically described. From this and other circumstances, it became apparent that the collector had offered only part of his collection to public keeping, retaining the objects he loved most, including those that formed part of his own home decor, among his own private property. That this was indeed the case was later revealed by Fülep himself when in 1960, in response to a public ordinance aimed at the regulation and protection of private collections, he submitted a statement on the valuables kept at his Budapest home – including the remainder of his ethnographic collection – to the Ministry of Cultural Affairs [Művelődési Minisztérium].125 To assess the objects’ value, he requested the aid of an expert. The collection was subsequently audited by Museum of Ethnography experts Mária Kresz and Klára K. Csilléry, who compiled the itemised list that would be used by the ministry in declaring the collection a protected entity. Among the ninety-nine objects the two encountered were the previously referenced antique chests, along with other items of painted furniture, additional ceramics, and several carved wooden pieces (mangling boards and distaff rods). Other novelties included a set of rugs from the region of Torontál, a variety of plain weave cloths decorated in folk embroidery, a number of individual Hungarian folk garments (bonnets and shirts), and children’s drawings from the region of Sárköz. The 1960 list, together with the items inventoried by the museum, constitute the two primary surviving sources regarding the Fülep collection as a whole.126

			According to the above-mentioned protective ordinance, the institution entrusted with the oversight of a particular body of material was entitled to the right of first refusal regarding its purchase; and in fact, the Museum of Ethnography exercised this option upon Fülep’s death in 1970,127 selecting certain items and sets – ceramics, furniture, painted Easter eggs, the children’s drawings, some carvings, and a flute – it wished to add to its inventory.128 It did not elect to purchase any of the woven rugs or textiles (i.e. the articles of clothing or embroidered cloths).129 As a result of this latter purchase, the number of pieces from the original Fülep collection currently housed by the museum totals more than 500.

			The Collection: Chronological and Geographic Strata 

			The story of the collection’s inception and development – i.e. the manner in which it was put together across time and space – can be established through a review of the relevant geographical data. For ethnographic artefacts, origin information is a key identifying factor, and in the case of the Fülep collection, such data as can be ascertained relates closely to the phases of the collector’s life, and to various milestones in his career. By organising the material by place of manufacture or presumed place of origin, distinct geographic and corresponding chronological strata within the collection can be made to emerge.

			Bánát – Nagybecskerek and its Surroundings

			The material that served as the foundation for Fülep’s collection – items that exhibit ties to two geographic areas – were gathered by the collector in his youth at the turn of the 20th century. The first group, represented by textiles and rugs, along with several of the collection’s painted eggs, bear the characteristic marks of the folk culture of Nagybecskerek and nearby Serbian villages in Torontál County. From an ethnographic standpoint, the southern county, which bordered on villages with majority Serbian and Romanian populations, was one of the most colourful in the country, with Germans, Hungarians, Romanians, Slovaks, Croatians, and Bulgarians all living alongside the majority Serb population. Viewed next to the simpler folk culture of the more urbanised Hungarians and Germans, the Serbs occupying the area around the county seat of Nagybecskerek stood out for the traditions evident in their extravagantly handcrafted folk costumes and weaving. There, at festival times, recently married young Serbian women wore bonnets of silk and velvet embroidered in gold and silver and had ‘shining gold and silver coins in arced rows at their breasts’. Their white linens were of a ‘light, gauzy, striped’ fabric decorated with gold, silver, and whitethread embroidery and crochet (Streitmann 1911.161). In some cases, the provenance of the above artefacts (i.e. that they originated in the region known as Vojvodina, or Délvidék) is confirmed by brief references on the part of Fülep himself from the list submitted to protection authorities. The objects in question had been purchased at the market in Nagybecskerek around 1902, when Fülep was still a secondary school student. In fact, the collector had spent his childhood and school years in Nagybecskerek, situated in the region known as Bánat, where businesses are known to have discovered the commercial potential in regional material traditions early on. It was a purpose for which the fine, translucent linen and brightly coloured, decoratively woven wool textiles, tablecloths, and rugs seemed uniquely suited, and the keen-eyed dealers soon heaped nimblefingered local craftswomen with orders to fill. Their cottage industry textiles – suited to the tastes even of the bourgeois and aristocratic strata of society – were made available at the emporium of Vilmos Grünbaum, located among the elegant businesses that lined the wide pedestrian walkway of the asphalted main street of Nagybecskerek.130 Those who entered his shop were witness to ‘a true assemblage of ethnographic and cottage industry crafts, embroidery, and rugs’ (Móricz 1911. 572). It was within this fast-developing folk culture with its rich and varied traditions and newfound commercial dynamism that Fülep, for his part, had grown and matured. His interest in the collection of folk crafts and appreciation for their inherent aesthetic value were largely influenced by his secondary school art teacher, Antal Streitmann, whose example had led the receptive young Fülep toward the discovery of a newly emerging field of study: ethnography.

			Streitmann, a contemporary of fellow graphic artist József Huszka, was one of a great generation of graphic art teachers who had completed their studies at the specialist institution known as the Mintarajziskola. Starting around the end of the 19th century, these teachers began applying their extensive theoretical knowledge to a brand of secondary school art education that sought to confer artistic sensibility through the study of artistic value in traditional culture. Indeed, Streitmann and his ilk took part personally in the exploration of cultural assets in their local environments, from participation in archaeological excavations to the study of architectural monuments to the rediscovery of decorative folk material culture (Tasnádi 2006. 76 77). Beyond his work at the local Piarist secondary school, Streitmann engaged in a wide variety of activities in his community, of which two in particular exerted a profound effect on Fülep’s early career and developing values system. First, he was a collector of ethnographic artefacts, an activity for which the multiethnic region with its unusually wide range of ethnographic phenomena was uniquely suited. Professional ethnographers, too, had begun to take note of the local folk lifestyle with its multiplicity of ethnographically distinct groups, and Torontál County had been represented by two separate houses at the great exhibition of the age: the ‘Ethnographic Village’ set up for the Hungarian millennial celebrations. In collecting the required material, the expert charged with the organisation of the event, János Jankó, relied on the aid of locals, with particular reference to Streitmann, who gathered the items Jankó specified from the surrounding villages. One of the houses targeted for the exhibition was from the Serbian village of Cserépalja (Crepaja) in the region of Austria-Hungary known as the Military Frontier. The other was a German house, complete with furnishings, folk costumes, and woven textiles, from the village of Nagyjécsa (Grossjetscha). In his report to the minister of trade, Jankó specifically mentioned the Serbian women’s costumes, noting that, ‘of all the clothing worn by the Serbs, the costumes of the girls and young married women of Melencze [were] conspicuously attractive and original’.131 (Jankó 1989. 107.) Coincidentally, one of the sada cloth scarves in the Fülep collection comes from the village referenced by Jankó in this passage. The richly embellished gold-thread embroidery of the Melence Serbs, including those produced by famed craftswoman Kata Lončarski, featured, too, at the sales bodega of the Nagybecskerek Rug Manufactory (Németh 2000. 37). According to the Nagybecskerek school yearbook, the Millennial Exhibition and its multiple Torontál County exhibits were visited by the institution’s secondary school classes (Németh 1997. 67), though whether Fülep – at the time a student there – took part in the field trip is not known.132 Certainly, those who did participate were treated to the experience of a lifetime, as evinced by the later recollections of Fülep’s contemporary, Zoltán Kodály: ‘...the Millennial Hungarian Village... [was] a veritable open-air museum.... For me, it was an enduring personal experience. Although my thirteen-year-old mind did not grasp its full significance, later, I found I could not rest until I had seen each and every village of which it had offered me a small sample.’ (Quoted in KRESZ 1980. 28). 

			Unfortunately, the whereabouts of the artefacts Fülep purchased for his collection at the Nagybecskerek market – if indeed they have survived at all – are unknown, as is also the case with his four large Torontál rugs. These latter items again bore a close relation to the work of Antal Streitmann, who had played a key role in the reinvention and popularisation of the genre as a distinctive handicrafts product. As an art teacher, Streitmann frequently painted and even exhibited his work as part of a colony of Nagybecskerek artists he himself had founded and kept alive. It was this artistic sensibility, therefore, that had permitted him to identify rug weaving, a craft with deep roots in the region, as not only the most distinctive of local folk genres, but one with the potential for adaptation to contemporary urban home furnishing culture; and indeed, through a number of technological innovations, hard work, and a good sales pitch, he eventually succeeded in promoting hand-woven Torontál Serbian kilim textiles to broad swaths of the population. Contributing to the success of this enterprise was his textile weaving workshop, which offered not only instruction in the craft itself, but also education in styles and tastes that resulted in a rethinking of traditional folk colour schemes and motifs. Streitmann took part in the planning of patterns personally and later employed noted artists to help him broaden the rug manufactory’s line of popular products (Németh 1993). Thus it was that one of the most important artistic movements of the age – the combination of folk tradition with modern trends – was manifested in the Nagybecskerek rugweaving industry. In the year of his matriculation from secondary school, Fülep even sang the rugs’ praises in a column written for a local newspaper. There, his detailed report discussed the Nagybecskerek industrial exhibition, spotlighting the artistic quality of the rugs on display there. The article also expresses admiration for Streitmann himself: ‘...the manufactory employs the latest technology and displays the most refined of tastes – indeed, artistry – in its halls; and as we gaze proudly upon these rugs and tapestries of unparalleled beauty, we cannot help but recall our tireless, multitalented teacher, Mr Streitmann.’ (Fülep 1988c. 24). 
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			Illustration 1. Wash paddle, detail Kalotaszeg, early 20th century Museum of Ethnography; 71.57.59 Photograph by Krisztina Sarnyai
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			Illustration 2. Late Hutterite jug Transylvania, early 19th century Museum of Ethnography; 71.57.69 Photograph by Krisztina Sarnyai

			Transylvania, Székelyföld, Kalotaszeg 

			Within the Fülep Collection, the minor grouping of objects linked to the years of the collector’s youth comprises objects from Transylvania: ceramics, together with an ornately carved mangling board (illustrations 1. and 2.). The presumed early collection date of these pieces is supported by the inscription ‘1900’ on a narrowmouthed wine pitcher (butykoskorsó) from the town of Zilah (Western Transylvania, Szilágy County). Fülep’s special relationship with Transylvania dates to his childhood. His Uncle, Dániel Kócsi, was a minister in the small Calvinist (Hungarian Reformed) village of Székelyvaja in the region of Alsó-nyárad, whose stonewalled church had been constructed in Roman times (Orbán 1982. 289 290). In fact, a surviving photograph of the parsonage taken sometime around 1900 (Dizseri 2003. 31), the year the pitcher from Zilah was made, actually shows the collector in the company of a number of his cousins. The correspondence between these dates permits the conclusion that the pitcher was likely purchased during this particular vacation. Regarding its type, the literature notes ‘[such pitchers] were used in the villages of Kalotaszeg by the villager whose turn it was to provide the wine for Communion; otherwise, they hung on a rack...’ (Kresz 1991. 93). Also presumed to have come from Transylvania is a blueglazed, sgraffiatoadorned Saxon wine jug (bokály) bearing a date of 1799. Generally used as a room ornament, the Szeben County (Szászkézd) vessel was of a type used not only by Saxons, but also by the inhabitants of the villages of Székelyföld (cf. Malonyay 1909. plate XXVIII). In his memoirs, Fülep would later claim that his vacations in Székelyföld and frequent roaming through the villages there had had a profound impact on him both emotionally, and intellectually, while also influencing the development of his aesthetic sensibilities:

			‘During the summers of my later student days, which I spent in the Székely regions of Transylvania, I studied the houses and carved, painted gates and fences I saw here and there; nowhere did I see an entire village’s, or even a single street’s worth, but I played with the thought of how the greater whole would look. When I came home from Florence in the late first decade of the century –having had the fortune of taking in the old cities – and roamed about the Székely villages in the area of Székelyudvarhely, walking along between rows of family-constructed homes with their porches and pavilions, their home-carved and painted gates and fences, I experienced – though on a more modest scale, with smaller proportions and humbler standards – the same: one can never tire of that uniform style or its many variants, cannot get enough of it; they were all the same, yet all different, and when sadly, I was forced to part from them, I could say one thing only: ‘there need not be anything lovelier than this’ (FÜLEP 1976a. 393).

			Particularly indicative of Fülep’s attachment to Transylvania was the turn of events surrounding his entry into the ministry and subsequent search for the district he would call home: the first place in which he found himself was the town of Szováta, near the village in which his uncle had had his congregation. In 1918, in a letter that formed part of the correspondence leading up to his appointment, he expressed his particular attraction to Székelyföld in the following terms: ‘I am more than ready to depart and believe that it would benefit the district, as well, if I were to take up my position as soon as possible, as I intend to put myself to work with both zeal, and love. ... I would very much like to be in your area, near to all of you, among Hungarians, the Hungarian people...’ (F. Csanak 1990. 347). One of Fülep’s earliest expressions of his conception folk art – his introduction to the Kalotaszeg volume of Dezső Malonyay’s series on folk art – also took its inspiration from the realm of Transylvanian folk culture (Fülep 1988e. 352–355). 

			Baja and Surrounding Region – Sárköz 

			The ethnographic objects Fülep collected during his secondary school years would not take on the character or size of a true collection until the later phases of his life. The first discernible evidence of this process dates to 1922–1927, when he lived in the city of Baja, serving a tiny Calvinist congregation there. From the standpoint of ethnographic collecting, the small rural town and surrounding villages were an ideal location. At the same time, Baja was the first congregation he had served where he and his wife were not forced to struggle with tight quarters, as the church parsonage, which was situated in the centre of town, offered several rooms spacious enough for a continuously growing collection (F. Csanak 1992. 133; Sümegi 2006. 144). In the wake of the geopolitical changes brought by the First World War, the northern Bácska (Bačka) town of Baja – then the county seat –had found itself situated on the periphery of the Hungarian state. While not the best place for a pastor with a desire to live among people and carry out his mission, it was nonetheless ‘one of the most interesting, and most colourful of regions’ in the country from the standpoint of national ethnography (Bellosics 1894).

			Imparting momentum to the development of his collection was the ongoing debate surrounding the need for a city museum to house a collection of art that Bajanative Frigyes Déri, an affluent Viennese mill owner, hoped to have placed there (Merk 1989. 7). Fülep, too, believed the city could use such an institution of public education and had stated as much in relation to a fine arts exhibition organised in the town (Fülep 1988b. 308). The museum issue was a matter of daily discussion in Baja, fed not only by the increasingly sensitive public mood, but also by local patriots who felt responsible for the preservation of historical assets, and by a wave of fashion for peasant material culture propelled by the spirit of the age.133 As a result, local intellectuals – among them teachers and, as in Nagybecskerek, art instructors – began to exhibit a keen interest in ornately crafted folk artefacts. Their work required them to include an appreciation for ethnographic and folk art traditions in their curricula, which in turn required that they gain a certain familiarity with folk material culture themselves. Thus, although these years did not, in fact, witness the establishment of a municipal museum, a number of these teachers did amass smaller private collections of local ethnographic material for their own purposes. It was only later, however, once the town museum had finally materialised, that knowledge of such collections spread to wider circles, as one after the other, the educators in question offered up their artefacts to the public sphere. One such individual was Bálint Bellosics, an amateur ethnographer who taught at the local teacher training college (Sztrinkó 1989.) and who, having himself planned the opening of a museum himself as early as the first years of the century, contributed several pieces to the new institution.134 The best of these art teacher collections survives in the form of the Éber Memorial Home – today Museum of the Home – where the artefacts may still be seen in their original arrangement and environment (Kovács 1999). Sándor Éber (1878–1947), a graphic art instructor and painter, was one of the few individuals with whom Fülep maintained close relations during his years in Baja. Testifying to the connection between the two men are a portrait Éber painted of Fülep (Bodnár 1965) and the fact that the likeness of the ‘pastor-come-model’ was used in creating the Christ figure for Éber’s altarpiece at the church in Kelebia (Sümegi 2006. 155; F. Csanak 1992. 489).

			There is, of course, no way of knowing exactly who influenced whom in this case: by this time, Fülep’s energetic collecting efforts had likely been noticed in the city and his libraryful of artefacts seen by many, in particular his students, whom he often received in his home. That his years in Baja witnessed a significant leap in collecting activity is again evinced by what is known (or presumed) regarding the origins and places of collection of the artefacts he left behind. During the time he spent in the city, he acquired several particularly high-standard pieces: in particular, from the Hungarian villages of the Baja area; from the Calvinist region of Sárköz in Tolna County; from areas with villages resembling those in Sárköz; and – to a lesser extent – from neighbouring Bunjevci and Šokci communities. It is not out of the question, however, that he had at least gathered some field experience with rural material culture in the region, if not purchased actual artefacts, during the month he lived in the village of Medina prior to reaching Baja. The museum staff who visited his apartment on behalf of the protection authority, for example, recorded places of acquisition for several artefacts, including multiple pieces from the village of Bogyiszló, a picturesque village on the Danube Oxbow located near Medina. In 1921, when Fülep decided to leave Medina and began seeking a congregation for himself, Bogyiszló, which was then in need of a pastor, is known to have come up as one possibility (F. Csanak 1992. 118). Certainly, the reverend may have visited the village that year in order to learn more about conditions there, and once in the area, likely observed the furniture adorned with painted tulip motifs that often graced local homes. Produced at the furniture-making workshop in neighbouring Fadd, such pieces would have been easy to acquire at the time, including items that were still in everyday use. Larger furnishings, however, would have been a problem (as already noted) from the standpoint of space, and are not likely to have been purchased until after Fülep reached Baja. 

			Belonging to grouping of pieces associated with this stage of the collector’s life, therefore, is a major series of artefacts from Bogyiszló, including both painted furniture [chests, chairs, wall cupboards (tékák), plate/coat racks (tálasfogas), etc.], and minutely carved spinning wheel pegs.135 In all likelihood, it was this assemblage of artefacts that set the tone for Fülep’s future collecting habits. The earliest of these acquisitions were the items of furniture produced in Fadd, easily identifiable on the basis of local style. Trade between Bogyiszló and Fadd stemmed from the municipalities’ mutual proximity, with Fadd, as production hub, providing not only Bogyiszló, but also the villages of Sárköz in Tolna County with painted furniture. In many respects, the folk culture of Bogyiszló (clothing, architecture, etc.) resembled that of Sárköz. This kinship can be seen, among other places, in a category of object that, though little-scrutinised, figures prominently in the Fülep collection – the spinning wheel peg (Illustration 3.). Notably, similar pieces have been collected by ethnographers both in other villages of Sárköz, and in Szeremle (cf. Malonyay 1912. p. 155 and Fig. 294). Spinning wheel pegs were tiny implements used to balance the axles of spinning wheels that young men frequently carved as gifts for the girls they were courting (Timkó 1909. 89 97).
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			Illustration 3. Carved portion of a spinning wheel peg Bogyiszló, Tolna County, early 20th century Museum of Ethnography; 71.57.64 Photograph by Krisztina Sarnyai

			When collecting in Baja, Fülep’s attention turned with increasing frequency to various Hungarian villages with majority Calvinist populations, such as neighbouring Szeremle and Érsekcsanád, whose ethnography – like that of Bogyiszló – exhibited a certain kinship with the villages of Sárköz. Typically, the inhabitants of these municipalities had reached the locations in which the collector found them following several relocations. Necessitated by the flood prevention works of the 19th century (most notably the diversion of the Danube River), these migrations had taken them far from their sister-villages in Tolna County, with Szeremle in particular having been forced to the banks of a peripherally situated Danube distributary located far from the main traffic arteries (Bárth 1989). Once there, the now-isolated Szeremle population clung firmly to its folk roots, a circumstance visible on the collection’s chests, which originated from this area. The figurally decorated specimen now found in the Museum of Ethnography, for example, is without any doubt from Szeremle,136 though it was likely originally sold as a bridal chest at the Baja market in the early 19th century. To get there, it would have to have been transported overland by cart, having first been dismantled into numbered planks, from distant Gömör County (K. Csilléry 1991. 490–491). This conclusion is supported by the human figure with arms raised engraved on its front panel: in Gömör, of the riven board chests used for various purposes, only bridal chests were decorated with human figures (K. Csilléry 2007b. 125). The ‘entirely excellent’ Szeremle chest – or szökröny (Illustration 4.), as Fülep had heard it called in the village – was one of the collector’s favourite pieces, such that at one point, he even had a postcard made of it.137 Formerly used to house a bride’s trousseau, the chest eventually came to be displayed in the collector’s home, where it served not only as a repository for his manuscripts, but also as a conversation piece, about whose ancient motifs he would happily expound to students and other young visitors at great length (Fodor 1986. 92). Its distinguished status in the collector’s eye stemmed from not only nostalgic, but also scientific considerations. In the same issue of a journal that featured one of Fülep’s own writings, art historian László Éber, for example, published an article on the origins of the painted motifs on riven wood chests from Transylvania.138 In it, he listed the oldest examples of such chests surviving at museums in Budapest (known there as ‘church chests’), including the Museum of Ethnography (then the Ethnography Department of the National Museum), all of which had originated from Nagy-Küküllő County in the Saxon region of Transylvania. He then went on (among other things) to trace their production, based on considerations of structure and ornamentation, back to the Gothic Era. Éber was most interested in the origins of their barely recognisable, highly folk-influenced, painted figural motifs. In his opinion, though their meaning had certainly been lost, they were likely based on works depicting the stories of legendary literature dating to the early medieval period. It was during these same years, moreover, that the final volume of a folk art series by Dezső Malonyay was published. Dealing specifically with the Palóc people, the work featured a discussion of the riven board chest as a newly discovered type of folk furniture and included an entire series of illustrations. Malonyay treated the riven board chest as something very ancient, remarking that it was in this ‘criblike article’ that one must ‘seek the very nascency of Hungarian furnishings’ (Malonyay 1922. 271). 

			[image: ]

			Illustration 4. Gömör riven board chest, detail Szeremle, Bács-Kiskun County, early 19th century Museum of Ethnography; 72.57.54, Photograph by Krisztina Sarnyai

			It was during this period that Fülep likely acquired both the Szeremle specimen – whose value to its owner was certainly greatly influenced by the scientific consensus regarding its antiquity – and a second chest painted not with figures, but with tulip motifs. In the case of the latter piece, size, ornamentation, and colour scheme all suggest manufacture around the turn of the 19th century in Komárom, one of the most significant hubs for chest production in the country (K. Csilléry 1980. 245–246). As for where the piece may have been purchased, comparison with other museum specimens suggests one of the pair of Sárköz villages located adjacent to Baja.139 It is also likely in Szeremle that the collection’s corner bench (sarokpad)140 was acquired. Painted with red flowers, the bench bears the inscription ‘Tót József/Abrahám Zuzsana 1873’ [József Tót/Zuzsana Abrahám 1873’], ornamentation that is very similar to that seen on a similar piece photographed by Edit Fél in the same village, about which she wrote in 1950: ‘Work produced in Baja that today stands under eaves. Many homes still have one.’141 Another article presumably collected during the Baja period is a wide-bottomed, glazed market-ware pot (mázas fazék / szilke), which Fülep recalled having purchased from ‘Baja’s last remaining potter’.142 Indeed, in the early 1960s, ethnographers could still purchase items from Lajos Fehér, the elderly potter who, with partner István Rácz, had pursued his craft until 1953 (after Rácz had passed away). Fehér, along with the living widows of other craftsmen, would later assist visiting professionals in spelling out what set Baja ceramics (since folded into the broader category of ‘Sárköz pottery,’ a term that referred to several different workshops) apart from the works of other production hubs. The affluent villages of Sárköz had represented an important market for the Baja potters, and the taste of the populations there for vibrant colours had had its effect on the ornamentation applied to the similarly decorative Baja product. It was probably at the Baja market that Fülep happened upon the collection’s two identical decorative serving dishes, a pair thought to have hung on the wall together (Illustration 5.). Products of the Rácz workshop, the dishes featured a traditional base colour with ornamentation composed of flowers, a combination representing a new stratum of taste for the motifs that were sometimes taught at crafts seminars (J. István 1964. p. 128. Figure 36).
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			Illustration 5. Plate purchased at the Baja market Baja, Bács-Kiskun County, 1920’s, Museum of Ethnography; 52.71.46, Photograph by Krisztina Sarnyai

			Other objects in the collection displaying the attributes of Sárköz products Fülep col lected in the Tolna County villages of Transdanubia, where he maintained professional and personal relations with Christian pastors who could help him in his search for material. From Baja, he frequently drove to call on his friend Béla Szilágyi, on friend and scientist Dénes Arany (Arany 1990) in Őcsény, or on Gyula Szappanos in Alsónyék (László Csányi 1985. 270–273). It was during this period that Őcsény had seen the founding of the Association of Collectors of Sárköz Folk Tradition [Sárközi Néphagyománygyűjtő Szövetség] with the moral and financial support of the intelligentsia of Szekszárd, Sárköz, and the rest of the county. Driven in part by the efforts of Szekszárd educational inspector and well-known folklorist János Berze Nagy (Madarassy 1923–1924. 59), the organisation was part of a movement relaunched by the Ministry of Public Education [Közoktatásügyi Minisztérium] in 1920 as the continuation of one of its prewar initiatives. The programme’s method for conducting national field collecting activities with the involvement of secondary schools and institutions of higher education had been developed by the Hungarian Department of Folklore Fellows in the early 1910s. Under its auspices, local collecting work was organised by Berze Nagy, who in turn took his charge from Gyula Sebestyén, Hungarian head of the international folklore organisation and initiator of the development of the required network. Thus, a movement that had broadened out of isolated attempts to gather up ethnographic assets for posterity in time became a matter of consistentaction in Tolna County (Ifj. Berze Nagy 1970), one in which Fülep, through his contacts in Sárköz, took part. It was probably in conjunction with organising efforts in Őcsény, for example, that the articles of folk clothing in his collection – the sada cloth women’s shirt (‘ümög’) decorated with black wool and sequins (‘ispiláng’) and a number of bonnets (of the parittyafőkötő type) – were acquired.143

			In addition to his efforts at preserving what artistic value remained of a disappearing culture, Fülep also lent support to the cause of ethnographic science, having been advised – possibly by Berze Nagy, who was an elected member of the Hungarian Ethnographic Society – as to the difficult situation in which official scientific bodies then found themselves. Whatever the case, Fülep was to dedicate an entire article to his concerns regarding prevailing cultural policy: ‘Ethnographic collecting, the tiniest grant for an ethnographic museum; there was money for everything, but not this… Our ethnographic collection, which we had gathered by hard work and great zeal, lay gathering dust in the City Park Industrial Hall144 until part had been irrecoverably damaged by the elements.’ (Fülep 1976a. 179.) Given the situation, he tried extending a personal hand, for years providing financial support through the Hungarian Ethnographic Society for the cornerstone periodical Ethnographia, which relied on donations to remain in publication.145

			Despite the contours of an emphasis on Sárköz that had begun to emerge in his collecting activity, Fülep did not fail to take stock of the other nationalities of Baja and its environs, and was particularly interested in certain objects of South Slav origin resembling those used by the Serbs of Torontál. Falling into this category are four textile artefacts later presumed by protection authority documentation to have been manufactured in Baja, of which two woven pieces can be identified reasonably well on the basis of the descriptions provided. Specifically, the material of which they are made, the techniques employed in their decoration, and their general size suggest that they were products of the Bunjevci group living in and near Baja, whose women produced a thin, translucent, white plain weave cloth made of cotton thread. Decorated with a distinctive pattern of various botanical and figural motifs, the fabric was, in fact, of a quality equal to that of the Torontál ‘Serbian plain weave’ Fülep had collected earlier and was used in the making of women’s and men’s festival shirts, decorative scarves (peskír), and even funereal shrouds. The earliest examples found in museum collections date to the 18th century (Báldy 1968. 95–107). 

			Significantly, it was during his years in Baja that Fülep’s collection first began to earn him a degree of notoriety. In one example of a source from this period, Architect Máté Major cites his Baja-native wife regarding her impressions of the collection: ‘It was she, too, that first informed me of the wealth of culture to be found in the parsonage, its interior being filled with books, paintings, and objects of folk art, including an excellent collection of Easter eggs’ (Major 1975. 8). Fülep’s several hundred painted Easter eggs constituted an independent unit within his collection, the foundations for which were likely accumulated during his youth in Nagybecskerek (Tüskés 1995. 101).146 His first local specimens were probably produced either in the city itself, or in one of the neighbouring Serb villages. Contemporary ethnography, too, had taken note of the attractive, decorative patterns and colours of Serbian Easter eggs: ‘Their ornamentation was most fantastic – consisting of elements that [were] neither wholly geometric, nor wholly botanical, but rather a blending of the two.... [...] They [were] rich in colour: for the most part bright red, yel low, and black.’ (Beluleszko 1905. 119.) Having recognised the high aesthetic value of Serbian eggs in comparison to those of other regions, many had directed attention to the variants produced in Torontál County, where researchers set to work studying the topic, establishing that ‘while the Hungarian and German groups in the southern territories [had] long ago abandoned the custom of painting eggs,’ in Serb villages, one could still procure eggs decorated with a striking variety of motifs at Easter time (Cs. Sebestyén 1913. 121). 

			In Baja, in addition to the proliferation of eggs of the Sárköz type, one could also find examples of those made among South Slav populations. Fülep’s collection, for example, included a number of eggs that likely came from the Šokci village of Hercegszántó, which, blown for hanging, were decorated in metal wire and silk ribbon appliqué. Reflective of not folk, but urban tastes, these unusually ornate eggs are presumed to represent the continuation of a tradition reflecting the patriarchal relationship between landowner and serf: ‘[...] some Croatian-speaking peoples adhere to the ancient custom of sending [decorated eggs] [...] each year to members of elite families as a sign of respect’ (Beluleszko 1905. 114). For his part, Fülep rounded out his collection of Serbian and Šokci eggs with specimens collected from the Bunjevci population of Baja, whose unusual and highly characteristic ornamentation can be seen in the illustrations accompanying a piece written by Baja schoolteacher Antal Kovács in the forerunner of the Yearbook of the Museum of Ethnography [Néprajzi Értesítő] (K 1903. 196–198). In addition to all of the above, the collection also contains a number of eggs bearing the inscription ‘Zsuzsána’ whose date places them in this period and which were likely painted by Fülep’s wife, Zsuzsanna Gábor.

			A natural question to ask at this point regards how the above-described objects were displayed at the parsonage with the rest of Fülep’s furnishings. Although contemporary witnesses have left behind only general impressions, what is clear is that the artefacts in Fülep’s library – a room that doubled as his office – made a distinct impact on visitors there: ‘[...] the shelves seemed ready to collapse under the weight of his many books, which were stacked to the ceiling; a large table in the centre of the room was similarly piled with literature, and by the wall I saw a chaise lounge decorated with folk art pillows. The walls – wherever there was a scrap of space – were hung with folk art plates...’ (Sümegi 2006. 157).

			The collection of beautifully decorated peasant articles made up only one part of Fülep’s relationship to folk culture. As has been discussed above, the collector was not impartial in the matter of ethnographic science as a cause to be promoted, and indeed, contemporary press coverage of his activities reveals a range of ethnographic interests that went well beyond eggs and furniture. A lecture he held for the urban audience in Baja on Hungarian folk song, for example, evinces a vibrant interest in non-instrumental music – i.e. in songs ‘born in the mouths of the people’ – as a means to better understand the popular mood and emotional environment. In 1925, the local periodical Independent Hungarian [Független Magyarság] reported on a performance held by the ‘noted pastor of the Baja Calvinist Church’ that covered such genres as Kuruc insurgent songs, Somogy County herdsmen’s songs, highwaymen’s songs, and love songs. The accompanying interview reveals Fülep’s extensive knowledge of ethnography and folklore, including familiarity with the historical aspects of the subject matter, the history of ethnomusicology itself, and the contemporary national folksong recording and transcription movement led by Béla Vikár, János Seprődi, Béla Bartók, Zoltán Kodály, László Lajtha, and others. His presentation of the material sought to instil in his audience both an ‘appreciation for folk values,’ and a desire to gain a better understanding of themselves – the Hungarian people, their national character, demographics, and ethnographic wealth – through songs ‘born in anonymity in the mouths of the populace’ (Szaulich 1985. 31–34). Fülep was, in fact, himself musical, having both a good voice, and a good ear, and could just as easily sing the material as discuss its merits (Sárosi 1985). At his Baja lecture, Fülep was able to discuss both Hungarian song, and related questions of genre in light of the recent work of Béla Bartók, while also popularising the composer’s authentic transcriptions, which differentiated between more archaic strata and those that incorporated more recent innovations. He was among the first to promote news of the latest findings in Hungarian ethnomusicology – i.e. of songs collected according to the discipline’s newfound insistence on complete scientific accuracy. Recalling this period in 1934, he would remark: ‘It was two shy of thirty years ago that Bartók and Kodály published their first anthology of folk songs, a volume I took with me on trips abroad; and everywhere I went, they understood those songs – at least, inasmuch as a foreigner can understand, appreciate, and admire a thing so peculiar to another nation.’ (Bartók–Kodály 1906).

			Zengővárkony: In and Beyond Sárköz (Tolna and Baranya Counties)

			As soon as the opportunity arose, Lajos Fülep left Baja to settle down in Zengővárkony, a small, Hungarian, majority Calvinist village in Baranya County. A better fit for his tastes and aspirations, the village was home to a minority population of Catholic Germans, who had resettled there from elsewhere. The decision to move, as he would later express, had been greatly influenced by the area’s scenic beauty (Baksay 1896. 324 326). In describing the immediate environment to which he arrived, he wrote: ‘Encircled by white walls, the church and parsonage form a tiny fortress in the middle of the village’s linear arrangement of houses, with not a single perfectly vertical or horizontal line to be seen (see: Illustration 6). Around it spreads the canopy of a few century-old chestnut trees. [....] The parsonage itself stands like a poor relation at the church’s side; in the grassy yard below it, the pastor’s office…’ (Martyn 1985. 19).
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			Illustration 6. Reformed Church where Lajos Fülep served as a pastor from 1927–1947, Zengővárkony, 2011, Photograph by Emese Szojka

			A striking aspect of the folk culture of this new area was a clothing style Fülep found ‘similarly ornate to that of Sárköz,’ one that distinguished its population from other regional nationalities. The men wore outer garments of felted black or blue cloth decorated with cordwork, black ‘pörge’ hats, and hardshafted boots, while the women wore densely pleated, bellshaped skirts, shirts with embroidered shoulders, and shawls with sweeping fringes. To this, area girls added a ‘párta,’ the traditional Hungarian girl’s headdress.

			As regards the broader ethnographic context, contemporary observers noted a certain resemblance between the folk cultures of Zengővárkony and the Calvinist Hungarian population of Mohács (Várady 1. 1896. 112). This presumed kinship among the scattered Hungarian villages of Tolna and Baranya Counties, evident in various aspects of folk culture (clothing, spoken dialect, sundry traditions) and reinforced through a common faith and propensity for intermarriage, later found support from researchers of both history, and material ethnography, who would group them, together with other municipalities, under the general heading of ‘Sárköz Culture’ (Pataki 1937; Andrásfalvy 1967; Zentai 1986). Thus, Lajos Fülep had come to live in a tiny community of distinctively Sárköz-like character, in the parsonage of which his collection continued to grow – some subgroups of it at a lively pace. It was during the Zengővárkony years, for example, that he acquired the fifty-four Sárköz children’s drawings that today form a separate genre unit within the collection.147 In the Museum of Ethnography’s holdings, this group is succeeded chronologically by the body of children’s drawings collected in Őcsény and Alsónyék by Szekszárd art teacher Lipót Ács between 1905 and 1911 (Tasnádi 2006. 79 80). Of this latter batch, the first – marked ‘Given as a keepsake by Julis Ábró to Éva Pörnyi on 26 May 1898’ – had been discovered by accident in an old ‘tulip’ chest. The event laid the foundations for an entire local initiative, one that – with the art teacher’s encouragement – soon ‘developed into a full-blown tradition,’ as Ács would later recall.148 In subsequent years, the drawings of Sárköz girls were to enjoy considerable publicity and were featured in exhibitions and scholarly writings (Tasnádi 2009. 156 157). The earliest of them, featuring ornamentation displayed in strips, were published in Dezső Malonyay’s volume on the folk art of Transdanubia (Malonyai 1912. Table 102 103. XII). The success and reputation of the drawings in artistic circles is clearly reflected in the thoughts of painter István Csók – a childhood friend of Fülep’s living in Paris – regarding his own paintings of Sárköz149: ‘There was too much “ethnography” in them, so that their spirit was cloaked under silk clothes. It is also an irreparably great pity that for the duration of my stay there, I never discovered those colourful drawings the little girls of Őcsény give to one another as gifts.’ (Csók 1907. 124.)

			The three batches of school girls’ drawings in the Fülep collection date to 1926, 1929, and 1931, respectively, as indicated by the original – uniformly formatted – labels furnished by their creators: e.g. ‘Painted by Erzsébet Deák. 1929 - January 3, Öcsény’. As suggested by this example, Fülep, like Ács, collected his drawings in Őcsény. The young artists produced their works using multiple techniques – contours drawn in graphite filled with watercolour, crayon, and pencil – some of them completing entire series of drawings, others providing a single work only. The primary theme was the Sárköz women’s folk costume, worn by girls and young married women drawn in profile. In Sárköz, an unwed girl could be distinguished from one recently married on the basis of her headgear: girls in the region wore a ‘párta,’ or headdress, then, once married, switched to a beribboned bonnet (‘főkötő’). A survey of the drawings reveals a palpable emphasis on the costumes’ expensive silk and velvet fabrics, whose decorative patterns have been executed in enthusiastic detail. In addition to their aesthetic value, the drawings can also be viewed as documentation of the impact of urban fashion on folk attire: of the introduction of patent leather shoes, smooth, coloured stockings to replace the older knotted ones, and gold and silver earrings (Half 1991; Horváth 1971; 1972). Here and there, they even offer a glimpse of the interiors of Sárköz homes (Illustration 7.), with more recent urbanised furnishings arranged before oldfashioned rollerpatterned walls (Szojka 2003). 
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			Illustration 7. A child’s picture from Sárköz with the inscription: ‘1931 évben R: Bálint Judi’ [‘In the year 1931 R: Judi Bálint’] Ôcsény, Tolna County, Museum of Ethnography; EA R13.383 Photograph by Krisztina Sarnyai

			The children’s drawings in Fülep’s collection suggest the existence of a system of connections in Sárköz; and in fact, it was Béla Szilágyi, a friend of the Őcsény pastor, who had mediated their production for the collector. This is evidenced, among other things, by a 1921 letter to the pastor found on the back of the paper on which one of the pieces was drawn. The idea for commissioning and collecting children’s drawings traces back to Fülep’s days in Nagybecskerek and his relationship with Antal Streitmann, whose numerous professional successes had encompassed a variety of activities in education. Streitmann had delved deeply into the matter of graphic art teaching methodologies and their use in schools and had been one of the first in Hungary to recognise the pedagogical opportunities offered by art education in shaping children’s artistic sensibilities and promoting intellectual development. Streitmann, whose teaching principles had been developed based on both a considerable knowledge of the Hungarian and international literature, and a keen understanding of theory, had written studies and delivered lectures on his pedagogical experiences with naturalistic drawing – a technique in which he saw great value – as well as on the significance of his own artistic upbringing. The topic of drawings and toys made by children he illustrated by means of organised exhibitions, including several that were held in Nagybecskerek (Németh 2000. 44–76). One of the first individuals to report on these early 20th century exhibitions in a local paper was the organisor’s student, Lajos Fülep. The writings in question demonstrate just how well Fülep, at the time just out of school, understood both what his teacher wished to achieve with the drawings, and how the methodology had already fared in various educational environments (Fülep 1988b. 19 20; Fülep 1988d. 36 38). In other words, the Nagybecskerek art teacher’s modern pedagogical methods had already made a profound impression on Fülep’s thinking. In his approach to the world, Fülep gave similar weight to the interrelated concepts of pedagogy, method, and art – and within them, folk art and folk artefacts – as had his teacher before him. For Fülep, the decorative Őcsény girls’ drawings were an excellent example of a means by which children’s artistic sensibilities might be developed through the medium of local folk art. 

			Other objects collected during Fülep’s Zengővárkony period include various articles of furniture produced in nearby Váralja, recognisable for their distinctive painted motifs: vases with leafy, outward-spreading flower bouquets over a blue background or, occa sionally, a white or yellow field. The style in question stemmed from a single Váralja shop, where for generations, the German Musch family, working primarily to order, had crafted handpainted peasant furniture that included variously sized chests, (canopy) beds, benches, hanging cupboards, and wall racks (Sáfrány 1977). Clients of the Musch shop included the inhabitants of Zengővárkony, who decorated their streetside parlours or ‘clean rooms’ (tiszta szoba) with the furniture they purchased there. 

			Among the pieces of Váralja make in the Fülep collection is a small chest labelled ‘Erzsébet Koczidi 1865’ (Illustration 8.), likely commissioned by the Kócsidi family, who still live in Zengővárkony today. János Kócsidi had been one of Fülep’s favourite Bible study students, whose return from the war Fülep had greatly anticipated as it had fallen to the pastor to keep the worrying mother’s spirits up during his absence (Dizseri 2003. 148–150). Previously, the chest had been used to store a set of ornate women’s headgear [‘párta’ (headdress), ‘fökötő’ (bonnet), ribbons, and decorative hair pins]. A corner rack (‘sarokfogas’) painted blue, yellow, and red is also presumed to have come from Váralja.150 Rounding out Fülep’s Sárköz furniture is one of the most distinctive pieces of the type, an open wall cupboard (‘téka’), beautifully painted and embellished with unusual lathed wooden ornaments that dangle from its lower surface ( Illustration 13).151 Probably purchased from the workshop of the Scherer family in the central Tolna County village of Decs, this final piece dates to around 1870 1880. The Scherers were a German family of Várdomb origin that had plied their trade in the village for several generations (Györgyi Szojka 1999). The cupboard is a beautiful piece, whose bell-shaped ornaments are a prime expression of the ostentatious tastes that reigned during the heyday of the Sárköz genre. Similar wooden ornaments could be seen dangling from the overhead rails of canopy beds, the ‘trees of life’ displayed at local wedding feasts, handcrafted candlesticks (Szojka 2005. 128; 136–137), and even the carved pulpit of the church in Zengővárkony.152
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			Illustration 8. Váralja chest with inscription, Kocsidi family Zengővárkony, Baranya County, 1865 Museum of Ethnography; 71.77.55 Photograph by Krisztina Sarnyai
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			Illustration 9. Spinning wheel rod with inscription, Dörmö family Zengővárkony, Baranya County, 1883Museum of Ethnography; 71.57.57 Photograph by Krisztina Sarnyai Krisztina

			Among those to have found an object of interest in the Fülep collection was Gyula Török, an archaeologist and museum director from Pécs, whose attention was drawn to Fülep’s Szeremle chest during his time conducting excavations in the village. The archaeologist, whose interest in the piece lay primarily with its original use and carved human figures, would later claim that the form associated with folk chests in South Transdanubia could be traced back to the sarcophagi used in ancient burials, making them ‘local vestiges of Roman culture’. As regards Fülep’s chest in particular, he viewed the carved figural element on the front panel as reminiscent of Roman ornamental motifs (Török 1941). A thesis Török penned on the topic appeared in the yearbook of the city museum, whose title page included a picture of Fülep’s Szeremle chest.153

			Further acquisitions from the Zengővárkony years include three spinning wheel rods (‘rokkapálca’), objects that were originally used to hold unspun hemp. Often embellished with sgrafiato ornamentation, the rods were a commonplace phenomenon in Baranya County, whose geometric, botanical/floral, figural, and scenic ornamentation was closely related to that used by pastoralists. Scratchwork motifs of this type were accentuated by rubbing them with a black material made of burnt linden wood shavings mixed with oil or gunpowder. Village men learned the ins and outs of the technique from local herdsmen, or, better yet, commissioned the ‘beautifully carved spinning wheel pegs and rods for their sisters and sweethearts’ from the pastoralists themselves (Kiss et al. 86). The dates visible on some of the rods in the Fülep collection testify to their having been used by girls at collective spinning bees (‘fonó’), old-time events for which women and girls had once gathered on winter evenings and where ‘tales and songs were once born’ (Fischer 1940. 5 6). One spinning wheel rod in particular, a piece made of milk thistle stem, bears the date 1883, the name ‘Éva Dörmö,’ and even the monogram of the man who gave it to her: ‘JV’ (Illustration 9.). As Dörmö is a name still known in the village, this, too, is likely to have been acquired locally. 

			With more than 260 items in total, the largest group of objects in the collection is that made up of ceramics: primarily decorative pieces, plates, and various drinking vessels, with only a tiny number of items originally intended for everyday use. Viewed from the standpoint of material quality, this grouping may be subdivided into two major categories, with a result that is simultaneously indicative of the technique employed in their manufacture. The first consists of leadglazed ceramics produced in rural workshops, whose number did not greatly exceed that of the second category: factory-made stoneware dishes reflecting (in Fülep’s own words) ‘folk tastes’ (Hollóháza, Telkibánya, Apátfalva). Prominent producers of the former included the German village of Mórágy in the microregion of Völgység (Tolna County), whose ceramics were classified as of the Sárköz type based on the areas in which they were marketed (Illustration 10.). The Mórágy Germans had brought their conspicuously high-standard, factory-faïence-influenced potterycraft (including technology and forms, alike) from the Palatinate (Principality of Zweibrücken) upon their relocation to Hungary in the 18th century. Following settlement, Mórágy potters had continued to develop the models brought with them to suit local tastes and soon became an important regional supplier of both tableware and stove tiles, first for other resettled Germans (e.g. those living in Hárta and Váralja), then, from the 19th century onward, for the now thriving villages of Sárköz: ‘Mórágy German plates and jugs hung from the racks in their parlours, and, until the mid-1880s, their “many-eyed” tile stoves (szemeskályha), too, were built using the green-glazed, tulip-adorned tiles (kályhafiók) of Mórágy production.’ (Nagy 1995. 511.)
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			Illustration 10. Plate from Mórágy Sárköz, mid-19th century Museum of Ethnography; 52.71.31 Photograph by Krisztina Sarnyai

			The Várkony period also witnessed a continuous stream of additions to Fülep’s painted Easter egg collection. It was at this time, for example, that the collection acquired further eggs that, based on their ornamentation, were likely of Sárköz origin (certainly, it was in this period that the Őcsény children’s drawings had been collected). One of the key characteristics of Sárköz-type eggs is the dotted pattern that fills the areas around their primary motifs, a feature shared by eggs of Šokci origin (cf. Arnhold 1911. 182). In fact, it was likely from the Šokci that the style had been borrowed, just as Sárköz had absorbed other elements of Šokci folk culture, e.g. in the area of dress (Fél 1943). It is also possible that eggs were added to the collection from Baranya County, as it was precisely in their egg painting traditions that the county’s manyfaceted, multinational folk culture was displayed most prominently. Indeed, by the early 20th century, the influence Baranya County’s various cultures exerted on each other – i.e. the appearance of motifs linked to one national group in the products of another – were already discernible. (Arnhold 1911. 173−182).

			With Fülep’s biographical information to confirm their origins, identification of the Zengővárkony Easter eggs stands on somewhat firmer ground than is the case with other eggs in the collection. In 1940, Fülep and his wife became godparents to a local child and so entered a relationship known as komaság with the child’s parents, the blacksmith János Bognár and his wife, Éva Hencz-Király (Tüskés 1995.108). Mrs Bognár, who would eventually make a name for herself in the egg-painting craft, was also the artist behind a number of the eggs in the Fülep collection. The smith’s wife originally hailed from neighbouring Pécsvárad, a former market town and site of a local abbey, where the prevailing mentality was one of only loose adherence to tradition. Thus, in addition to the standard patterns, Mrs Bognár enjoyed creating motifs of her own (Illustration 11.), sometimes working on commission, but otherwise selling her eggs at the market in Pécs. Based on this information, the eggs painted by Mrs Bognár in the collection have all been successfully identified.154
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			Illustration 11. Two sides of an Easter egg a) traditional and b) more recent flower motifs, The work of Mrs János Bognár, née Éva Hencz Király, 1960s Zengővárkony, Baranya County Museum of Ethnography; 71.57.8 Photograph by Krisztina Sarnyai

			During his time in Zengővárkony, Fülep is almost certain to have witnessed the village’s interesting Easter traditions, in particular, the custom whereby on Easter Sunday, children received decorated eggs from each of their ten to twelve godmothers. Easter services in the village were followed by an ‘egg fair,’ held in some suitable location in the village centre, where children who had not yet undergone confirmation received Easter gifts from their godmothers, typically not only eggs, but also oranges and chocolate. Among a child’s various godparents, the one that ranked highest gave a larger, more valuable gift, such as some special confection or toy. The Füleps, for example, gave their godchild, Éva Bognár, a doll in a ‘fancy box’ (Dizseri 2003. 154). Afterwards, the boys at the fair used their eggs to play a coin game, while the girls traded theirs among themselves according to the specific patterns they wished to collect.155

			With the addition of the Zengővárkony material and the new genre of Sárköz (Őcsény) children’s drawings, growth of the ethnographic collection effectively came to an end.156 Two pieces of information survive regarding the physical appearance of the collection during the Zengővárkony period. The first is a photograph offering an idea of how the material was arranged and displayed.157 The site of the image was a small, flat-roofed building with a ‘Mediterranean atmosphere’ in the parsonage yard, constructed in 1930 based on Fülep’s own designs, that served as both a library, and (as in Baja) a study; the photographer was Sándor Gönyey, an ethnographer and staff member at the Museum of Ethnography, and the date was 1930 (Illustration 12.), the year Gönyey visited Zengővárkony in the company of László Madarassy.158 The latter man, who served as secretary of the Hungarian Ethnographic society, had been invited by Fülep personally in the course of their mutual correspondence. The visit took place just as the chestnuts were blossoming, and Madarassy would later compose an article about it entitled ‘Chestnut Harvest under the castle of Zengő,’ with Gönyey’s photographs as illustrations (F. CSANAK 1992. 571). Beyond the visit, Lajos Fülep also provided the museum with a number of ethnographic artefacts on this occasion: some simple tools used in the chestnut harvest, an engraved rokkafa (distaff), a carved mosósulyok (wash paddle) and a set of carving tools.159 The last of these may be seen as a personal gesture on Fülep’s part, given Madarassy’s specialisation in pastoral art (cf. MADARASSY 1932).
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			Illustration 12. Collection in the library of the Zengővárkony parish, detail Zengővárkony, Baranya County, 1930 Museum of Ethnography; F 63802 Photograph by Sándor Gönyei

			The Gönyey photograph is a source of unparalleled value to the present analysis, as although the artefacts it shows are limited in number, they are arranged decoratively, as if in an exhibition. The shot itself is of the portion of the newly built library room that lay opposite the window, an area that, at the time, was filled with ethnographic artefacts; and while the quantity of material that has been crowded into the space is striking, it is arranged in an orderly fashion. The upper portion of the wall is almost entirely covered in plates, some of them clearly factory products in the folk style; among them, symmetrically placed, are painted wall cupboards of Fadd manufacture loaded with wine jugs and serving dishes; in the centre is a glass case containing a selection from the decorative egg collection; beneath these are a row of riven board chests, with Fülep’s favorite, the Szeremle chest with figural ornamentation, in the centre. Also on the wall is a headboard with a horsehead surmount and a clock. Behind the chests are the handwoven Sárköz cloths and, hanging from these, the washing paddle decorated with copper nails and the Kalotaszeg cowbell. Here and there one spots a Sárköz child’s drawing in a frame.

			There can be no doubt that the two decades Fülep spent in Zengővárkony made a significant impact on the collector’s life. For one thing, as a minister, he was able to carry out his educational activities there with a true sense of mission. In the matter of his collection, however, it was the social discourse surrounding the southern Transdanubian ‘only child’ problem that can be said to have exerted the greatest effect. The issue of declining population numbers, particularly in Southern Transdanubia, as a result of the situation Hungary had found itself in after First World War was one that concerned many in the 1920s and that had garnered a considerable measure of public attention. As early as his years as a pastor in Medina (1921), Fülep had remarked on the single-child family model as ‘the source and the culmination – the root and the fruit – of everything’ (Fülep 1998a. 169). Of course, the problem had been noticed by social scientists and official organisations, as well (Andorka 1969 1245–1257), including the Hungarian Reformed Church, which had carried out a targeted propaganda campaign in an effort to effect a solution. It wasn’t until a number of writers became engaged in the matter, however, that true, effective social discourse began to unfold, and it was in this context that Fülep was to make his voice heard. In a series of powerful, scientifically framed articles, he described, based on his experience in the ministry, both the gradual depopulation trend that had beset the villages of Transdanubia, and its potentially far-reaching consequences. Noteworthy in this regard is that his most shocking examples of customs and practices related to the single-child family model were derived precisely from his experience with the affluent villages of Sárköz, where newfound prosperity had rendered the contours of an entire interdependent system of unhealthy phenomena considerably more visible (Fülep 1998b. 344–358). In response to such questions, Fülep’s thoughts centred on practical solutions, and in 1939, with the help of the Reformed Church, he helped arrange for the resettlement in Zengővárkony of a number of families from the region of the Hungarian Great Plain (Huber–Mendöl 1985.7).

			Fülep’s active approach to this particular social problem brought him into contact both with fellow pastor and ethnographic collector Géza Kiss, then serving in Ormánság, and a group of folk writers that included, among others, János Kodolányi, Zsigmond Móricz, Gyula Illyés, and László Németh. These newfound relationships yielded an invitation from Németh, in partnership with Pál Gulyás, to launch a journal aimed at the exploration and communication of various adverse phenomena and trends then affecting rural life (Válasz 1934). Another result was a visit by Kodolányi in 1934, a time when the German Imperial threat had put the single-child family issue back on the agenda. Accompanied by Member of Parliament Endre Bajcsy Zsilinszky and writer Tibor Talpassy, Kodolányi had embarked on behalf of his newspaper on a tour of Ormánság in Baranya County, and it was probably at this time that he first spied Fülep’s ethnographic collection in its setting at the Zengővárkony parish. Kodolányi would later describe what he saw in an account of his travels, and his impressions, which extend beyond his individual point of view, represent an important contemporary source on the collection. Finding the sight of so many folk objects arranged in an exhibition-like manner uniquely striking, he rightly asked himself whether it was truly inevitable that such assets should be lost to the process of cultural change: ‘His home is marvellously decorated, a true ethnographic museum. Gorgeous chests, hand-woven cloths on whitewashed walls, beautiful plates on racks, glazed jugs, mugs, carved sticks in the corners, handicrafts spread out on the furniture: one feels at a loss for words and so, simply admires. The spectator is overwhelmed with pride at the sight of such masterworks of sophisticated artistic taste. And it is a bitter pill indeed that all this should be a thing of the past. What ancient and perfect culture might have produced these things? ... And how is it possible that a culture so profound should lose its voice to the boundlessly superficial gibberish of kitsch?’ (Kodolányi–Ifj. Kodolányi 1963. 50.)
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			Illustration 13. The Sárköz room of Museum of Ethnography’s permanent exhibition Traditional Culture of the Hungarians, detail with téka from the Fülep collection. Sárköz, 1870s, Museum of Ethnography; 52.71.240 Photograph by Emese Szojka

			In 1935, Fülep was additionally visited by a group of university students camping in Kemse, Ormánság, who were pursuing a novel form of rural research focused on matters of social relations (BORBÁNDI 1983. 208–211; SÁRKÁNY 2000. 46). Armed with modern field-work methods and a battery of questionnaires, the young people – who came from various backgrounds – had worked to integrate themselves into everyday village life as a particular means of collecting data. Located but a short distance from Zengővárkony, Kemse was a village of some notoriety, specifically for its single-child families, declining population, and adherence to archaic folk traditions (ELEK–GUNDA 1936). Among the members of this group was Béla Gunda, a man who would later become a professor at the University of Debrecen. That Fülep asked Gunda for issues of the journal Ethnographia stands in indication of the former’s unwavering interest in the field (TÜSKÉS 1995. 28), and indeed, Fülep’s ties to ethnography and ethnographic research, as well as to his physical collection, were characterised by a concentrated intellectual dedication to the preservation of assets the declining population problem seemed to endanger. It was in Fülep, for example, that Kákics pastor Géza Kiss found someone to assist him in publishing material on his own Ormánság ethnographic collection, as indicated in the preface to his book: ‘I am grateful to Lajos Fülep, without whose aid and exacting guidance this book would never have seen the light of day’ (KISS, undated [1937] 7; cf. ACHS 1982). It was also Fülep who supervised publication of János Berze Nagy’s series of works on the folk traditions of Baranya County (TÜSKÉS 1995. 139).

			The time of Fülep’s service as a pastor in Zengővárkony was marked by a bustling cultural life rife with new activity – the founding of a glee club, the organisation of an amateur theatre, the exportation of stage performances to neighbouring villages, adherence to the national Gyöngyösbokréta (‘Beaded Bouquet’) dance movement, the establishment of a youth association, the launch of a weavers’ workshop, the construction of a community centre, and even the installation of electricity in the village – all pursued by a vibrant and fast-developing community. Beyond his wife (HUBER–MENDÖL 1985), Fülep’s one true partner in his educational pursuits was Decs Calvinist religious instructor János Császár, who – as a Sárköz native both well-acquainted with the local customs and mentality, and similarly committed to nurturing local traditions – was able to mediate between the pastor and his congregation.

			The Purpose of the Collection 

			As has already been noted, the development of the Fülep material proceeded over multiple time periods, each reflecting a more conscious approach than the one before. Thus, as time went on, beyond serving its owner’s intellectual goals and community aims, the collection consistently demonstrated the influence of values put forward by professional museum ethnographers. The material’s first artefacts were purchased in 1902 at the market in Nagybecskerek and in various regions of Transylvania – i.e. from peripheral areas of historical Hungary where folk culture was still in its heyday. Such acquisitions stand in close parallel to the interests of early ethnographic researchers, whose focus was frequently directed to the same regions. Given their territorial and ethnic qualities, Transylvania and Vojvodina, with particular reference to Kalotaszeg and the South Slavic Šokci, were also important points of study for János Jankó, Hungary’s first truly specialist ethnographer, whose work was of defining value to the field. In selecting the objects for his own collection, and particularly those from the Banat region, the young Fülep was greatly influenced by the presence of similar material from these areas at various national exhibitions (e.g. the Millennial Village and the permanent exhibition of the Ethnography Department of the National Museum in Csillag utca).

			Public estimation of the early Fülep material was in part influenced by the little-known field of study from which it came, one that, at the time, had yet to be explored. Still in its nascency, ethnography, the branch of the sciences that had been developed for such examinations, was held to constitute – as an important contemporary critic put it at the sight of the new ethnographic exhibition in Budapest in 1898 – ‘nothing less than that from which every branch of human knowledge derives’ (Lyka 2002. 186). At the same time, in a piece written upon the collection his first items, Fülep himself warned of the transience of the culture that had produced them, remarking that, at the time, the ‘winds of ... civilisation [were] already threatening to swallow them up and send them into oblivion’ (Fülep 1988a.16).

			For Fülep, who was about to leave the stomping grounds of his youth, while the objects of this early collection may have held any number of different meanings, in the environment in which the collector lived, they likely served as reminders of the various ethnicities (Serbian, Hungarian, Székely) and locations (Banat, Transylvania) he had encountered, and of his memories of the countryside and landscape. If the Torontál rugs, too, are classified as stemming from this era, then in terms of content, this early stratum gains yet another dimension: although the woven fabrics were made locally in the factory in Nagybecskerek, their influence extended beyond the southern Bánát region. They were, in fact, objects of epochal significance that bore a close connection with folk traditions (i.e. of technique and ornamentation), though ones whose artistic design and production marked them as a new genre within an emerging realm of folk-inspired material culture. In other words, they were products of contemporary applied art: works that successfully combined folk and artistic design (Lackner 2011. 17 18). At the same time, these particular artefacts may be construed having a meaning that was more personal: as it had been Nagybecskerek graphic art teacher Antal Streitmann who had initially promoted their popularity, the Torontál rugs served above all as reminders of his person and influence.

			Given the eventual fate of the collection, it seems clear enough that Fülep’s special emotional connection to these early items – the ones he kept with him until his death – derived from the memories that were attached to them. It was in the years following World War I that he commenced his career as a minister and during the same period that his collection began to display conspicuous growth. This increase in quantity was accompanied by the emergence of a focus on the regional and ethnic character of Sárköz, a feature that would distinguish the collection from that time forward. Fülep had chosen his path in life with a deep sense of religious calling, writing as a novice minister in 1921 that he had ‘given primacy to the building of the kingdom of God and the spiritual and intellectual education of the Hungarian people,’ and, neglecting all else, had ‘devoted [himself] to this task with all strength and sense of purpose’ (Babus 2003. 34). Though these lines may sound melodramatic today, his dedication to his calling is amply demonstrated in the actions he took on behalf of the intellectual and cultural enlightenment of his chosen con gregation. It was, therefore, not to accumulate possessions – to collect merely for collecting’s sake – that he continued to seek out and add artefacts to his growing displays of material; rather, it was to his educational endeavours that his collection belonged, its specific content being determined by the region in which his calling was pursued.

			Fülep gathered the artefacts for his collection among the Hungarian villages of Sárköz, a region that, rich in traditions, had raised the level of its material culture to one of high artistic value. In 1934, he would express his views on the topics of Hungarianness and folk culture – primarily through the examples of folk song and folklore collection – in a headlining article in Válasz, using words that were persuasive for both their sobriety, and their clarity of thought (Fülep 1976c. 176–179). The article, beyond offering a critical evaluation of the fundamental dichotomy of the Hungarian consciousness, i.e. the question of whether Magyar culture should be viewed as essentially Eastern or Western in character, placed significant emphasis on the ability of a folk culture formed over long centuries to shape the very community from which it was derived. He moreover expressed the hope that more attention would be paid and more support given to ethnography, the discipline called upon to explore folk assets, as a consequence of its role in the construction of a national culture. Fülep’s aim in spotlighting the Hungarian quality of his ethnographic collection was essentially pragmatic in nature: to nurture the fundamentally root-fed culture of a knowable and therefore mouldable community. ‘Ultimately, what I wished to accomplish was to take this community – small as it was – and care for it, raise it up, develop it into something of a model, then see what effect it might have in broader circles.’ (Fülep 1976b. 93–94).

			The period following the First World War was marked by a pace of modernisation that extended even to the Hungarian villages whose traditions fell under the umbrella of Sárköz culture. Spurred by the construction of roads and railways, this accelerating process involved change that was no longer necessarily continuous, in which ties between old and new were frequently lacking (Szojka 2003). Sensing this void – a development noted by Kodolányi, as well – Fülep thought, among other things, to leverage his collection in an attempt to raise awareness of local culture. By removing the material from his private space and placing it among the books of his office, where he himself spent most of his time and where others came and went, he was essentially putting it on public display. Thus, in truth, the photograph taken in Zengővárkony may be seen as bearing witness to an act of demonstration, the plainly exhibitory composition of the artefacts having been devised for a visitorship of local, regional, even Transdanubian origin, so that they might see the exquisitely artistic trappings of the village of old and learn to appreciate them; might understand that they were not to be cast aside, sold, or given away as no longer fashionable, but respected and preserved according to their rank.160 It was a message delivered to his congregation not from the pulpit, but in and through the artefacts he had collected. That it was with this task that the collection had, then and there, been charged is supported by the observation that when Fülep finally left Zengővárkony, he gave it up – the entire collection, nearly to the last piece. In the urban environment and altered social conditions that came with his move to Budapest, the entire exhibitory arrangement was removed from the context that had created it, and as a result, lost the power it had theretofore derived from the collector’s specific intentions with regard to cultural and aesthetic education.

			Afterlife: Museum and Village 

			True to its owner’s will, the Lajos Fülep Collection became public property, being passed on to the Museum of Ethnography during the collector’s own lifetime. That it was not lost may be attributed both to Fülep’s own foresight, and to the connections he had forged with ethnographic institutions (the Hungarian Ethnographic Society, the periodical Ethnographia, and the Museum of Ethnography) and their staff members, as well as with other individuals committed to the cause of ethnographic collection, people who had been able to confirm the value of his material based on the criteria of the discipline. Once removed from Fülep’s private environment, the collection found itself dispersed over a larger system of museum holdings, its structure transformed and the meanings associated with its individual objects altered. Various components of the material were separated, then regrouped, and in some cases, broken down into further subunits according to material, form, size, etc. An important aspect of the inventory procedure was to identify places of production, use, and collection, as it was with this knowledge that curators would be able to reconstruct the period during which it had been in private hands. Nevertheless, use of the objects within the museum continued to lean heavily upon factors of geography and origin – i.e. on the Sárköz character that unified the collection. From this perspective, the rich array of material furnished ample information for the ‘Sárköz Furniture’ and ‘Sárköz Ceramics’ sections of the Hungarian Ethnographic Lexicon (K. Csilléry 1981, István 1981) and was also useful toward analysis of the museum’s Sárköz furniture collection (Szojka 2005), helping to fill in details regarding the stratified nature of the material culture of cultivated society across different geographic areas, while also highlighting, through the objects themselves, the various stylistic strata and forms that marked the fashions of earlier and later periods. As regards the various items of furniture in the collection, the previously little-known or unknown types Fülep had collected served to direct researchers’ attention to new fields of inquiry. The Szeremle chest, for example, was the first piece from Sárköz to represent the style of furniture that predated the flowering of folk art in the region. In 1960, Klára K. Csilléry, a renowned expert in folk furniture, had the opportunity of viewing those portions of the collection that remained in Fülep’s apartment when the material was divided. Based on the chest she saw there, she then searched for a similar object for the museum, which at the time had none. Beyond being a rare representative of an archaic artefact type from a group known for more recent forms of folk art, in terms of dissemination and use, the Szeremle chest also originated from the geographic middle ground between Gömör and South Transdanubia, the two great production hubs for pieces of its kind. It may therefore be seen as an object of deciding significance, evidence that in the age of traditional societies, the Danube River played the role of a dividing line in the flow of material goods in not only the geographic, but also the cultural sense. (Szojka 2005. 21). The Szeremle chest became a featured item among the furniture of the museum’s collection, just as it had been for Fülep. Its unusual human figure ornamentation, for example, earned it a place among the pictorial references provided under the heading of ‘riven board chest’ – a cornerstone article – in the Hungarian Ethnographic Lexicon.161 In further indication of the quality of the collection, the bridal chest from Komárom, too, was included in an elegant volume on the museum’s folk art holdings as representative of a period of transition in folk art. Dating to the end of the 18th century, the bridal chest received special attention not only for its antiquity, but also for the multiplicity of influences discernible in its ornamentation – the precursors of genteel furnishings, motifs employed by the specialist carpenters who created painted church interiors – and for its representation of the process by which styles would eventually adopt a more folk-like character.162

			Most of the collection’s furniture, however, came from Fadd (Tolna County), located at the intersection point between Mezőföld and Sárköz. The furniture makers of Fadd worked on commission at workshops whose fame as furniture suppliers derived from their distinctive style of painted decoration. Here, too, it may be presumed that it was the Fülep Collection with its large number of Fadd-made furnishings in different forms that inspired Klára K. Csilléry to turn her attentions to the great quantities of material to be found there. Certainly, it was not long after her visit to his residence (i.e. in 1962) that systematic collection of the home furnishing culture associated with the town began (K. Csilléry 1963. 122-129). At the time, one might still study full interiors in the field that were still in primary use: the individual forms produced in the Fadd workshops, strata of ornamentation of various ages, and – beyond painted furniture – even the hardwood furnishing culture maintained by non-guild makers and specialist furniture carvers (Molnár 1965. 329 336.).

			It was on the basis of the material of Fadd manufacture and Sárköz use found in the Fülep collection that Csilléry would eventually define the very concept of ‘Sárköz’ furniture, with Fadd furniture as one of its components (K. Csilléry 1981. 105). That furniture of Fadd make was, in fact, used in Sárköz was later verified through local village-by-village collecting conducted by ethnographic researchers (Zentai 2003. 256). 

			Around half of the furniture in the collection bear date markings, the earliest specimen being a bridal chest from Harta that reads ‘ANNO 1840’. The most recent is a corner piece that served as a combination plate rack/coat hanger, repainted in 1908, but still bearing its original date of 1869, as museum staff discovered upon its restoration. The remaining furniture dates to between these two years, a majority of pieces having been produced in the 1860s and 1870s. It is this same period – i.e. the final quarter of the 19th century – that ethnographers label the heyday of Sárköz folk culture, a time that witnessed a flourishing of the folk arts and produced the bulk of the region’s ornately decorated objects. It was for this reason that the material of the Fülep collection found its way into the Museum of Ethnography’s permanent exhibition Traditional Culture of the Hungarians (Selmeczi–Szacsvay 1997. 41–42), specifically, in two Sárköz mock home interiors, a ‘clean room’ or streetside parlour, and a typical ‘atrium’ kitchen, both tasked with representing a more recent stratum in the development of peasant home furnishing culture (Illustration 13.).

			In addition to the Museum of Ethnography, some of the material of the 1971 purchase came to be housed by the Hungarian Open-Air Museum in Szentendre, where it was used both to furnish the Sárköz (Őcsény) display within the museum’s South Transdanubian unit, and to enrich the institution’s viewable study collection. 

			Fülep’s ceramics, too, helped both to refine ethnographers’ definition of Sárköz pottery in general, and to isolate within it the subgroup of artefacts originating from the production hub in Baja. The collection included pieces both of the classic range of 19th-century motifs and forms, and of the newer variety stemming from the period of decline of the industry. Mária Kresz, specialist researcher of Hungarian folk ceramics, used precisely a selection of Fülep’s pottery to illustrate this process in her well-known study on the history of the museum’s ceramics collection (Kresz 1980. Table XI). Of the collection’s Transylvanian pottery, museum science has focused on but a single piece of Habán manufacture (Illustration 2.). The narrow-mouthed wine pitcher, its stag motif amidst sprays of Renaissance flowers of the type long-used by the Habán potters, featured in the museum’s Renaissance exhibition, where it garnered considerable attention as an example of an animal motif used as a new element on an object of striking beauty (Vida 2008. 203. 310). 

			Museum research also found a topic of interest in Fülep’s collection of Easter eggs. Providing a measure of new information on the material when the second half of the collection arrived in 1971 was the collector’s housekeeper, Mrs Alfréd Raskó. On the basis of what was learned, museum employee Erzsébet Györgyi then contacted the Zengővárkony egg crafter Mrs János Bognár née Éva Hencz-Király, in the hope of having her identify any eggs in the collection she may have painted. This accomplished, the museum was then able to order from her a number of new eggs for the collection. In 1975, Mrs Bognár was also paid a personal visit at her home in Zengővárkony by English researcher Venetia Newall, along with several member of the museum staff.163 A photograph taken of Mrs Bognár demonstrating the use of a stylus in egg decorating at the time of the visit is found in under the heading ‘Easter Eggs’ the Hungarian Ethnographic Lexicon (Györgyi 1979. 610). As a unit attributable to a single individual, the eggs created by the Zengővárkony native constitute their own subgroup within the larger collection. Mrs Bognár’s eggs include not only the older-style traditional motifs of the craft, but also more recent design elements and even certain innovations of her own.164

			Fülep’s community work and exemplary concern for the preservation of various aspects of folk culture were not without reverberations in Zengővárkony, though true recognition of the value inherent in such objects and efforts toward caring for them on the part of villagers arose only in the time of the next generation. Following Fülep’s death, his goddaughter, teacher Éva Zsuzsánna Bognár (Mrs Ferenc Szántó), would publish an ethnographic paper on the Zengővárkony bonnet, the component of the local folk costume that had endured the longest. Through the example of this single article of clothing, she demonstrated how Várkony had followed in the footsteps of ‘affluent Sárköz,’ i.e. of the central villages of Tolna County. It was from there that the village had borrowed various innovations to its embroidery motifs, even if it had never achieved the range of variation or stratification of technique typical of its Tolna County counterparts. On the whole, the folk costumes of Zengővárkony were simpler affairs, with innovations born in the central villages of Sárköz culture transferred to the peripheral area of Zengővárkony through kinship and marriage (Sz. Bognár 1972–1973. 253 262; Cf. Zentai 1969–1970. 233 258).

			[image: ]

			Illustration 14. Egg Craft Museum in Zengővárkony, 2011 The photo on the wall is that of Várkony egg crafter Mrs János Bognár, née Éva Hencz Király, featured in the Lexicon of Hungarian Ethnography, Photograph by Emese Szojka

			Another individual to collect ethnographic objects in the village was one of Fülep’s former colleagues, the teacher János Császár. Of the material he collected, the portion consisting in painted furniture of Váralja craftsmanship was purchased by the Ethnography Museum of Pécs (Sáfrány 1975–1976. 169–173). The year 1982 witnessed the renovation of the former Dékány House in the center of the village, a structure that reflected conditions as they had been during Fülep’s time there. Today, the house is preserved as a regional museum (Zentai 1986), a development in which János Császár played some part. A former outbuilding of the home was opened in the year 2000 as the Egg Craft Museum (Illustration 14.), whose director and founder, Dr. Rózsa Nienhaus, recalls the site selection process in the following terms: ‘In 1998, as I was conducting my tour of possible sites for the collection, an egg craftswoman in Pécsvárad called my attention to this community and its pleasant natural environment, where the work of Lajos Fülep and János Császár – the latter of whom had received his call to education from the former – had resulted in the persistence, transmission, cultivation, and ongoing discussion of folk art traditions. It was primarily this circumstance – the intellectual and material legacy of Lajos Fülep – that motivated my decision to publicly display the egg craft work I had collected – to choose for them their permanent “home”.’165 The museum is also the meeting place of the Society of Baranya County Artisans (Kézművesek Baranyai Egyesület), which exhibits work that, though modern in character, serves to keep traditions alive. (http://www.kezmuvesekbaranya.hu).

			In 1977, Mrs Éva Hencz Király Bognár, the egg crafter and former ‘komaaszony’ (related through the Christening of her child) of Lajos Fülep, brought into the Museum of Ethnography an assemblage of old folk costumes pieces, blouses, and hand-woven cloths. The high-quality information provided with these objects, including – in the case of the garments – indication of who had worn them, helped to map out Zengővárkony’s proximate, and even broader geographical relations, thus confirming the conditions that had been laid out in the ethnographic literature since the late 19th century. In addition, the memories related to how the women’s clothing had been worn helped flesh out knowledge of the times of the fairs that had once been held on St. Luke’s Day.

			***

			By reconstructing how Lajos Fülep assembled his collection in both geographic and chronological terms, a picture was formed regarding the ethnographic/curatorial content of individual objects and units as determined by region/municipality and/or age. At the same time, some sense was gained as to how various components developed to eventually form a collection with its own unique character. The collection’s foundational material came into Fülep’s possession in the course of the early 20th century from areas belonging to historic Hungary: from the nationalities of the southern Pannonian Plain and various parts of Transylvania. The second period in the collection’s history fell between the world wars, a time when it both grew in quantity, and came to incorporate new genres, at once solidifying its Hungarian character and gaining a number of artefacts from other nationalities, as well. The culmination of the process came in the 1930s, when new themes emerged and, at the same time, earlier subgroups were enriched with new material. It was during this period that the Hungarian Calvinist – i.e. both the strict, and the broader Sárköz regional – character dominated, marked by a proliferation of ornate objects of high artistic value. This was followed in the 1940s and ’50s by a period of decline in which a significant portion of the collection was split off to become part of an entirely different unit, creating gaps that compromised both its coherent structure, and its overall character. This process reached its conclusion with the death of the collector and final dismantling of the grouping that had remained at his residence. The history of the Fülep Collection, therefore, is marked by a steady upward, followed by a similarly steady downward trajectory. 

			From the collector’s point of view, localities represented in the collection correspond largely to the stages of Fülep’s life. Thus, the artefacts can be divided in terms of his relationship to them into two different groups, that closest to him being composed of objects to which he felt certain emotional ties and whose value has been confirmed many times over, both by professional ethnographers, and by the general public; and that occupying a position somewhat more distant, being characterised by a lesser degree of personal attachment. Coherence within this second group derived from the common purpose behind the objects’ collection, their target audience being the larger public beyond the collector’s own private sphere.

			Ties to the field of ethnography – i.e. to the folk genre, to its material and intellectual legacy, and to the preservation of assets he recognised as destined for obscurity – are evident at every stage in Fülep’s life. In this, Fülep was spurred by a childhood and youth spent in Transylvania, one of the most interesting and colourful ethnographic regions in Hungary, and by his experiences with its unusual landscape, people, and culture. It was also during this period that the first great ethnographic undertakings – the Millennial Village exposition and first permanent ethnographic exhibition in Budapest – were conceived, followed soon after by the publication of the first truly impactful findings of ethnographic and ethnomusicological research conducted in the Carpathian Basin; and the objects of this newly discovered folk culture, broken down into groups of different regional variations and viewed as part of their local context, gained new meaning for those who approached them from an artistic perspective, and who saw in them an opportunity for renewal.

			Lajos Fülep was not only a living witness to his age, but also an active participant in it and as such, a force to shape it. As an aesthete and art historian, he sought to identify the role of folk culture in art and to apply it toward the cultivation of artistic sensibilities; as a public educator, he worked to bring the value he saw in folk assets to popular audiences; and as an ethnographic collector, he strove not only to acquire objects, but to support others in doing the same for the advancement of ethnography in general.

			Bibliography

			ACHS Károlyné

			1982 Kiss Géza 1891–1947. Ethnographia, 93. évf. 586–613.

			ANDORKA Rudolf

			1969 A dél-dunántúli egykekutatások története. [History of Research on the Southern Transdanubian Single-Child Family.] Statisztikai Szemle, 47. évf. 12. sz. 1245–1257.

			ANDRÁSFALVY Bertalan

			1967 A Sárköz népművészete. [The Folk Art of Sárköz.] Szekszárd, Tolna megyei Tanács – Szekszárdi Béri Balogh Ádám Múzeum.

			ARANY Dénes

			1990 A decsi református egyház története. [History of the Calvinist Church of Decs.] Átdolgozta: CSÉCSY István, összegyűjtötte JAKAB László. Decs, református egyházközség.

			ARNHOLD János

			1911 A tojáshímzés technikái Baranyában. [The Egg-Decorating Techniques of Baranya County.] Néprajzi Értesítő, 12. évf. 173–182.

			BABUS Antal

			2003 Tanulmányok Fülep Lajosról. [Studies on the Life of Lajos Fülep.] Tatabánya, József Attila Megyei Könyvtár.

			BAKSAY Sándor

			1896 A Mecsek környéke. [The Mecsek Range and Surrounding Area.] In Az Osztrák–Magyar Monarchia írásban és képben. Magyarország IV. kötet. Budapest, Magyar Királyi Államnyomda Kiadója, 263–326.

			BÁLDY Flóra

			1965–1966 Szedettes bunyevác szőttesek. [Patterned Bunjevci Weaving.] A Móra Ferenc Múzeum Évkönyve, 11–12. évf. 95–107.

			BÁRTH János

			1989 Szeremlei vallomások. [Szeremle Testimonies.] Cumania, 11. évf. 335–422.

			BARTÓK Béla – KODÁLY Zoltán

			1906 Magyar népdalok. Énekhangra zongora kísérettel. [Hungarian Folk Songs: For Voice with Piano Accompaniament.] Budapest, Rozsnyai Károly.

			BELLOSICS Bálint

			1894 Az ékszerekről. [On Jewellery.] Bajai Közlöny, 17. évf. 3–4. sz.

			BELULESZKO Sándor

			1905 Magyar hímes tojások. [Hungarian Decorated Easter Eggs.] Néprajzi Értesítő, 6. évf. 112–120.

			IFJ. BERZE NAGY János

			1970 Dr. Berze Nagy János néprajzkutató munkája Tolna vármegye néphagyományainak gyűjtése és mentése érdekében. [The Work of Dr. János Berze Nagy Toward the Collection and Preservation of the Folk Traditions of Tolna County.] A Szekszárdi Béri Balogh Ádám Múzeum Évkönyve, 1. évf. 266–273.

			BODNÁR Éva (ed.)

			1965 Éber Sándor emlékkiállítása a bajai Türr István Múzeumban. [Commemorative Exhibition for Sándor Éber at the István Türr Museum in Baja.] Budapest, Magyar Nemzeti Galéria.

			SZ. BOGNÁR Éva

			1972–1973 Zengővárkonyi főkötők. [Zengővárkony Bonnets.] Janus Pannonius Múzeum Évkönyve, 17–18. évf. 253–262.

			BORBÁNDI Gyula

			1983 A magyar népi mozgalom. A harmadik reformnemzedék. [The Hungarian Folk Movement: The Third Generation of Reformers.] New York, Püski–Corvin.

			BUZINKAY Péter

			2002 Műtárgyaink – ingó műemlékeink – védelme. [Protecting our Moveable Cultural Assets.] Műemlékvédelem, 46. évf. 1. sz. 36–41.

			F. CSANAK Dóra (ed.)

			1990 Fülep Lajos levelezése I. 1904–1919. [The Correspondence of Lajos Fülep Vol. I: 1904-1919.] Budapest, MTA Művészettörténeti Kutatóintézet.

			1992 Fülep Lajos levelezése II. 1920–1930. [The Correspondence of Lajos Fülep Vol. II: 1920-1930.] Budapest, MTA Művészettörténeti Kutatóintézet.

			2001 Fülep Lajos levelezése V. 1945–1950. [The Correspondence of Lajos Fülep Vol. V: 1945-1950.] Budapest, MTA Művészettörténeti Kutatóintézet.

			CSÁNYI László

			1985 Fülep Lajos Tolnában. [Lajos Fülep in Tolna County.] In TIMÁR Árpád (ed.): Fülep Lajos emlékkönyv. Cikkek, tanulmányok Fülep Lajos életéről és munkásságáról. [Fülep Lajos Commemorative Volume: Articles and Studies on the Life and Career of Lajos Fülep.] Budapest, Magvető, 270–273.

			K. CSILLÉRY Klára

			1957 Új emberábrázolásos ácsolt láda a Néprajzi Múzeumban. [New Riven Board Chest with Anthrophmorphic Decoration at the Museum of Ethnography.] Néprajzi Értesítő, 39. évf. 283–290.

			1963 A Bútor- és világítóeszköz gyűjtemény. [Collection of Furniture and Lighting.] Néprajzi Értesítő, 45. évf. 122–129.

			1977 Ácsolt láda. [The Riven Board Chest.] In ORTUTAY Gyula (chief ed.): Magyar néprajzi lexikon 1. [Hungarian Ethnographic Lexicon 1.] Budapest, Akadémiai Kiadó, 28.

			1980 Komáromi bútor. [Furniture from Komárom.] In ORTUTAY Gyula (főszerk.): Magyar néprajzi lexikon 3. [Hungarian Ethnographic Lexicon 3.] Budapest, Akadémiai Kiadó, 245–246.

			1981 Sárközi bútor. [Furniture from Sárköz.] In ORTUTAY Gyula (chief ed.): Magyar néprajzi lexikon 4. [Hungarian Ethnographic Lexicon 4.] Budapest, Akadémiai Kiadó, 105.

			1991 Bútorművesség. [Furniture Craft.] In DOMONKOS Ottó (chief ed.): Magyar néprajz III. Kézművesség. [Handicrafts.] Budapest, Akadémiai Kiadó, 490–523.

			2007a Szökrönyök Sumonyból és Cserdiből. [The Sumony and Cserdi Szökröny.] In KISS Margit (ed.): Az ácsolt láda. Összegyűjtött tanulmányok. [The Riven Board Chest: Collected Studies.] Budapest, Néprajzi Múzeum, 13–41.

			2007b Az ácsolt ládák ornamentikája. [Ornamentation on the Riven Board Chest.] In KISS Margit (ed.): Az ácsolt láda. Összegyűjtött tanulmányok. [The Riven Board Chest: Collected Studies.] Budapest, Néprajzi Múzeum, 117–127.

			CSÓK István

			1907 Emlékezéseim. [My Memoirs.] Budapest, Officina.

			CSUPOR István

			2008 Erdély népi kerámiaművészete. [Transylvanian Ceramic Folk Art.] Budapest, Novella.

			2011 Az Alföld népi kerámiaművészete. [The Ceramic Folk Art of the Great Plain.] Budapest, Novella.

			DIZSERI Eszter

			2003 Fülep Lajos élete. [The Life of Lajos Fülep.] Budapest, Magyar Református Egyház Kálvin János Kiadója.

			ÉBER László

			1923 Erdélyi festett faládák. [Transylvanian Painted Wooden Chests.] Ars Una, 1. évf. 156−162.

			ÉBLI Gábor

			2005 Élő skanzen. A Román család gyűjteménye. [Living Skansen: The Romanian Family Collection.] Magyar Iparművészet, 13. évf. 4. sz. 40–43.

			2008 Műgyűjtés, múzeum, mecenatúra. Esettanulmányok a jelenkori magyar gyűjtéstörténetből. [Collecting, Museum, Patronage: Case Studies in Contemporary Hungarian Collecting History.] Budapest, Corvina.

			ELEK Péter – GUNDA Béla et. al.

			1936 Elsüllyedt falu a Dunántúlon. Kemse község élete. [Sunken Village in Transdanubia: The Life of the Community of Kemse.] Budapest, Sylvester.

			FEJŐS Zoltán

			2006 A néprajzi műgyűjtés kezdetei. [The Nascent Period in Ethnographic Collecting.] In FEJŐS Zoltán (ed.): Huszka József, a rajzoló gyűjtő. Budapest, Néprajzi Múzeum, 230–243.

			FEJŐS Zoltán (chief ed.)

			2000 A Néprajzi Múzeum gyűjteményei. [Collections of the Museum of Ethnography.] Budapest, Néprajzi Múzeum.

			FERTŐSZÖGI Péter – Kratochwill Mimi (ed.)

			2004 A Kovács Gábor-gyűjtemény. [The Gábor Kovács Collection.] Budapest, Vince.

			FÉL Edit

			1943 Délszláv kölcsönhatások a Sárköz népviseletében. [Mutual Influences Among the Southern Slavs in the Folk Costumes of Sárköz.] Délvidéki Szemle, 2. évf. 2. sz. 67–75.

			1991 Női ruházkodás a Sárközben. [Women’s Dress in Sárköz.] Ethnographia, 101. évf. 9–49. FÉL EDIT – HOFER TAMÁS – K. CSIILLÉRY KLÁRA

			1969 A Magyar népművészet. [Hungarian Folk Art.] Budapest, Corvina.

			FILEP Antal

			1980 Múzeum. [Museum.] In ORTUTAY Gyula (chief ed.): Magyar néprajzi lexikon 3. [The Hungarian Ethnographic Lexicon 3.] Budapest, Akadémiai Kiadó, 667–670.

			FISCHER Béla

			1940 Előszó. [Foreword.] In BERZE NAGY János: Baranya megyei néphagyományok I. [János Berze Nagy: The Folk Traditions of Baranya County.] Pécs, Baranya Vármegye Közönsége, 5–6.

			FODOR András

			1986 Ezer este Fülep Lajossal. I. [A Thousnad Evenings with Lajos Fülep. Vol. I.] Budapest, Magvető.

			1995 A hetvenes évek. (Napló 1970–1972.) 1. [The Seventies: (Diary 1970-1972) Vol. 1.] Budapest, Helikon.

			FÜLEP Lajos

			1923 Művészet és világnézet. [Art and Worldview.] Ars Una, 1. évf. 1−11, 41−46, 75−91.

			1976a Előszó a Magyar művészet második kiadásához. [Foreword to the Second Edition of Hungarian Art.] (Magyar művészet, 1923.)

			1976b [1929] „Magyarok, ne Kanadába, hanem Baranyába vándoroljatok ki”. [‘Hungarians, Move not to Canada, but to Baranya County.”] In TÍMÁR Lajos (ed.): Művészet és világnézet. Cikkek, tanulmányok 1920– 1970. Budapest, Magvető, 93–99.

			1976c [1934] Nemzeti öncélúság. [National Autotelicity.] In TÍMÁR Lajos (ed.): Művészet és világnézet. Cikkek, tanulmányok 1920–1970. Budapest, Magvető, 153–184.

			1988a [1902] Szeged és népe. [Szeged and its People.] In TÍMÁR Lajos (szerk.): Fülep Lajos egybegyűjtött írások I. Cikkek, tanulmányok (1902–1908). [The Collected Writings of Lajos Fülep I: Articles and Studies (1902-1908).] Budapest, MTA Művészettörténeti Kutató Csoport, 13–17.

			1988b [1902] A gyermekek rajzolása. [Children’s Drawings.] (Streitmann tanár kiállítása.) In TÍMÁR Lajos (ed..): Fülep Lajos egybegyűjtött írások I. Cikkek, tanulmányok (1902–1908). [The Collected Writings of Lajos Fülep I: Articles and Studies (1902-1908).] MTA Művészettörténeti Kutató Csoport, 19–20.

			1988c [1902] Képek a kiállításról II. [Pictures of the Exhibition II.] In TÍMÁR Lajos (ed.): Fülep Lajos egybegyűjtött írások I. Cikkek, tanulmányok (1902–1908). [The Collected Writings of Lajos Fülep I: Articles and Studies (1902-1908).] Budapest, MTA Művészettörténeti Kutató Csoport, 23–25.

			1988d [1903] A gyermekművészeti kiállítás. [Exhibitions of Children’s Art.] In TÍMÁR Lajos (ed.): Fülep Lajos egybegyűjtött írások I. Cikkek, tanulmányok (1902–1908). [The Collected Writings of Lajos Fülep I: Articles and Studies (1902-1908).] Budapest, MTA Művészettörténeti Kutató Csoport, 36–38.

			1988e [1907] A magyar nép művészete. I. A kalotaszegi magyar nép művészete. [Folk Art of the Hungarian People. I. The Art of the People of Kalotaszeg.] In TÍMÁR Lajos (ed.): Fülep Lajos egybegyűjtött írások I. Cikkek, tanulmányok (1902–1908). [The Collected Writings of Lajos Fülep I: Articles and Studies (1902-1908).] Budapest, MTA Művészettörténeti Kutató Csoport, 35–355.

			1995 [1911] Művészi nevelés az iskolában. [Art Education in Schools.] In TÍMÁR Lajos (ed.): Fülep Lajos egybegyűjtött írások II. Cikkek, tanulmányok (1909–1916). [The Collected Writings of Lajos Fülep I: Articles and Studies (1902-1908).] Budapest, MTA Művészettörténeti Kutató Intézet, 153–157.

			1998a [1921] Egy gyülekezet lelki képe. [Spiritual Profile of a Congregation.] In TÍMÁR Lajos (ed.): Fülep Lajos egybegyűjtött írások III. Cikkek, tanulmányok (1917– 1930). [The Collected Writings of Lajos Fülep III: Articles and Studies (1917-1930).] Budapest, MTA Művészettörténeti Kutató Intézet, 168–170.

			1998b [1929] A magyarság pusztulása. [The Decline of the Hungarian People.] In TÍMÁR Lajos (ed.): Fülep Lajos egybegyűjtött írások III. Cikkek, tanulmányok (1917–1930). [The Collected Writings of Lajos Fülep III: Articles and Studies (1917-1930).] Budapest, MTA Művészettörténeti Kutató Intézet, 344–358).

			GYÖRGYI Erzsébet

			1979 Húsvéti tojás. [Easter Eggs.] In ORTUTAY Gyula (főszerk): Magyar néprajzi lexikon 2. [Hungarian Ethnographic Lexicon 2.] Budapest, Akadémiai Kiadó, 610.

			GYÖRGYI Erzsébet – SZOJKA Emese

			1999 Önállóság és kapcsolatrendszer. A Tolna megyei Sárköz ház- és lakáskultúrájának néhány jellegzetes vonása. [Independence and Relationship: Several Aspects of the Tolna County Sárköz House and Home Furnishing Culture.] Néprajzi Értesítő, 81. évf. 115–129.

			HORVÁTH Hilda

			2007 Gróf Pálffy János műgyűjteménye. [The Count János Pálffy Collection.] Budapest, Akadémiai Kiadó. (Művészettörténeti füzetek, 29.)

			HORVÁTH Terézia

			1971 Fülbevalók Baja környékén 1. [Earrings in the Area of Baja 1.] Néprajzi Értesítő, 53. évf. 141–168.

			1972 Fülbevalók Baja környékén 2. [Earrings in the Area of Baja 2.] Néprajzi Értesítő, 54. évf. 119–1 42.

			HUBER Kálmánné – MENDÖL Zsuzsa

			1985 Fülep Lajos Baranyában. [Lajos Fülep in Baranya County.] Pécs, Baranya Megyei Könyvtár – TIT Baranya Megyei Szervezete.

			J. ISTVÁN Erzsébet

			1964 Sárközi népi cserépedények. [Sárköz Folk Pottery.] Néprajzi Értesítő, 46. évf. 91–137.

			ISTVÁN Erzsébet

			1981 Sárközi kerámia. [Sárköz Ceramics.] In ORTUTAY Gyula (főszerk): Magyar néprajzi lexikon 4. [Hungarian Ethnographic Lexicon 4.] Budapest, Akadémiai Kiadó, 412–415.

			JANKÓ János

			1989 A Millenniumi Falu. [The Millennial Village.] Sajtó alá rendezte: SZEMKEŐ Endre. Budapest, Néprajzi Múzeum.

			2002 Kalauz a Magyar Nemzeti Múzeum Néprajzi Kiállításához 1898. [Guide to the Hungarian National Museum’s Ethnographic Exhibition 1898.] Szerkesztette: SZEMKEŐ Endre és GRÁFIK Imre. Budapest, Néprajzi Múzeum.

			KISS Géza

			é. n. [1937] Ormányság. Sellye, Baranya megye Tanácsa VB. Művelődésügyi Osztálya – Sellye Nagyközség Tanácsa.

			KODOLÁNYI János

			1990 [1939] Suomi a csend országa. [Finland, Land of Tranquility.] Budapest, Magvető.

			KODOLÁNYI János – IFJ. KODOLÁNYI János

			1963 Baranyai utazás. [A Journey Through Baranya County.] Budapest, Magvető.

			K[OVÁCS] A[ntal]

			1903 A húsvéti cifra alma és narancs. [Fancy Apple and Oranges for Easter.] Néprajzi Értesítő, 4. évf. 196–198.

			KOVÁCS Zita

			1999 Az Éber-emlékház. [The Éber Memorial Home.] Baja, Türr István Múzeum.

			KRESZ Mária

			1980 A Néprajzi Múzeum Kerámiagyűjteménye. [The Ceramics Collection at the Museum of Ethnography.] Néprajzi Értesítő,

			59. évf. 17–89.

			1988 Budapest. Kun Zsigmond népművészeti gyűjteménye. [The Folk Art Collection of Zsigmond Kun.] Budapest, Tájak, Korok, Múzeumok Egyesülete. (Tájak – Korok – Múzeumok kiskönyvtára, 317.)

			1991 Magyar fazekasművészet. [Hungarian Pottery Art.] Budapest–Novi Sad, Corvina– Forum.

			LACKNER Mónika

			2009 Grünbaum Vilmos tárgyai. [The Vilmos Grünbaum Collection.] In GÖMÖRY Judit – VESZPRÉMI Nóra (ed.): Művészház 1909–1914. Budapest, Magyar Nemzeti Galéria, 159–160.

			LÓRÁND Klára – Pócs Péter (ed.)

			2002 A Bozsó gyűjtemény. [The Bozsó Collection.] Kecskemét, Kecskemét Város – Bozsó Gyűjtemény Alapítvány.

			LYKA Károly

			2002 [1898] A Néprajzi Múzeum. [The Museum of Ethnography.] In JANKÓ János: Kalauz a Magyar Nemzeti Múzeum Néprajzi Kiállításához 1898. [Guide to the Hungarian National Museum’s Ethnographic Exhibition 1898.] Szerkesztette: SZEMKEŐ Endre és GRÁFIK Imre. Budapest, Néprajzi Múzeum, 186–188.

			MADARASSY László

			1923−1924 Főtitkári jelentés. [Secretary-in-Chief’s Report.] Ethnographia, 34−35. évf. 59.

			1932 Dunántúli tükrösök. [Transdanubian Mirrored Boxes.] Budapest, Magyar Tudományos Akadémia.

			MAJOR Máté

			1975 Fülep Lajos emlékezete. [In Memory of Lajos Fülep.] In: A Janus Pannonius Múzeum művészeti kiadványai, 26. 7-8. Pécs, Janus Pannonius Múzeum (A Magyar Tudományos Akadémia Fülep Lajos emlékezésén 1975. február 5-én elhangzott és a Jelenkor 1975. évi július–október havi számában megjelent előadások).

			MALONYAY Dezső

			1909 A magyar nép művészete II. A székelyföldi, a csángó és a torockói magyar nép művészete. [Hungarian Folk Art Vol. II: The Hungarian Folk Art of Székelyföld, the Csángó People, and Torockó.] Budapest, Franklin-Társulat.

			1912 A magyar nép művészete. IV. A dunántúli magyar nép művészete. [Hungarian Folk Art Vol. IV: The Hungarian Folk Art of Transdanubia.] Budapest, Franklin-Társulat.

			1922 A magyar nép művészete V. A palócok művészete. [Hungarian Folk Art Vol. V.: The Art of the Palóc People.] Budapest, Franklin-Társulat.

			MARTYN Ferenc

			1985 [1975] Fülep Lajos Zengővárkonyban. [Lajos Fülep in Zengővárkony.] In TIMÁR Árpád (szerk.): Fülep Lajos emlékkönyv. Cikkek, tanulmányok Fülep Lajos életéről és munkásságáról. [Fülep Lajos Commemorative Volume: Articles and Studies on the Life and Career of Lajos Fülep.] Budapest, Magvető, 196–200.

			MIKÓ Árpád (ed.).

			2002 Jankovich Miklós (1772–1846) gyűjteményei. [The Collections of Miklós Jankovich (1772-1846).] Budapest Magyar Nemzeti Galéria.

			MERK Zsuzsa

			1989 A bajai múzeum ötven éve. [Fifty Years of the Baja Musem.] In MERK Zsuzsa (szerk.): Emlékkönyv a bajai múzeum 50 éves évfordulójára (1937–1987). Baja, Türr István Múzeum, 5–35.

			MOLNÁR Mária

			1965 Faragóspecialista műhelye Faddon. [Specialist Carver’s Workshop in Fadd.] Néprajzi Értesítő, 47. évf. 329–336.

			MÓRICZ Miklós

			é. n. [1911] Nagybecskerek. In BOROVSZKY Samu (szerk.): Torontál vármegye. Budapest, Országos Monográfia Társaság, 555–582.

			MÜLLER Diána

			2005 Régiségek vonzásában. Nagyházi Csaba műkereskedőnél. [In Search of Antiques: With Antiquities Dealer Csaba Nagyházi.] A mi otthonunk, 6. évf. 7–8. szám 24–31.

			NAGY Janka Teodóra

			1995 A mórágyi kerámia és korai néprajzi kerámiatörténeti kérdései. [Issues in Mórágy Ceramics and the History of Contemporary Ethnographic Ceramics.] Ethnographia, 106. évf. 481–517.

			NÉMETH Ferenc

			1993 A torontáli szőnyeg. A szőnyegszövés negyed százada Bánátban Streitmann Antaltól Kovalszky Saroltáig. [The Torontál Rug: A Quarter Century of Rug in the Banat, from Antol Streitmann to Sarolta Kovalszky.] Weaving Újvidék, Fórum.

			1997 A Fülep család Becskereken. [The Fülep Family in Nagybecskerek.] Újvidék, Fórum.

			2000 Streitmann Antal. Élete és művészete. [Antal Streitmann: His Life and Art.] Újvidék, Fórum.

			NEWALL, Venetia

			1971 An Egg at Easter. A Folklore Study. Bloomington, Indiana Univertity Press.

			ORBÁN Balázs

			1982 A Székelyföld. [Székelyföld.] Válogatás. Budapest, Európa.

			PATAKI József

			1937 Adalékok a Sárköz népességének történetéhez. [Discussions in the History of the People of Sárköz.] In HOLUB József (ed.): Tolna megye múltjából 4. Pécs, Tolna vármegye, 1–34.

			SÁFRÁNY Zsuzsa

			1977 Váraljai festett bútorok. [The Painted Furniture of Váralja.] Janus Pannonius Múzeum Évkönyve, 20–21. évf. 169–173.

			SÁRKÁNY Mihály

			2000 A társadalom néprajzi kutatás hazai története. [The History of Ethnographic Research in Hungary.] In PALÁDI-KOVÁCS Attila (chief ed.): Magyar néprajz. 8. Társadalom. Budapest, Akadémiai Kiadó, 29–66.

			SÁROSI Bálint

			1985 [1975] Fülep Lajos, a népzenei adatközlő. [Lajos Fülep: Folk Music Informant.] In TIMÁR Árpád (ed.): Fülep Lajos emlékkönyv. Cikkek, tanulmányok Fülep Lajos életéről és munkásságáról. [Fülep Lajos Commemorative Volume: Articles and Studies on the Life and Career of Lajos Fülep.] Budapest, Magvető, 206–208.

			CS. SEBESTYÉN Károly

			1913 Felső-Torontál megyei húsvéti tojások. [The Easter Eggs of Upper Torontál County.] Néprajzi Értesítő, 14. évf. 120–134.

			SELMECZI KOVÁCS Attila – SZACSVAY Éva

			1997 A magyar nép hagyományos kultúrája. [Traditional Culture of the Hungarians.] Budapest, Néprajzi Múzeum.

			STREITMANN Antal

			é. n.2[1911] Szerbek. [The Serbs.] In BOROVSZKY Samu (szerk.) Torontál vármegye. Budapest, Országos Monográfia Társaság, 160–166.

			SÜMEGI György

			2006 Fülep Lajos tiszteletes úr Baján. [The Reverend Lajos Fülep in Baja.] In UŐ: Szakrális emlékek a Duna–Tisza közéről. Budapest, Magyar Egyháztörténeti Enciklopédia Munkaközösség, 141-157. (METEM könyvek, 55).

			SZARVAS Zsuzsa (ed.)

			2009 (M)ilyenek a finnek? Finnország magyar szemmel. [How We See the Finns? Finland: A Hungarian Perspective.] Budapest, Néprajzi Múzeum.

			SZAULICH Antal

			1985 [1925] Beszélgetés dr. Fülep Lajos lelkésszel a magyar nép költészetéről és dalairól. [A Conversation with Dr. Reverend Lajos Fülep on the Poetry and Song of the Hungarian People.] In TIMÁR Árpád (szerk.): Fülep Lajos emlékkönyv. Cikkek, tanulmányok Fülep Lajos életéről és munkásságáról. Budapest, Magvető, 31–36.

			SZEMKEŐ Endre

			1997 Törekvések az önálló Néprajzi Múzeum megteremtésére. [Efforts at the Creation of an Independent Ethnographic Museum.] Néprajzi Értesítő, 79. évf. 57–83.

			P. SZOJKA Emese

			1989 A bajai Türr István Múzeum néprajzi gyűjteménye. [The Ethnographic Collection of the István Türr Museum in Baja.] In MERK Zsuzsa (szerk.): Emlékkönyv a bajai múzeum 50 éves évfordulójára (1937–1987). Baja, Türr István Múzeum, 53–83.

			SZOJKA Emese

			1998 Példák a népi és népies elemek elterjedéséhez az enteriőrökben. [Examples for the Spread of Folk and Folk-Style Elements in Interior Decorating.] Néprajzi Értesítő, 80. évf. 53–95.

			2003 Parasztos és modern. A Tolna megyei sárközi ház és berendezése. [Peasant Vs. Modern: The Tolna County Sárköz Home and its Furnishings.] Néprajzi Értesítő, 85. évf. 115–153.

			2005 A sárközi bútor. [The Furniture of Sárköz.] Budapest, Néprajzi Múzeum. (A Néprajzi Múzeum tárgykatalógusai, 10.)

			2011 Fülep Lajos néprajzi gyűjteménye. [The Ethnographic Collection of Lajos Fülep.] In HORVÁTH, László – LACZKÓ, Krisztina – Tóth, Károly (eds.): Lustrum. Ménesi út 11–13. Sollemnia aedificii a D. MCMXI inaugurati. Budapest, Typotex Kiadó – Eötvös Collegium, 236–271.

			SZTRINKÓ István

			1989 Baja és környékének néprajza Bellosics Bálint munkásságában. [The Ethnography of Baja and its Surroundings in the Work of Bálint Bellosics.] In: MERK Zsuzsa (ed.): Emlékkönyv a bajai múzeum 50 éves évfordulójára. (1937–1987). Baja, Türr István Múzeum, 85–91.

			TASNÁDI Zsuzsanna

			2006 Vidéki rajztanárok a műemlékvédelem és a néprajz korai történetében. [Rural Art Teachers in the Early History of Ethnograpy and the Conservation of Public Monuments.] In FEJŐS Zoltán (ed.): Huszka József, a rajzoló gyűjtő. Budapest, Néprajzi Múzeum, 76–80.

			2009 Gyermekrajzok Ács Lipót gyűjtéséből. [Children’s Drawings in the Collection of Lipót Ács.] In GÖMÖRY Judit – VESZPRÉMI Nóra (ed.): Művészház 1909–1914. Modern kiállítások Budapesten. Budapest, Magyar Nemzeti Galéria, 156–157.

			TIMKÓ György

			1909 Guzsalytűk és rokkaszegek. [Distaff Pins and Spinning Wheel Pegs.] Néprajzi Értesítő, 10. évf. 89–97.

			TÓTH Károly

			2009 Fülep Lajos tevékenysége az Eötvös Collegiumban. [The Work of Lajos Fülep at Eövös Collegium.] In SEPSI Enikő – TÓTH Károly (ed.): Tudós tanárok az Eötvös Collegiumban. Budapest, Ráció, 109–125.

			TÖRÖK Gyula

			1941 Szökröny – Sarcophag. [Szökröny – Sarcophagus.] Pécs Szabad Királyi Város „Majorossy Imre Muzeumának” Értesítője, 3. évf. 76–79.

			TÜSKÉS Tibor

			1995 Kedves Professzor Úr. Írások Fülep Lajosról. [Dear Professor: Writings on Lajos Fülep.] Pécs, Pro Pannonia Kiadói Alapítvány.

			VÁRADY Ferencz

			1896 Baranya népei. [The Peoples of Baranya County.] In VÁRADY Ferencz (ed.): Baranya multja és jelenje 1. Pécs, Telegdi Ármin Könyvnyomdája, 109–297.

			VESZPRÉMI, Nóra

			2014 Lajos Fülep: The task of Hungarian Art History. Journal of Art Histography No 11. December 14. 1-33.

			VIDA Gabriella

			2008 Díszedények. [Decorative Vessels.] In FEJŐS Zoltán (ed.): Legendás lények, varázslatos virágok – a közkedvelt reneszánsz. Kiállítási katalógus. Budapest, Néprajzi Múzeum, 161–225.

			ZENTAI János

			1969–1970 Baranya magyar főkötői. [Hungarian Bonnets from Baranya County.] Janus Pannonius Múzeum Évkönyve, 24–25. évf. 233–258.

			ZENTAI Tünde

			1986 Zengővárkony, tájház. [Zengővárkony: Regional Home Museum.] Budapest, Tájak, Korok, Múzeumok Egyesülete. (Tájak – Korok – Múzeumok kiskönyvtára, 269.)

			2003 Tolna megyei épületek a Szabadtéri Néprajzi Múzeumban. [Tolna County Buildings in the Hungarian Open-Air Museum.] Wosinsky Mór Múzeum Évkönyve, 25. évf. 237–266.

			“Old and New Embroideries”. 

			The Life of Jolán Ferenczi

			MÓNIKA LACKNER – ZSUZSANNA TASNÁDI

			in memory of Erzsébet Kisfalvi166

			The study presents the life of Jolán Ferenczi (1888-1962), a dealer in home industry products and folk art, and her legacy that entered the Museum of Ethnography in 2012. Jolán Ferenczi launched her business in 1907 and ran it until her death in 1961. The study of her objects, pattern drawings and the inventory of her estate show that throughout her life she collected textiles, pottery and antiques in the field, traded in them and also dealt in cottage industry products that she had made to order. The signboard on her shop read: “old and new embroideries”.

			Through her person the study attempts to give a more precise picture of the organisational frames within which a dealer in folk art and home industry products operated in the three periods that marked the life career of Jolán Ferenczi. It shows how her activity was linked to tourism, the social role it played, its clientele, and how it used folk art as a source.

			In our study we will draw out the life route of Jolán Ferenczi (1881–1961), artisan and folk-art dealer. Processing materials related to Ferenczi was justified not only because of the history of the Museum of Ethnography’s collections, but also because by examining the life story of a character, here, a merchant woman, we can navigate through very complex and diversified social processes. These processes can make their way known through a permanent exhibition of the Museum of Ethnography as well. Jolán Ferenczi ran a very early and long-standing commercial enterprise, started her business in 1907, and ran it until her death in 1961. Through its operation, the aspirations of folk art and cottage industry of several eras are revealed. Its important features can be observed. Through her life story, we were able to attain a more accurate representation of the organizational frame-work through which a trader dealing with folk art and handicraft items operated in Hungary during this period, the objects she collected and made, and the waysher activities were related to tourism. We also got closer to the social role she played as well as the kind of customer base she developed, as well as the ways she used folk art as a source. We also got a sense of what folk wear meant to her as she always sold her goods wearing folk garb. Naturally, we could not venture to render a complete depiction of the whole; however, in using research material and archival sources to find out more about Ferenczi’s life path, we came across countless pieces of data. Analyzed as a very early female entrepreneur’s life route, her career is particularly exciting.

			Jolán Ferenczi was associated with the Museum of Ethnography from 1910 to 1960. Although she sold objects on several occasions, including outstanding pieces frequently featured in publications and exhibitions, in 2000, when the volume exploring the collections of the Museum of Ethnography (Fejős, ed. 2000) was being written, little was known of her. As she personally arranged her sales and gifts, there was almost no record of her in the archives at the Museum of Ethnography. Even the spelling of her name was inconsistent in different museum entries.167

			In museum inventories, descriptive labels and registers, Jolán Ferenczi was always referred to as a merchant, while in newspaper articles remaining from the period she was usually referred to as a craftswoman. In an interview in 1925, she was even described as the “apostle woman of home industry.168 She was described as a craftswoman on several occasions, such as in an interview in 1935.169 In other cases, she was listed as a “folk art expert”. In 1936 she was referred to as a “folk art merchant”. She defined herself on her business card from the 1920s as a “folk art researcher,” while in the occupation section of 1944 application forms, she wrote the following: “folk artist, craftsman, handicraft dealer”.

			Erzsébet Kisfalvi visited our institution in 2012 to offer part of the inheritance of her aunt, Jolán Ferenczi, as a gift: documents related to her activities, drawings and prints of her products, photographs and personal folk costumes were included. The various groups of drawings on paper, which remained in large quantities but in fragments, were of great help in specifying the products made, purchased and distributed by Jolán Ferenczi.170 The drawing material consists of the following genre groups: tracing paper drawings of embroidery patterns, color pattern drawings, monotype copies, pencil rubbing copies of old and new embroideries, costumes; embroidery designs, dress designs, an embroidery pattern album, an embroidery pattern booklet, pattern drawings from peasant women.

			In order to outline the personality and work of Jolán Ferenczi, the documents included in the inheritance are also very important: primarily her guestbook171 as well as a series of various documents stored in a larger, embroidered brown leather case (Illustration 1.).172 The latter seemed hardly manageable: photographs, medical prescriptions, dental x-rays, business cards, yarn patterns, crochet and embroidery needles, ID cards, advertising cards, invoices, application forms, smaller and larger paper labels with mostly graphite notes on the back, names, numbers, dimensions (Illustration 2.). Ferenczi wrote her letters and submissions in drafts as well, some of which, were included in the leather case. They were a great help in mapping out her life path. Ferenczi’s notes and objects imply her self-documenting attitude, as she was musealizing her own activities: Ferenczi wrote post-interpretations on some documents, and affixed labels with inscriptions on some of her objects. Subsequent self-documentation may have been mixed with the intention to preserve her memory. All these may have suggested to the heirs managing the inheritance that Jolán Ferenczi’s character and the role she played went beyond herself and was meant to be in a museum (Illustration 3.). In addition to the various remaining documents, the short CV, which was left in draft format in the inheritance and which she wrote for the national center of the Independent Trade Union of Craftsmen (Kisiparosok Országos Szabad Szakszervezete Országos Központja), attached to the entry form all helped outline her life route.173 In her answers and in the CV itself, one can feel the attempt of the old entrepreneur, who was working independently all her life, to keep her shop. Before the death of Erzsébet Kisfalvi in 2015 she even offered a last collection of objects from the collection of Jolán Ferenczi to the Museum of Ethnography which mainly included her “antiques”, a large number of textile fragments and remnants, semi-finished products related to her home industry work. 
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			Illustration 1. Jolán Ferenczi’s brown leather case embroidered with Matyó patterns, in which she kept documents, Museum of Ethnography; 2019.64.11 Photograph by Krisztina Sarnyai
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			Illustration 2. Invoices, letters, contacts from the contents of the case Museum of Ethnography; ÁEA 24/2012, Photograph by Krisztina Sarnyai
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			Illustration 3. Cross-stitch embroidery from childhood with a note of documentation subsequently glued to it: “My second embroidery at the age of 5 in Bucsány, Nyitra county, The first was lost, I wrote this in 1960. V. 8. in Budapest Haris köz 2. at 8pm, now the bells are ringing Jolán Ferenczi” Museum of Ethnography; 2019.64.1 Photograph by Krisztina Sarnyai

			Comparing and arranging the objects, the drawing materials, the documents and looking through news reports in newspapers, we managed to acquire a more accurate picture of Jolán Ferenczi’s activity. Although not complete, we also received information about the articles sold, as well as the conditions of production. Her life story reveals in many ways, the relations and connections of Hungarian social and political history between 1910 and 1960, as well as the Hungarian folk art and home industry movements. 

			The life route of Jolán Ferenczi 

			The beginning of an enterprise: 1907-1920

			The early years and beginning of Jolán Ferenczi’s enterprise strongly relates to her place of birth: she was born in 1888 in Bucsány (today: Bucany), in the county of Nyitra, with the year her shop was established. At the beginning, Jolán Ferenczi took part in the exhibitions of the Tulipán Association, and later of Hungarian Defence Association (Magyar Védő Egyesület) organized in the 1910s. She showcased old objects and later, home industry textiles made to order, based on drawings she made from 1909-1910 onwards. She exhibited for the first time in December 1910: she was listed among the exhibitors of the charity doll exhibition and fair in the Károlyi Palace, supporting the Pest Nursery Association, and ten of her dolls in women’s wear were awarded.174 In 1911, at the group exhibition of the Hungarian Defence Association, she exhibited, in addition to some other home industry companies, Jolán Ferenczi’s settlement firm in Maglód was highlighted in the press.175 Similarly, at the spring fair held in the Vigadó in 1912, she was listed among the ten exhibitors of the association, where, according to the newspaper article, “Jolán Ferenczi’s old embroidery and original handicrafts caught the attention of many visitors” (R. Y. 1912). She exhibited in Miskolc, as well as at the folk art and home industry exhibition organized by the Women’s Association in Pápa176 and at the Christmas fair in Budapest in 1916.177 Her textiles were not only presented at the exhibitions organized by the Hungarian Defence Association, but also in 1916 at the applied arts exhibition in Stockholm of the Applied Arts Association (Iparművészeti Társulat). Jolán Ferenczi appeared with her old embroideries in press coverage, along with the Izabella Home Industry Association (Háziipari Egyesület) the State School for Women’s Industry (Állami Nőipariskola) and the National Hungarian Home Industry Association (Országos Magyar Háziipari Szövetség) (F. 1916. 273–274). In the very first references, she was mentioned as from Maglód. By 1912, her business was definitely operating in Budapest, at 19 Bérkocsis Street. In an interview in 1925, she celebrated the 10th anniversary of the opening of her shop, so she likely opened her shop in 1910, of which she was proud, highlighting it in her biography: „Apart from the Home Industry Association, I ran the first shop in Pest.”178 It is clear from the advertisements and products she soldthat she operated a shop specializing in the sale of antiques, folk artefacts collected in the field and recently made handicrafts, especially textiles. This dual profile remained dominant throughout. In the magazine, Iparvédelem of the Hungarian Defence Association, the store is regularly listed among the handicraft shops, and this is where most of the advertisements of the shop were published. According the advertisements her main activities were the sale and production of old and new handicrafts, Consultation, and delivering orders. Her business was also promoted in other press outlets, one of her advertisementswas found in the classifieds of Színházi Élet in 1916.179 In 1913, Ferenczi moved to a small, street shop in the house at 21 Museum Boulevard, with a Christmas exhibition for the opening the shop. She informed her customers about the new location in a printed invitation decorated with her own photo: Ferenczi is standing in clothing from near Nagyszombat, with goods to be sold in her hands. Ferenczi also issued a similar print with the same image but with different text later on.180 (Illustration 4./a,b.)

			There are indications in the inheritance documents and in her guestbook,that she ocassionally used other locations for selling her products : between 1912 and 1916 primarily in prominent spa resorts of the Austria-Hungary probably occasionally, for shorter periods. Ferenczi’s first entry on this in the guestbook was dated 18th June 1912 in Marienbad. A photograph was taken of her at this location (Illustration 5.). Without further indication, the entries from 1914 can be read from Karlsbad and Ótátrafüred (Stary Smokovec), and then in 1916 again entries from Karlsbad. We know from notes attached to two objects that Ferenczi also sold in Baden in 1917. A photograph depicts Ferenczi in her Slovak folk costume with the inscription „Jolán in Marienbad in 1916”. The sale of home industry products in spa resorts became a practice at that time. The Hungarian „Defence” Association also urged that people visiting spa resorts buy “Hungarian industrial products instead of all kinds of foreign odds and ends” (Elek 1909 1201–1206) for gift purposes.

			[image: ]

			[image: ]

			Illustration 4.a–b. Advertisement of the shop on Múzeum Boulevard on a postcard. Jolán Ferenczi can be seen on the image side, on the other side, there is a description of the move as well as the Christmas exhibition, 1913 Museum of Ethnography; Ny 12414, 12413
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			Illustration 5. Jolán Ferenczi in Marienbad, 1916 Positive photograph, Museum of Ethnography; F 342844

			“Old embroideries”

			It seems that in the first years of her business she mainly focused on buying and selling old objects. Her home industry work only began a few years later.

			“In 1907, when the Tulipán Association was formed I came down to Pest and when at the first meeting I heard that they did not know how to acquire the various types of folkart items, I offered to obtain them. My first two trips were without profit, but when I saw that even like this they found it too expensive, I gave them a few addresses (from where they got everything at an even higher price) and I began my folk art research journey for profit. From this point onwards, I was travelling for 10 years covering the entire Great-Hungary.”181

			Ferenczi spoke about collecting old embroideries and folk garb items in an interview in 1925:

			“As a very eager and young girl I travelled through almost every part of the country on foot. […] Indeed, it was pioneering work, and not a small feat, when I, the young lady redeemed my licence and I set forth in the cold winter and hot summer, in order to seek out the wonderful treasures of the Hungarian people.”182

			From the documentation, as well as from the objects sold to the Museum of Ethnography between 1910 and 1920, we can conclude that during this period she bought and sold folk textiles mainly from Pozsony (Bratislava), Nyitra (Nitra) and Trencsén (Trenčín) counties, ie. her wider homeland: full garments decorated with embroidery (shirts, headdresses, aprons, shawls, bodices) and embroidered fragments (shawls, shirts) and laces from garments. Among the copies of embroidered textiles183 from the area of Nagyszombat (Trnava), decorated with a hand-sewn appliqué, cut out of white batik on a completely white, thin textile base (tulle, batik): the larger square head-scarves,184 the long, thin scarves around the head, the huge sized special wrist kerchiefs185 (Illustration 6.) and the bonnets are particularly well documented in the copies.
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			Illustration 6. Wrist kerchief from the area of Nagyszombat (Trnava) sold by Jolán Ferenczi to the Museum of Ethnography in 1927, Museum of Ethnography; 126805, Photograph by Krisztina Sarnyai

			This type of handicraft is significant in the inheritance because it served as the base of her home industry business. The local history of textile technology has not been explored yet, but it is certain that along with white embroidery, it spread around the city of Nagyszombat (Trnava) in the 1870s under the influence of urban undergarment traders. Slovak literature on the topic indicates that Nagyszombat (Trakovice) stood out mainly in the production of these types of objects (Pátková 1957. 94). In addition to the original shawls made with appliqués, Nitra County embroideries, especially hole embroidery embroidered with colored hread, also appears in what she offered, and these two types of embroidery are also among the items sold to the Museum of Ethnography in great numbers.186

			Similarly, although to a lesser extent, the items sold include textiles from the borders of Nyitra (Nitra) and Trencsén (Trenčín), Ribény (Rybany) and textiles from villages in its region: headbands, shirts, collars and shirts made of very colorful woolen yarn, with stylized bird and heart patterns. Such items were also included in the inheritance among her documentary drawings, and also appear in her early photographs: in her 1913 flyer promoting the relocation, she wore such a shirt. The museum collection also preserves two bonnets from Ribény, from the sample collection of the Rákóczi square women’s industrial school, on which the following inscription was written on a small paper tag: „gekauft von Jolán Ferenczi”.187 She sold these types of items (bonnets and blouses) from Ribény in 1910, on the occasion of her first sale to the Museum of Ethnography.188 It is certain that on her collection routes to the Felvidék regions she not only purchased folk items but also a wider circle of antiques: in 1915 she sold the Hungarian National Museum library two early publications of the Nagyszombat printshop.189 She definitely purchased antique items in Budapest as well; this way, in 1916, she offered a secret drawer dresser as well as a chimeclock alongside the many newly arrived embroideries for sale in the classifieds.190 She reported about some of her travels. In March of 1912, through the classifieds she reached out to her customers and said: “before travelling away, will sell all home industry embroideries collected thus far”.191
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			Illustration 7. Part of a bed sheet end. Transylvania, 18th century Museum of Ethnography; 2019.64.12 Photograph by Krisztina Sarnyai

			In March of 1916, it was published that „Jolán Ferenczi arrived home with many beau-tiful handicraft embroideries and antiques”.192 She also advertised the sale of folk textiles:„Headbands, shirt embroideries are now available in a large selection at cheap, pre-war prices.”193 The bag in which, according to the family memory, Jolán Ferenczi collected the objects in the villages was also included in the inheritance.194 Thus, it appears from the objects and documents that the first routes mentioned in the autobiography were related to her place of birth, i.e. Nagyszombat (Trnava) and its wider surroundings. She not only sold but also purchased items on her vending tours. This is how she could buy Czech lace on her Karlsbad trip, which she later sold to the museum.195 She even travelled to Transylvania in her earlier years. “During the war, I visited Transylvania with a letter of recommendation from Royal Princess Isabella to save what could still be saved. And then I really brought many items of great value.”196 We do not know exactly where Ferenczi went and what objects she purchased in Transylvania. However, one type of item – thanks to a favourable form of documentation – is clearly visible: she collected very early embroidery fragments. Pieces and edges of decorative sheets, scarves from the 18th century or the first half of the 19th century, embroidered with silk thread – in some cases also with metal thread – on a very thin linen base material. She purchased several objects at that time, which could be fragments of 18th century noble embroidery in Csík county: József Huszka also documented similar ones in churches in Csík county.197 She sold some of the objects to the Museum of Ethnography in 1926, however, some fragments were part of the material last given as a gift (Illustration 7.).

			Home Industry work 

			The sources on her home industry objects are very limited, but about eighty paper copies of the mostly dated textiles that survived between 1910 and 1915, made by monotyping and pencil rubbing, show that Ferenczi was primarily engaged in the design, sewing, and distribution of handicrafts decorated with applique. Fine textiles based on tulle, rarely batiste, on which meticulous, cut-out patterns were sewn by hand, may have been the most significant part of their home industry business until World War I. Mainly textiles, smaller and larger tablecloths, pillows, curtains, tapestries, as well as handkerchiefs and collars were produced (Illustrations 8-9.). In their patterns, the new objects follow the old scarves and headbands collected from the aforementioned area of Nagyszombat (Trnava) (Illustration 10.), they were designed based on them, though motifs of animal figures such as deer, hens and roosters also appear on them. A war-themed tapestry or a smaller curtain with the inscription “KM 1915” could have been made to individual order, on which figures of cannons, soldiers, deer and rabbits were sewn. Little is known about the conditions of design and home sewing, but based on the very meticulous pattern editing and the similarity with the objects around Nagyszombat (Trnava), it can be concluded that some of the objects may have been made in and near Karkóc. You can read Shorthand text and dates from 1910–1914 can be found on several objects.
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			Illustration 8. A monotype copy of a collar for a garment made with an applique technique, Museum of Ethnography; R 25810, Photograph by Krisztina Sarnyai
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			Illustration 9. A monotype copy of a new embroidery (tablecloth corner) made with applique technique Museum of Ethnography; R 25808 Photograph by Krisztina Sarnyai
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			Illustration 10. An old shawl made with an applique technique from the region of Nagyszombat, Museum of Ethnography; inventory number 143611. Photograph by Krisztina Sarnyai

			In addition to the textiles decorated with the appliqué, Ferenczi was also involved in the production and sale of embroideries from Kalotaszeg (Zona Călatei), Torockó (Rimetea), Ribény and Sárköz which were already well known in that time. This is implied by the drawings of the nearly fifty embroidery patterns from Ribény, thirty from Sárköz, ten from Torockó, and twenty from Kalotaszeg, mainly the embroidery patterns and plans of tablecloths, pillows and tablecloths. Thirty more pattern drawings indicate that Ferenczi also had white hole embroideries made, to which around forty pattern drawings from Slovak peasant women served as source.198

			Ferenczi’s diversified handicraft activities and the products provided at her handicraft shop, as well as the types of embroideries that could be ordered are well outlined in the embroidery pattern album and booklet remaining in her inheritance. Ferenczi could have used these when taking orders or during the work delegated to the seam stresses she employed. The fourteen black cardboard pages of the sample album contain about sixty embroidered textile strips, which show the embroidery types of the various regions of the Carpathian Basin (Kalotaszeg, Torockó, Ribény, Sárköz, Rábaköz, Pozsony (Bratislava), Matyó) and some fine white embroidered (hole embroidered) pattern strips (Illustration 11.). The pattern album is complemented by nearly fifty embroidery strips from the inheritance, which show different color variations of the patterns in the pattern album. In addition to the sample album containing the aforementioned embroidery strips, a nineteen-page drawing sample booklet was also found, with similar drawing patterns, supplemented with embellishments designed for clothes, blouses, purses, vests, collars and belts. In addition to the sample album and the drawing sample booklet, on the basis of the numbers written on other drawings of the inheritance the pattern sheets make up several series , among them the one of applique decorations. Ferenczi marked this series with “FJ” sign and numbers between 1 and 54, and itcontains copied samples of the original headscarves and scarves with appliqués from near Nagyszombat (Trnava). 
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			Illustration 11. A table of textile patterns with samples of the Torockó, Kalotaszeg and Nyitra styles Museum of Ethnography; ÁEA 24/2012. Photograph by Krisztina Sarnyai

			From this period we have data that Ferenczi sold objects from other well-known handicraft workshops and handicraft entrepreneurs of the time as well: according to one receipt, she ordered garments from the headquarters of the Izabella Home Crafts Association in Pozsony (Bratislava) in 1917.199 It was also mentioned several times in Iparvédelem paper that Ferenczi was involved in the distribution of Csetnek (Stítnik) laces. A consignee showed that she was also in contact with a local craftsman and trader in Kalotaszeg. Unfortunately, no documentation has remained about folk costume dolls, which Ferenczi also drew attention to in some of her ads.

			The business of Jolán Ferenczi between the two world wars: 1920–1945

			The period between the two world wars was the most active period in Jolán Ferenczi’s life characterised by a constant search for new ways and amazing energy investment in her enterprise, and a significant role taken in public life. In search of her own truth, her name often appeared in controversial situations, and in defamation lawsuits. Despite her success and being well-known, Ferenczi continually struggled with financial issues, as she put it in 1925: “I initially became a trader from an arts lover. Unfortunately, however, my collector’s enthusiasm and ambition is still greater today than it could make me a skilled trader”.200 In 1922, she applied for the recognition201 of her Hungarian citizenship. In 1924, Ferenczi married the dance teacher László Csertán202, who was eight years younger than her. They divorced in 1933.203

			Jolán Ferenczi must have prepared for a political career at the time that closed the First World War. In December of 1919, a newspaper article mentioned her name among the female politicians of the Christian National Association Party (Keresztény Nemzeti Egyesülés Párt)204, but in 1921, Ferenczi was only listed as one among the participants of charity Christmas fair arranged by the party.205 Since She had a relationship with the National Association of Hungarian Women (“Magyar Asszonyok Nemzeti Szövetsége”) founded by Cecile Tormay since it was established in 1918, Her name is listed among the female activists of the fund rasing event organized for the army on the Army Day in November 1919, in the company of Horthy’s daughter, Mrs. Gyula Pekárnée and Cecile Tormay.206

			From the documents available, it seems that two phases can be distinguished in this period of Jolán Ferenczi’s life: one of a permanent, downtown business with occasional foreign relations, and the other of the years after losing the shop when she sold seasonally on János hill and was involved in the export of folk style textiles, mainly blouses. Until 1927, the press often accounted for the small shop on the Museum Boulevard:207 In December 1925 she invited visitors to her shop for her 15th Christmas exhibition.208 She outlined her activities and future goals in an interview. Despite this, in 1926 she applied for the cancellation of her business at the Metropolitan Court of Registration. She carried on working as a craftswoman.209 Financial difficulties led to the closure of the store and the cancellation of the company, and problably this was the reason she sold several valuable objects of her collection to the Museum of Ethnography in 1926–1927.210 By 1927, she was already desperately looking for a financial investor. It is not known when exactly the store was closed.211 In May-June 1927 her shop was still operating there, and from September 1927, some classified ads reported that she was selling goods in the lobby of the Gellért Baths.212 Although she opened a store213 at 5 Régiposta Street in 1931, this store could not have been lived long, as there was no subsequent data or advertisements of it. 

			After the closure of her permanent shop, she set up her stand at the lookout tower on János hill, and in 1929, according to the entries in her guestbook, she could already sell there. According to a letter dated to 1936, the city management department of the Budapest mayor’s office considered Jolán Ferenczi’s pavilion to be „desirable from point of view of tourism”, thus, allowing her to keep her chests at her vendor’s stand until the pavilion is built.214 A lawsuit also reports on sales at the János Hill, which reveals that around 1937–1939, „she was the only one who was allowed to sell Matyó embroidery on János Hill […] no one else was allowed to sell Hungarian embroidery.”215

			A card dated October 1944 also confirms her license there. In a private letter to Mezőkövesd, which remained in the inheritance, she also refers to the location of János hill as the place where she sold her goods in 1935: they work diligently „by the time the great work begins on the hill”. By 1935, she was already referred to in the press as someone the readers „may have met at the looking tower on János Hill”.216 Ferenczi’s constant business concerns are indicated by the fact that in a defamation lawsuit, her opponent told the press that “she will learn about the paragraphs of the law because she is constantly sought after by creditors”.217

			The two phases of her enterprise, the period before and after 1927, also show that she operated within different organizational frameworks: until 1927 she belonged to the MANSZ (National Association of Hungarian Women), she probably participated in exhibitions (Illustration 12.), traveled abroad in the framework of the organization from 1922–1923 and also published in the MANSZ newspaper (Ferenczi 1922), among others fashion drawings made in her own workshop (Illustration 13.).218 It was a great success for her to assamble the costumes of the Vilma Medgyaszai, the leading actress at the poetic play Mezőkövesd, (written by Ernő Szép) which was performed in 1925 at the Andrássy út Theater.219
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			Illustration 12. The invitation of MANSZ in several languages from 1929, offering a selection of her goods Museum of Ethnography; Ny 12415
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			Illustration 13. Drawing of blouses with embroidery designs from the workspace of Jolán Ferenczi, the plans of Zsuzsa Zlinszky, 1922, Museum of Ethnography; R 25792; 25793

			Ferenczi seems to be gradually excluded from the network of home industry workers after 1927. She became neglected as implied by a defamation lawsuit with Erzsébet Kovács,220 which tells that Jolán Ferenczi asked for state aid for the promotion of Hungarian folk and applied arts items in 1929, but her request was rejected on the suggestion of the specialist:

			„[...] In terms of the development of our home industry, her work left no trace and her goods did not contribute to the industrial development nor had ennobling effect that could be inferred.”221

			Her participation in exhibitions and fairs shows this same duality. In the 1920s, Jolán Ferenczi regularly sold at trade fairs,222 the aim of which was to bring small and medium enterprises into direct contact with craftsmen, ignoring wholesalers (KÁRMÁN 1918). Jolán Ferenczi’s guestbook contains names and entries from the 1918 Oriental Fair on several pages and she also took part in the 1920 exhibition. At the 1923 trade fair, her goods included embroidery from Torockó, Kalotaszeg and Mezőkövesd, silk shawls, tablecloths, pillows, curtains, artistic handicrafts, real lace, as well as handpainted wooden boxes and earthenware.223 The daily paper Budapesti Hírlap wrote about her stand in detail: „The spectacular pavilion and the masterpieces of artistic design placed in it constantly attracted the attention of visitors.”224 A large-scale positive image has remained in the inheritance, which also shows this stand (Illustration 14.). It is clear that she used some of her large objects (such as the shawl to be placed on a pole from Torockó225, which was gained by by museum in 2012, and the bouquets of silk ribbons that became part of the museum collection later) to decorate the stand. These fairs also gave an opportunity to expand her international relations. For example, in her guestbook there is a name with a Vienna address, with the note “1926. trade fair buyer”. In April 1926, at the International Trade Fair, the governor visited Jolán Ferenczi’s shop and watched „clothes, handicrafts, tablecloths, design and stencils that made a sensation stand out” (FÜGGETLEN BUDAPEST 1926).
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			Illustration 14. Jolán Ferenczi’s stand at the 1923 Budapest sample goods fair Museum of Ethnography; F 342843

			Additionally, between 1920 and 1926, Ferenczi regularly attended fairs at various charity events and Christmas fairs. She rarely took part in exhibitions in the 1930s. However, she was among the exhibitors at the National Crafts Association’s Craft Fair and in 1928 at the National Salon. Ferenczi was present at the Industrial Hall226 in 1932 and in the home industry exhibition of the national agricultural exhibition in 1930.227 In the 1920s Ferenczi took part in several foreign trips related to her commercial and craft activities. She traveled to Paris in 1922 and then to London in 1923:

			“In the post-war times, when the world opened up to us again, the Hungarian home industry started to recover once more. Although in Paris even in 1922 we were not welcome […] when I was in London the following year, my peasant clothes, which I was always wearing, made a big impression.”228

			During Ferenczi’s trip to England, she was listed on her ID229 as a commercial agent, living in the South Kensington district at the Mary Hogarth Hotel during her stay. Selfridge and Co.’s wholesale purchase ID was issued to the „Hungarian store” at 24 Motcomb Street.230 Ferenczi visited France several times, having been in contact with the trade of Mme Descamp-Mignotet’s231 at the resort of Berck Plage232, whose unpaid lot was the subject of a lawsuit that ended with the victory of Jolán Ferenczi. A letter reads that Ferenczi visited Monte Carlo in 1927 and also mentioned Nice as a point of sale.

			After the closure of the permanent store, seasonal sales were typical. Moreover, she was involved in the export of household goods, albeit, to a lesser extent. There is very little information on this, but Ferenczi wrote in one of her letters:

			“Everything was done by the associations even in Horthy’s time so that I couldn’t develop and get an export quota, (…) I finally got one in 1936 after a definite statement, but to my shame the smallest. From then on, I exported handicrafts based on my own drawings until the siege [of Budapest].”233

			The following angry passage also reports on these difficulties:

			“Gracious Sir! As has been proven, in vain all my efforts and very laborious, almost miraculous work, my export, which began with great impetus, without the necessary capital, will fail in vain if I do not receive as much as the order may require. I received an order again last week. (….) I don’t have money for it, because I had to invest the 200 P aid I received and the 300 P loan in the preparatory work for another order. […] ”234

			From the remained records we conclude that Ferenczi was involved in the export of blouses and children’s clothing, a summary in 1941–1942–1943 shows the names of the merchants Lesser, Mahuke, and Ruzicska, who may have been merchants in Prague.235 According to her 1944 poverty certificate, she has no movable or immovable property. Some of Ferenczi’s documents show that, for example, she lived in Budakeszi in 1944. However, she did not have a residence in Budapest. Several remained letters addressed to the János hill have survived, which she marked as her postal address.

			Old objects 

			Although the old objects were still on her offer, their composition changed. There is less of an emphasis on the items from Upper Hungary and more so, on original objects like Matyó, and others from Sárköz, Kalotaszeg and Torockó. Unlike in previous periods, Ferenczi no longer obtained these items on trips, but rather through commission sales and most especially by and through acquisitions. Nevertheless, based on the objects sold, it can be concluded that Ferenczi may have had a trip to Southern Transdanubia during this period in order to collect items. The “collection” of old objects was a constant element in Ferenczi’s exhibitions and stands. Ferenczi also mentions this in the 1925 report that she arranged her jubilee exhibition from these:

			“[…] I’m going to show my old items which I managed to save from my customers. Transylvanian embroidered pillows, tablecloths, old, real Matyó pieces and new Matyó pieces based on them. But I also have some pieces from the old noble embroidery […]. I am also exhibiting my famous Sárköz headband collection and clothes from Nitra.”236

			The letters sent to Ferenczi show that the Matyó items are very emphasized in her trade. In Ferenczi’s guest book, she wrote next to one of her customers: “Sárköz furniture for sale Vilmos császár út 19”, and next to the name of another customer in Budapest, she wrote: “will buy Matyó lace and Kalotaszeg style”. The wife of the Dutch consul living in Brussels, Frau Consul Bosman van Oudekarspeli, bought a tulip chest from her. Two hand-written letters have remained, which indicate that Ferenczi was in constant contact with Mezőkövesd. Her local acquaintances there attained original objects and painted furniture on request. Ferenczi also acquired a Matyó dress as an outfit for a ball for a princess through her acquaintances in Mezőkövesd. The addressee of the letter in the inheritance is unknown. However, the context shows that her daughter Margit was an employee of Jolán Ferenczi.

			“Please send Margit’s black skirts, cashmere and calico, and add a nice blouse, if possible, from Aunt Erzsa Pető, because it is needed for a tall woman, but only on loan. Please write down how much of a loan they ask for. The Princess will wear it at the ball, but she is not rich, she can not buy the clothes, and she also bargains on the loan fee. Margaret asks for her shawl along with the paper. The princess would also need a darker red or other older „csavarintos” shawl because she is around 50 years of age, but she still wants to be beautiful at the ball. We also ask for Margit’s red scarf. The ball will be on the 21st, but the clothes are needed before that, in case she doesn’t like something, that it can still be obtained. Margit has an apron and a petticoat here. It will be best if it is sent by post, because it would be difficult for Aunt Tera to carry it.”237

			Home industry work 

			Between 1920 and 1945, important changes took place in the domestic industry: the tulle and batiste appliqué of previous years were neglected, and the production and sale of items decorated with Matyó patterns became more popular. Furthermore, the proportion of blouses among homemade items increased. The drawings included in the inheritance, the news published in the press and the guestbook entries also show the dominance of the Matyó material. The nearly one hundred and fifty Matyó drawing patterns – the pattern drawings taken from old tablecloths, the punctured overlay used for printing, the individual designs and sketches – reflect the various processes of patterning; they show the phases of collecting samples, design and creation, which were made for the implementation of a handicraft or piece of clothing. As most of the sample drawings reflect a 1/1 ratio and some of drawings include captions, these will reveal the dimensions of the home textiles and handicrafts. Thus, in addition to bedspreads, curtains, side curtains, tablecloths and piano tablecloths, smaller rectangular tablecloths, round, square and oval silk tablecloths, small pillows, small handkerchief-sized tablecloths, as well as vests, blouses, shawls, purses, purses, belts, collars were made. In the early 1920s, the plans were made by professional draftsmen: Zsuzsa Zlinszky’s238 fine designs made in 1922–1923, Miklós Borcsitzky’s239 simple Matyó rose designs made in 1922, Illés Edvi’s240 large Matyó flower motif drawings, Artúr Lakatos’241 tulip-patterned furrier’s drawings of a vest from the 1930’s242 (Illustration 15.). There are notes on the drawings on the use of the raw material and thread colors: “black rayon”, “dark lung color”, “dark flashy green”, which were replaced over time by the numbering of the color samples of the threads. These show that not only the very colorful Matyó color scheme were used in their making, but also the black, white or other, single-color versions embroidered, mainly on a pastel base, such as a “pink crepe cloth”.
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			Illustration 15 a–b. The embroidery plan of two tablecloths in the Matyó style from the workspace of Jolán Ferenczi, Museum of Ethnography; R 25794; 25795, Photograph by Krisztina Sarnyai

			The Matyó drawings described above correspond to what is reflected in her work from contemporary newspapers. In the newspaper article made on the occasion of the already mentioned jubilee anniversary, Ferenczi also covers these: she will also present “real Matyó works” and “new Matyó works based on them”. She also commented on this:

			“Unfortunately, it is precisely because it is a good business to deal with the home industry, it is starting to become distorted, to degenerate, to become a mass work. I see this decadence in the Matyó work, where the raw material and the silk itself is of poor quality. And the variety of ornamentation has also deeply declined. The furrier pattern is just beginning to revive, in order to replace the cheap Matyó pieces.”243

			[image: ]

			Illustration 16. A yellow blouse with a unique embroidery made for sale Museum of Ethnography; inventory number 2019.62.2, Photograph by Krisztina Sarnyai

			The guestbook entries in the 1920s also show the predominance of Matyó textiles: next to the name of an American customer (Berthe C. Gouldar NY) Ferenczi wrote, “she bought my beautiful Matyó curtain,” “Guttmann (Sas utca 17.) ordered a Matyó wedding doll for Thursday”. Another buyer also ordered a Matyó wedding doll into a car.

			There is data from the period on the production and distribution of the following textiles: blouses, children’s clothing, curtains, a wide range of tablecloths, vests, dolls, silk shawls, lamps. The textiles made before 1927 were partly based on the original patterns of a clearly recognizable Hungarian region, and there were also shawls, dolls and blouses mentioned (Illustration 16.). Most of them are quality objects, not rousingly Hungarian designs, but handicrafts with unique character. The pattern booklet around 1918–1920 also showed that the embroideries are not necessarily in folk style. Orders are typical for this period: there are many entries in the guestbook, indicating addresses, hotels, room numbers. The store was very small and could not accumulate items in large batches due to lack of working capital. The plans of 1922 also show that her clothes are unique, made of fine materials with fashionable tailoring. Ferenczi was constantly watching the market and experimenting. According to a guestbook entry: 

			„1930. VI. On the 7th 3 little boys, 1 older and their father came by. One came to me and said he thought I was selling bags like that. It gave me the idea to make aking embroidered canvas backpacks. I gave them 3 jugs.”

			While before 1927 the textile designs made by artists and graphic artists are demanding finer materials – probably with smaller series of pieces – it can be clearly seen that, when sold at the János hill lookout tower and working for export, she specialized mainly in the production of blouses, and signs of mass production can be detected in her products. According to a statement preserved in the inheritance from 1942, she seems to have complete control over her home industry work, she controls all work processes. The calculations and data written on the wrapping paper – unfortunately not all details can be read properly – refer to the sewing of embroidered blouses.
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			Illustration 17. The front side of a blue-white blouse with a unique embroidery made for sale Museum of Ethnography; inventory number 2019.64.5, Photograph by Krisztina Sarnyai

			From the calculations, it seems that even the tailoring was done at home, using white and beige grenadine and white rayon fabric, she gave out the embroidery to women, calculating the amount, colour shade of thread she was providing for different patterns. The paper also shows who embroidered for her, and she gave an assessment of each woman for herself. It can be seen from the records that the beige and white blouses were made in a combination of blue and white, black and white, red and black, and red and white Embroidery. Such blouses remained unstitched in the inheritance (Illustration 17.). It is not certain from the names that embroidered was really done in Mezőkövesd, however Mezőkövesd appears on the paper several times in connection with tailoring. It is possible that she had employeesin Budapest or around Pest, and several German-language color drawings left in the inheritance may indicate this. Several pieces were made of the same type, she seasonally employed women. Another important data is that small, low-value items were made in mass production: pincushions, small textile bags, heart-shaped cushions. In addition to textiles, painted wooden boxes, hearts and small jars were also typical. Several points of the 1935 private letter to Mezőkövesd are very informative: in Budakeszi home industry works traditionally, ie. items are prepared for the season during the winter, accumulating stock. The sentence of Jolán Ferenczi’s letter to Mezőkövesd – „I’m just telling Margit that she’s lucky to be able to draw so beautifully because with it you can earn more than with embroidery and it is not so tiring and causing less pain in your back” – reveals that she probably made the small souvenirs sold on János hill in the series with her colleagues. We know about the products she sold in Hungary and abroad from the note on the back of a cleaning salon’s price list. Items handed over to Mme Descamp-Mignotet:

			„2 sports jackets, 1 women’s vest, 1 red Matyó scarf, 1 gy. [children’s] vest, 1 square Matyó tablecloth, 1 round Matyó tablecloth, 2 silk handkerchiefs, 2 crochet handkerchiefs, 1 scarf from Kalotaszeg, 1 SL wooden box, 8 Matyó hearts sized 3 cm, 5 pcs 2.5 cm Matyó heart, 1 small heart with mirror, 2 large hearts with mirror, 1 wooden heart SL, […] 3 small SL jars, 2 small jars with flowers.”244

			The total purchase price was 2036.60 pengő, of which she gave a twenty percent discount.

			Similarly, a sales report written on a large wrapping sheet has remained – based on the dates, it is likely to be about trade doneat the János hill lookout tower: smaller objects, wallets, boxes, hearts, mostly folk-style souvenirs. Although the appliqué fabric in this period is not dominant among her products, a collection of pencil-rubbed drawing patterns of small, handkerchief-sized (22×22 centimeter) textiles dates from 1939, on which Ferenczi wrote the names of the embroiderers with whom she worked with in Páty245 Based on the few remained patterns, we can see that their quality no longer reaches the meticulously crafted, high-quality appliqué fabrics made in the 1910s.

			Third period of activity: 1945–1960

			In 1945, Ferenczi was politically certified by the KOKSZ (National Central Association of Hungarian Merchants (“Magyar Kereskedők Országos Központi Szövetsége”) as an antiques dealer. In August of 1945, as “Jolán Ferenczi home industry entrepreneur”, she joined the National Free Trade Union of Home Craftsmen („Háziiparosok Országos Szabad Szakszervezete”) (Nádor street 18; Illustration 18). It is not known exactly when Ferenczi opened her shop, but she had a shop at Gerlóczy street 13 in 1946, and later in Haris lane 2, until her death. From 1955 onwards, Ferenczi was the main tenant in the street shop with a permanent address. In other words, she also lived there. In 1946 an ad published among classified ads of Ferenczi − “ingenious and timeless gifts for young and old, in small and large scale, purchase, sale, export”246 − shows that she was fully planning to continue her pre-war activities. In a reply to a questionnaire in 1952, Ferenczi described the operation of her shop as “everything related to textile folk art, but I also mend Brussels lace”.247 In 1952, the Ministry of the Interior revoked Ferenczi’s industrial license for the handicraft and thread trade, calling her to hand over her stock to the state owned firm Röltex.248 This is probably why she applied for admission to the KIOSZ (National Free Trade Union of Craftsmen—”Kisiparosok Országos Szabad Szakszervezete”) in order to keep her shop. It is possible that her well-worded submission helped her out once more.

			“After the siege, I opened a store that has just closed. It makes me feel sad that my special work is not appreciated and my 1913 industrial license has not been restored. I hope you will help me, now in my 65th year, in my sickness and old age, as long as I can see and can lift my hand, to live a bit more comfortablythan beforehand.”249
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			Illustration 18. A member document (with a photograph) of Jolán Ferenczi from 1945, signed by Mrs László Csertán, Museum of Ethnography; F 342845

			Finally she could keep her shop. She could also keep her sales point at the János Hill lookout tower. In 1953, Ferenczi applied for a permit for an extended area to sell “homemade folkart items as well as folk art products” as “I have been selling in this area for many years”.250 The last press news in which she appeared showed that she was still selling her goods on János hill in 1960: “On János hill, on the 4th, whoever lost their dolls should come forward and go the home industry handicraft store of Jolán Ferenczi. V., Haris lane 2. Telephone: 189-165.”251

			Ferenczi was predominantly made her living by sales on consignment. There were several tags remaining in the inheritance documenting the receipt of items and the twenty percent fee of service. Ferenczi also searched for goods through classifieds, mainly textiles (lacy tablecloths, bedding, Brussels and other kinds of real lace, old brocade, velvet), but she also bought porcelain, colored glasses, wood carvings, antique furniture and Hungarian ceramics.252 Even in 1958, Ferenczi was looking for linen tablecloths for 18–24 people and a Kalotaszeg carnation pattern tablecloth for 12 people.253 She was no longer engaged in regular homemade production, but continued to work on a custom order, as her answer to the question in the 1952 questionnaire (“What and how much material do you need per month for your products”): “so far I have only worked to order, it varies”. Thus, Ferenczi was probably able to fulfill the Hungarian-language order received in a letter from Pittsburgh in 1952, in which she was asked for three complementary items to two deer patterned tablecloths purchased in 1948, „to make my set perfect”.254 Ferenczi lived very modestly in the 1950s as well: several small notes remained in the inheritance documenting her borrowing of money and her applications for installments. In a private letter written at dawn on 25 December 1952, she wrote, „4:15 am, 6.5 degrees Celsius in my store called my room.”

			Ferenczi had an active relationship with the Museum of Ethnography during this period, selling objects for the collections several times.255 Ferenczi probably had connections to other museums, selling a silver cup from the Ottoman occupation in 1947 to the National Museum.256 In 1959, one of her objects, an embroidered sheet edge from Kalotaszeg,257 was declared to be preserved. After the death of Jolán Ferenczi, her heirs, sisters and nieces contacted the owners of the objects left for commission sale and invited the staff of the Museum of Ethnography to choose from the inheritance.258 The store was closed. Part of the inheritance went to Erzsébet Kisfalvi’s family: documents, drawings, photographs, original items belonging to and distributed in the shop, and textiles documenting the business. As a young woman, Jolán Ferenczi started her shop offering folk art items and household items as a pioneer, and this shop was closed in 1961 as one of the last „self-employed” shops operating during the socialist period.259

			A TRADESWOMAN IN SOCIETY

			Jolán Ferenczi was a member of the expanding middle class. Her father was an entrepreneur, a mill owner, and her mother’s family bore a noble first name.260 The family read Hungarian newspapers261 and educated all three of their daughters. At the beginning of the century, Ferenczi looks back on herself in an interview: “I, the noble girl”. Her life in Budapest also takes place in this social circle: the names of Jolán and her sisters were listed among the participants of the Protestant ball for the elite living in and around Budapest.262 Based on her correspondence and press reports, she was invited to a ceremony to mark the fiftieth anniversary of the Opera House.263 The fact that Jolán was a member of the conservative, Christian noble middle class in the 1920s and 1930s is indicated by the women’s political and economic groups she joined (Tulipán, MANSZ).

			Her career is also a good example of how middle-class conservative women’s circles become involved in the movements for equal rights. The moderate liberation enabled women to take an active part in the struggle for the moral and material improvement of the nation and society in the support of industry, the development of the home industry, as well as activities in cultural associations.264 The practice of various forms of handicraft, especially embroidery has opened up new paths for further possibilities. Founding her own shop, Jolán Ferenczi considered herself a pioneer. It was true, since with her shop, which was opened in 1907 selling household goods and antiques, she was not a typical female employee at that time. Moreover, the integration opportunities of the first half of the 20th century can be recognized in her career. She belonged to the first generation of women, who received secondary education as part of the women’s education and public education efforts that began in 1868 and influenced the life of the wider Hungarian society.

			It is not known to what extent her state of health played a role in choosing an independent life path, or to what extent she followed the path she dreamed for herself. In her later autobiography she wrote of this:

			“I was born in Bucsány. I went to school here and in Bratislava County until I was 14 years old. Then I practiced housework and gardening, but by the time I was 18, my heart was so sick that I was discouraged, determined not to get married, and planned a new life while churning and ironing.”265

			Perhaps her heart disease266 was the reason she was thinking about her unique, independent female career. Her knowledge at the Girls’ Upper School in Pozsony (Bratislava) enabled her to run her business: her expertise in needlework and embroidery. The fact that she chose the field of home industry was probably related to the school in Pozsony (Bratislava). Around 1905, Pozsony (Bratislava) was the center of Hungarian home industry efforts: its best-known organization, the home industry association established by Princess Isabella,267 set an example for the whole country.

			At the beginning of the 20th century, opinions were still diverse concerning what kinds of careers women were suitable for, and most of the time women were offered teaching, upbringing and nursing tasks. The list of proposed occupations by feminists published in 1906268 did not mention the independent merchant career on which Ferenczi embarked on in 1907. At the same time, it also seems that although not en masse and not with this commercial profile, there were already shops run by women in Budapest. In 1913, when the Budapest Gazette „Fővárosi Közlöny” informed about the relocation of Jolán’s shop to Museum Boulevard, two other women’s shops were established in the same district in November-December, a women’s tailor’s shop and an eatery. In the same data set, it can be seen that in other districts there are also women-run grocery shops, coffee shops, shops for knitwear and woven goods, fashion goods, and paper and postcard.269 Ferenczi’s career was probably influenced by the suffragette conference held in Budapest in 1913,270 at which she was also selling: she met a crowd of independent women, which may have confirmed her intention to control her own life. Since the mid-1870s, there was more and more talk in Hungary about the possible ways of employing women,271 about the fact that women belonging to the lower and middle classes must also contribute to their family’s income. In part, the national women’s industry exhibition held in 1881 turned the public’s attention to the domestic industry as one of the promising areas of women’s employment in Hungary. In Hungary, some areas of the home industry movement had important opportunities for women’s work, as exemplified by the wide range of women in various positions in the association supported by Princess Isabella, as well as the patroness herself, who supported them with her advice, contacts, purchases and well-known name.

			Similarly, there were aristocratic women in the region who guarded each settlement and were members of the leadership of the associations. The staff at the headquarters office, who coordinated the trade relations and the division of labor between the individual sites, had connections with the traders and provided their own sales booths with products. The teachers managing the workshops instructed the work and designed the textiles. There were also working women, mostly from peasant families, who did the embroidery and, in some cases, the drawing (Zubercova–Cisárová-Minariková 2000).

			By starting her business, Jolán Ferenczi sought a role for herself it is no coincidence that the first entry in his guestbook belonged to Archduchess Izabella. Ferenczi arrived in Transylvania in the 1910s with a letter of recommendation from Izabella. In 1917 she ordered embroidery from Bratislava. she took the Pozsony (Bratislava) pattern, which thematically and geographically served as an example to follow.

			The startup of Jolán Ferenczi’s business was connected with the Tulip Association, and then it operated within the organizational framework and with the support of the Hungarian Defense Association. A contemporary press article about her also mentions that Mrs. Lajos Batthyány and Mrs. Gyula Benczúr helped her at the beginning.272 The Tulip Association was a movement modeled on Defense Association of the Reform Era, aimed at supporting the Hungarian industry. (Zsoldos 2008. 185).273 At the end of 1908, the National Hungarian Home Industry Association was established by Archduchess Izabella, with the aim of expanding the earning opportunities of the village population, encouraging and protecting the production of marketable home and folk-art products.

			Jolán Ferenczi came into contact with the domestic industry during a very exciting period of organizing – reorganizing – of the Hungarian home industry: she came to Budapest at a time when the issue of the home industry received more and more attention thanks to the aforementioned organizations (National Hungarian Home Industry Association, Tulip Association, Hungarian Defense Association), and reaffirmed that ‘maintaining and enhancing folk art’ is also a goal.274 It was a very complex, a bit chaotic system, which is well depicted by the fact that the organization of the three associations often ran in parallel, resulting in similar or even identical activities. In the reorganization, the operation of the Izabella-organization in Bratislava was considered a precedent nation-wide, so the archduchess was asked to be the patron of the entire national organization. This period is still partly unexplored, but considering the lessons learned from the failures of the support system of the 1880s, not onlythe creators were supported, but also it was also considered important to support the employer-traders engaged in the home industry. Initially, the organization MANSZ, formed by Cecile Tormay in 1918, was also operating in the classic, 19th century form, where charity played a greater role than real commercial needs. At the same time, there was a gradual transformation, and this is partly due to the emergence of a new generation of more educated women.

			Jolán Ferenczi’s difficulties from the late 1920s on certainly cannot be explained by simply economic reasons. In the late 1920s, another generation of women appeared in the field of household trades, whose members were generally younger, more educated, some of whom had political connections; several of them started independent business and achieved significant success. These shops sold similar products to Jolán Ferenczi’s goods: in addition to handicrafts, women’s clothing pieces, embroidered blouses, dresses, scarves, shawls, small bags, children’s clothes were also included, in addition to house-hold items original folk items as well. This is an important period of Hungarian fashion: decorative folk-art elements were put on Hungarian-decorated clothes, afternoon and evening dresses, as well as school uniforms. Anna Ábrahám Dezsőné Rucsinszki275, lecturer at the College of Fine Arts, owner of Erzsébet tér “Our Shop”, had a huge collection of samples,276 selling Hungarian souvenirs, handicrafts and clothes in her shop. In 1929, she organized a show of Hungarian clothes at the tea party of the Pro Hungaria World Federation,277 where the girls and women of the elite of Budapest were wearing Hungarian-decorated, fashion-tailored clothes, blouses, vests and headgears. Anna Rucsinszki later, in 1940, became one of the leaders of the National Hungarian Home Industry Cooperative. A small collection of its objects related to her activities became the property of the Museum of Ethnography in 2012 as a gift.278 Margit Endler Jenőné Pongrácz279 represented the Home Industry Association at the Turin World’s Fair in 1911, where mainly Matyó embroidery was presented. Also, at the carnival ball of the Budapest Opera House entitled Matyó Wedding in 1911, Margit Pongrácz selected the costumes of the city ladies (Pongrácz 1952. 4). She is also considered one of the designers of Halasi lace, her lace designs can be found in the Museum of Applied Arts, but she also has ethnographic collections. On several occasions, she and her husband sold mainly ceramic and textile items to the Museum of Ethnography between 1929 and 1958.280 Her handicraft shop was located at Apponyi square 1, selling homemade and folk-art products. Jolán Ferenczi knew her as well, as it appears from a report she visitedher shop, and Margit Pongrácz was even summoned as a witness in connection with a lawsuit.281

			Valéria Holló282 was also a merchant-art collector in Budapest, opening her folk-art shop in 1930. Holló went to collect with ethnographers; among others, István Györffy provided her with professional advice, who also encouraged her to open a folk-art shop (Szemerkényi 2010. 193). Her husband, György Szegedy-Maszák, helped with her collection work and the care of the artefacts. Besides original works of art, she also sold the works of folk artists and craftsmen, as well as copies of works of art made by them. Her private ethnographic collection was registered among the five largest in the country (Cs. Schwalm 2006. 150). Hundreds of works of art were transferred from her folk-art shop to the collection of the Museum of Ethnography as gifts, purchases and transfers – nationalization – between 1933 and 1962.283

			The most famous designer in the period is Mrs Klára Zsindely Tüdős284 in the field of folk-inspired fashion. She opened the Pántlika Salon in 1937, where she fulfilled  orders from Hungary and abroad: celebrities bought and had clothes designed there, and it provoked the envy of other merchants. She also designed the dress of Miklós Horthy’s wife for the 1938 World Eucharistic Congress (Dizseri 1994. 121).

			Customers 

			It is impossible to accurately identify Jolán Ferenczi’s customer base, but from the entries in the guestbook and the visiting cards kept in the brown leather case, we can outline some of the groups and the network in which Ferenczi worked. Naturally, the first page of the guestbook was reserved for Archduchess Izabella and her family members, with entries from several family members (such as Albrecht and his wife) dating back to 1931.

			A very prominent group among her clientele are the teachers, who certainly bought from Ferenczi for the purpose of collection and pattern training. For example, Etelka Maesz bought a headband from Sárköz, while “Zsófia Medgyesi teacher Cinkota, teacher training, collector” was looking for “embroidery from Kunság”. The name of Mrs Gyula Förstner285, the owner of a girls’ school, also appears among those interested, and the names of the teachers at girls’ schools from Budapest, Székesfehérvár and Putnok can be read regularly, who could also look for sample material for school studies, as well as several Swedish, Swiss and Finnish teachers.

			In Budapest, between the two world wars, the proportion of female teachers increased and the profession became significantly feminized. Girls’ secondary schools, kindergarten teachers and teacher training institutes became popular, disseminating the most useful knowledge: humanities, theory of education, economics, handicrafts and music. In the girls’ schools, in addition to the sample albums, the smaller collections of objects also played a very important role in the technical and thematic curriculum of handicraft and drawing education, some of which helped student to become acquainted with, copy and be inspired by the decorations found in the Hungarian language region. The first generation of drawing teachers (József Huszka, Lipót Ács, Árpád Telegdy, László Dömötör, etc.), who graduated from the National School of Design („Országos Mintarajziskola”), had their own folk art collections (Tasnádi 2006). After the First World War handicraft teachers assembled sample collections for themselves or for the schools and used them for teaching, for their own worksor to prepare for exhibitions of the school year. These collections consisted of smaller embroidered textile pieces (headbands, shirts, ties, belts), sheet, scarf and pillow ends, aprons, and a collection of drawing patterns. The State Women’s Industrial School, the Rákóczi tér and Lajos street Women’s Industrial Schools, as well as the Cinkota Teacher Training School (the successor of the Bratislava Teacher Training School after the Treaty of Trianon) also had such a collection of samples. A large amount of drawings and textiles from the collections of schools went to the Museum of Ethnography.286

			Jolán Ferenczi was also in contact with collectors. The guestbook contains the name of Baron Mór Herczog,287 as well as the name and telephone number of Emil Delmár,288 who, according to the entry, “buys antiques”. She was also in contact with Mrs. István Balassa who was also a collector. In a note sent to the newspaper Esti Kurír,289 in which Jolán Ferenczi protests against the planned state acquisition of Mrs. Balassa’s collection and the high purchase price, she writes that „she is one of those who discovered the most beautiful pieces of the collection in exhausting research trips and provided them for Mrs. Balassa.”290

			The guestbook holds the name of Mrs. Robert W. Schuette, „a very rich lace collector” – as Jolán Ferenczi noted. (Collector Mrs. Robert W. Schuette donated a painting from her private collection to the National Gallery of Art Washington.)291

			Thanks to the copies preserved in the inheritance we have data on several objects that she once passed on to collectors, copied them before the sale. She noted on the edge of two textile copies, that Mrs Gyula Benczúr292 had purchased them. The analysis of the copies of the objects left in the inheritance requires a research on it own. In the field of research of textile items of the 18–19th centuries, the mapping of the origin of objects, the documentation of changes of ownership, and the examination of how textile objects were cut, transformed into other forms, and given a new function by various collectors and traders is particularly exciting. This process is presented in the guestbook entries, as Jolán Ébner, a teacher at the girls’ school at 21 Váczi út, ordered a „drape from a 3×2 m Matyó shirt sleeve”. It happened that the customer purchased only a part of the whole piece of textile. Her shop, therefore, served the growing interests of art collectorsin terms of folk artefacts from the 19th century onwards (Fejős, ed. 2006).

			Another large share of Jolán Ferenczi’s customers were the foreigners visiting Budapest. A striking number of American buyers were among the visitors. She even asked for signatures from them, partly because of their fame(“American songwriter”), and to the name of Warner, a visitor from New York, she wrote: “recorded in motion picture”. Among the American names, there may have been many Hungarians visiting home. This was sometimes noted in retrospect, as in the case of customers from Toledo, Ohio in the early 1920s, and this can often be inferred from surnames, as in the case of Victor Gondos293 (Reading PA). The majority of the accounts belong to people from Chicago, Cleveland, Ohio, Pittsburgh and New York, ie. significant areas of Hungarian emigration. Even in the 1950s, Ferenczi received an order from America written in Hungarian. Celebrities also appear among American Hungarians: the signature of actor Lajos Ligeti294 or the name of György Szécskay,295 an employee of Magyar Népszava / Hungarian Daily Pittsburgh, can be read in the guestbook. It usually documents a lot of tourists: Americans, Swedish, Dutch, Swiss and English customers. The brown leather case also held a business card belonging to a colleague of the Holland Centropa tourist office,296 on which Jolán Ferenczi wrote: „He brings 70 Dutch people twice a month.”

			Among Ferenczi’s customers were artists visiting Budapest, such as the American singer and dancer Ellenor Cook, who performed Eastern European songs in folk costume. Artur Rehn, the director of the Finnish Brunns Operetta, who visited Budapestand purchased in her shop for 152 pengős. The names of the Marburg painter Karl Lotze and the painter Gyula Istvánffy. the name and address of Sándor Domanovszky, contact details of foreign museum staff („Miss Gertrude Underhill The Cleveland Museum of Art”; „Vilhelm Slorman Copenhagen, Kunstindustriemuseum”) and teachers of art schools (eg. „Professor Niemeyer, Munich Kunstgewerbeschule”) can also be found among the entries Ferenczi’s customers included merchants who ran similar shops: Berkovits I., whose women’s fashion hall was on Kristóf square and Ernő Winter, who owned a handicraft store. However, the network of her trade relations is not known yet Ferenczi’s contacts with shops selling Hungarian goods abroad are of particular interest: the name of Lajos Wimmer appears several times in the guestbook. Winner was the owner of the Hungarian Wine House in Copenhagen (“Ungarn Vinhaus”), and an advertising card shows that he was also associated with a shop in Amsterdam called Hungaria.297 The brown leather case also retained the business cards of the owners of handicrafts stores, like the “The Peasant Shop” in Philadelphia, the “Grand Art Shop” in Houston or the “Shabby Shoppe” in Los Angeles.

			An analysis of the guestbook entries could certainly provide a number of lessons on tourism in the 1910s and 1930s. A more detailed research could help, to distinguish more groups, such as the participants of the feminist congress held in 1913 (based on the research of Zoltán Fejős), as Jolán Ferenczi’s guestbook includes signatures of participants (eg. Vilma Glücklich, Andre de Maday, Mrs Henrik Marczali) on several pages.298

			Products of the era

			Jolán Ferenczi flexibly adapted to the demand of different eras in terms of products, updating their variants from time to time. Before the First World War, her shop mainly sold antiques, old embroidery and also new embroidery from her homeland, mainly Slovak embroidery types, as well as new handicrafts with traditional decorative and technical details. As far as we know, Ferenczi was one of the first to distribute and make applique handicrafts from 1910 onwards. Probably her collections from Nyitra (Nitra) county made this type of handicraft known in Hungary.299 Ethnographic descriptions and collections of objects from the Nagyszombat (Trnava) region show that already in the second half of the 19th century the use of factory textiles was decisive in clothing together with fine meticulous handicrafts used as decoration.300

			The first article was published in 1914 in Díszítő Művészet (Decorative Art) about a white embroidered tulle appliqué301 fan from Nitra. Later, in 1928 in Hungarian Applied Arts (Magyar Iparművészet), a photograph of a batiste tablecloth decorated with an appliqué work was published,302 in which the same pattern elements appear as on the head shawls collected by Jolán Ferenczi in Nyitra (Nitra). Between the two world wars, when needlework preprinting and stencil ordering became very common, samples of tulle and batiste tablecloths with appliqués could also be ordered en masse.303 In the first issue of the handicraft magazine, Muskátli (Geranium), first published in 1931, Adrienne Kerékgyártó described the technical implementation of the appliqué cutting work, enclosing the handicraft plans of Iza Schik (Kerékgyártó 1931). Later, published also in Muskátli, the patterns embroidered with the applied overlay were made after Nyitra (Nitra) embroidery.304 Life-size detail drawings that could be ironed on the fabric were provided free of charge as an appendix to the newspaper, and the patterns could be applied to wardrobe strips, garments, and other handicrafts.

			Another type of embroidery in Upper Hungary, which was typical of Ribény and its surrounding regions, was also emphasized among the products of Jolán Ferenczi in the initial stages of her enterprise (Illustration 19.). Unfortunately, the histoy of discovering Ribény folk art is still unexplored; the home industry movement initiated by Archduchess Isabella may have drawn attention to this region. It seems to have been a fashionable article of the time: several similar pieces were included in the collection of Gustav Klimt’s partner, Emilie Flöge (Pallestrang 2012), she was pictured wearing a dress decorated with this type of embroidery.305 Similarly, in the collection of the architect Béla Lajta, there were bonnets from Upper Hungary.The strongly simplified birds of Ribény can be recognized among the pattern elements of the stained glass windows as well as the ceiling decorations of the foyer of the Vas Street school designed by Lajta.306
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			Illustration 19. Embroidered bag made of shirt from Ribény 
Museum of Ethnography; 2013.77.9 Photograph by Krisztina Sarnyai

			After the First World War, Matyó embroidery played a very important role in Jolán Ferenczi’s supply. From the 1920s, Matyó embroidery became a mass commodity, a rough pattern and embroidery technique characterized the pieces on the market (Fügedi 2001. 55–62). Jolán Ferenczi wanted to surpass these in terms of quality.

			Her striving to make and sell real Matyó works is in line with the opinion published in the Miskolczi Újság in 1924, which criticizes the tasteless artificial handicrafts, as compared to the old Matyó embroidery.307 Against the tastelessness, the boring „Hungarian-style advertising”, a journalist wrote with serious criticism of the stalls and products of the trade fair:

			“Good Lord, what a flood there is here of Matyó shawls, tablecloths for piano from Mezőkövesd. Handsome peasant girls stuff the goose at home with machines, but they keep a stall at the trade fair in Pest. There has never been such a serious epidemic of domestic industry in this country since the domestic industry has ceased to exist.” (MG 1926. 69.)

			The trade in Matyó embroidery also took place on an international level (Pongrácz 1952); the treasure trove of Matyó patterns was present everywhere in works of art, designs and drawings through facets of education. From 1914 on, the shop of the National Hungarian Home Industry Association on Kígyó square advertised Matyó embroidery308 in addition to the sale of home industry items. In the press material from 1920 to 1930, Matyó handicrafts were very often the subject of trade.309 Advertisements of handicraft shops can also be found in smaller rural townsthey sell handicraft templates from Matyó patterns,310 and also deal with the purchase of Matyó works.311 Jewish merchants also contributed greatly to the distribution of Matyó embroidery (Szarvas 1990), and by this time the Corvin store was already advertising a large selection of Matyó handicrafts.312

			In addition to handicrafts, embroidered blouses occupied a very important place in the trade of the garments and accessories produced (Illustration 20.). It is no coincidence, since in the post-World War I period, women’s blouses decorated with folk embroidery were very popular with plenty of variations used. The blouse itself was a basic piece of the women’s wardrobe, used in any season, in short and long sleeve versions.To the best of our knowledge, the blouse decorated with folk embroidery was first made in Hungary in the 1890s within the framework of the Izabella Home Industry Association („Izabella Háziipari Egyesület”). The embroidery drawings313 on the blouses show that their shapes later presented a similar arrangement but used different ornamentations from the region. Rectangular, symmetrical structure, pendulum and shirt/sleeve ornaments were placed on the blouse. Hungarian-style clothing came to the fore in Hungarian fashion from the 1920s, following the launch of various home industry movements. In the 1920s, MANSZ promoted the use of traditional folk techniques, materials and motifs.314 „Shirts of Kalotaszeg” and the „Hungarian round pleated skirts” were given an important role to encourage the wearing of Hungarian clothing, emphasizing its historical background, through knowledge and propagation, and the production of Hungarian textile works (Zadrubánszky 1921. 46). In 1922, Jolán Ferenczi published the folk embroidered blouse of the designer, Zsuzsa Zlinszky,315 in this magazine as an illustration. The same clothing designs in the inheritance and the embroidered blouse details show that she was among the first to make and distribute this type of clothes. The embroidered blouse also appeared in the offer of the Hungarian Home Industry Association, which also deals with household items in the period, but short and long-sleeved blouses embroidered with Sárköz motifs appear among the products of the association appear only later, in 1926.316
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			Illustration 20. Colorful blouse embroidered with Matyó pattern for sale Museum of Ethnography; 2019.64.3, Photograph by Krisztina Sarnyai

			When Hungarian-style clothing continued its conquest with state support in the 1930s,317 new folk-embroidered and tailored blouse models became fashionable (puffy sleeves, elongated waist blouses, etc.). At the Budapest Christmas trade fair in 1932, the Sárköz embroidered headbands with white embroidery on a black background had the greatest success. After this, the Sárköz Folk Art Association, established in 1934, stitched headband embroidery in black and white on the sleeves of blouses, new embroideries were placed where the old embroideries would have gone (Balázs Kovács 2010. 467).

			In 1938, the production of the Hungarian embroidered blouse was already part of the IV grade curriculum of the handicraft education. In Hungary, Hungarian folk embroidered blouses were mostly worn at exhibitions, fairs and official occasions related to “folk art”. In 1937, one of the most important export items of Hungarian applied arts and handicrafts was the Hungarian embroidered blouse (Magyar Országos Tudósító 1937), accounted for 68.8 percent of the total handicraft exports. The goal was to raise wages of home industry with products manufactured for export, but the opposite was the case, wages were low, materials were of poor quality, and exports of large quantities of goods were at the expense of quality. In 1939, it appeared in the press that the world was flooded with „Hungarian blouses” of poor quality (Izsáky 1939). At the end of the 1930s, the use of folk motifs of Hungarian, Albanian, Polish and Turkish origin in multicolored designs, as well as openwork or high-embroidered versions were popular in Western European fashion (Radványi 1938). As mentioned, between 1941 and 1943, Jolán Ferenczi also exported blouses abroad on several occasions, according to the remaining records, presumably to the Czech Republic.

			The warrior of Hungarian-style attire and an expert of folk art

			Thanks to Jolán Ferenczi’s early collecting trips, she was well acquainted with the embroidery and traditional dressing of certain ethnographic regions. By always wearing folk costumes and clothes made in folk style, despite her middle-class origins, Ferenczi was able to become an iconic, well-known character in Budapest in the 1920s and 1930s; written about in press releases and reports often as a result of her unique appearance. Due to her experience and her militant, passionate opinion, Ferenczi was in many cases asked as an expert on dress-related issues, but she also  contacted newspapers in order to relay her sharp opinion on certain issues.318 Her business card made between 1924 and 1933 (Cs. Jolán Ferenczi, folk art researcher) also shows that she considered herself a competent person: she had a definite opinion in terms of all innovations and the modern use of folk art.

			Newspaper news about her person usually indicated that she was selling wearing folk costumes, including an interview in December 1925, at the upcoming fifteen-year anniversary exhibition of her shop,319 as well as at the 1926 trade fair, when she and her husband were wearing folk costumes when greeted the governor.320 As the trends in Ferenczi’s business offerings changed, so did the clothes she sold. Between 1910 and 1922, Jolán Ferenczi usually wore the clothes of her homeland and dressed in Slovak costumes from Nitra County. Based on the remained images, she was able to put together several outfits from her clothes. She varied the pieces of clothing from Nagyszombat (Trnava) and Ribény, where the photographs captured her either wearing headscarves or bonnets.321 An outfit of her clothes from Nyitra322 were also included in the collection of the Museum of Ethnography: the inscription “my favorite clothes” could be read on the completely aged wrapping paper, in which it was kept wrapped for decades. In the period between the two world wars, she seems to have dressed mainly in Matyó clothes, and a 1927 newspaper article also indicates that she was selling Matyó clothes in her shop.323 In 1931, in one of the law-suits, Jolán Ferenczi, the accused „appeared in an interesting Hungarian dress decorated with black embroidery” at the trial.324 The museum collection also includes the clothes she wore in her old age,325 which was composed of a black sleeveless dress, apron and coats, the edges of which are adorned with white embroidery.

			Her relationship to what she wore was not merely business-based. It was not only a business trademark for her, but also, a means of conveying her mission: a photograph taken in the 1920s depicts her in a coat, ribbon headdress, dark skirt, apron, boots from around Nagyszombat (Trnava), she wrote the following later on:

			“I went in this dress from London to Nice. There is no better folk art and irredenta propaganda I think, and it requires a strong patriotic self-sacrifice, to give up everything that comes with a noble dress.”

			Her notes published in her shop window in May 1926 expressed a very conservative position on dress and fashion: Jolán Ferenczi planned to collect the signatures of thousands of women who, in order to protect women and maintain their reputation, disapprove of women’s smoking, lipstick and the intense use of powder, bob hairstyle, and modern dress (AI 1926). In 1935, she was also asked for her opinion on the „Hungarian dress” of Mária Nagy, who won second place in the Miss Europe contest. The journalist names Jolán Ferenczi as an expert: „an applied artist who can be known personally by János hill hikers, she is an enthusiastic warrior of Hungarian dress”. In connection with this request, Jolán Ferenczi criticized the dress worn by the beauty queen:

			“In my life, I had no other goal than to introduce Hungarian folk costumes to foreigners. So, I cannot stand without a word these absolutely non-Hungarian statements. We should not see the revival of Hungarian clothes in Hungarian motives put on Parisian models. […] This vintage fun dress, she points to the image of the beauty queen, is not Hungarian. The people value their national colors much more than they use them as clothing ornaments. This is a typical manifestation of urban tastelessness, in addition to falsifying the true spirit of the Hungarian people.”326

			She was invited in many occasions to participate as an expert in initiatives related to home industry and folk art. In 1926 representatives of the Budapest Museum of Ethnography and the Ethnographic Society the county leaders and the leaders of the Village Association, as well as Jolán Ferenczi “as a folk artist researcher” were invited (Radnóti 1926) as an expert on a conference and exhibition for teachers in Cigánd, Zemplén county .327 She was also involved in the work of the Protestant Home Industry Association, and was asked to lead a home industry course in Cicov, Komárom County, which was held with twenty participants, organized by the local pastor. In April 1940 an exhibition of new Hungarian cushions, clothes and tablecloths based on old trimmings and other embroidery was presented in an exhibition, which was led by the local female pastor at the request of Jolán Ferenczi.328

			Through her connections, she was primarily familiar with the education of the State School for Women’s Industry and the College of Applied Arts but disagreed with the use and application of folk decorations. Probably she did not likethe works based on more modern designs of folk art, and her relations with the applied arts teachers of the schools were not without conflicts. Erzsébet Kovács, a lecturer at the School for Women’s Industry, who did not support Jolán Ferenczi’s application for state aid submitted to the Ministry of Culture as a specialist, was sued several times. She often disagreed with the Hungarian-style aspirations of the time. There are two letters, remained in the manuscript archive of the Hungarian Academy of Sciences, written by Ferenczi to the writer Péter Veres, in which she asked him to stand by her in having István Pekáry’s caricature-like folk costume graphics banned.329 She wrote condemning statements about Hungarian intellectual life, especially on the leader of the Gyöngyösbokréta, Béla Paulini. She also sent her creed about Hungarian folk art to Péter Veres. The petition entitled Folk Art Saving the Nation, Destructing the-Nation, mentioned in the letter, was found in Jolán Ferenczi’s manuscript inheritance. In the petition she tries to agitate in defense of folk art: she makes a proposal for the preservation, collection, processing, distribution and education of folk art items. She suggests that the main issues concerning folk art: saving the original samples, setting prices , the establishment of cooperatives, should be discussed in an international congress on folk art in 1938. This was a package of utopian proposals designed to keep the processes of folk art and the benefits derived from them in the hands of folk artists. Without undertaking a more detailed analysis of this, it is clear how much she did not agree with the use and education of handicraft and folk art in applied arts:

			“In the works of designers raised on the international arts, we no longer find the curiosities and attractive specialties of the original folk artists. […] If, on the other hand, they continue this way that schools take over folk art and then mix it and teach everyone everything, there will be nothing interesting in the world, all art will flatten out. […] Where else were the schools of applied arts when our ancestors made these masterpieces, which our applied artists draw from books today?”330

			The ministry officer dr. Gyula Nevelős helped Ferenczi to send her proposal to the Ethnography Department of the National Museum, and from there the acting director Lajos Bartucz sent the answer to the director general of the National Museum. In his reply, Bartucz describes that Hungarian experts are also represented in the International Council for Intellectual Cooperation, so „it is unfortunate to disrupt their activity with private actions”.331 It is clear from all these data that despite the fact that Jolán Ferenczi knew the folk culture, decorative arts and costumes of the Hungarian-speaking area, had good field experience and called herself a folk art expert, from a professional point of view she was always considered as a vendor.

			The accession data recording the growth of the Museum of Ethnography shows that Ferenczi contributed to the collection of the museum with a large number of items collected in the field.332 This is complemented by the inheritance, which was received as a donation in 2012–2019. Thanks to the donor Erzsébet Kisfalvi, the inheritance consisting of drawings, records and mostly textile fragments, which were preserved fifty years after the death of Jolán Ferenczi, finally became a part of a public collection.  Despite all its fragments and shortcomings, the Museum of Ethnography has benefited from this important collection of documents that interpret the career of a merchant and handicrafts woman involved in the development and shaping of Hungarian folk art aspirations. Through her person and role, it became possible to explore and understand processes, as this extensive array of written sources and objects complement one another. Life stories revealed in individual ambitions and opportunities can provide deeper understanding of periods that could otherwise only be interpreted in a simplified, much more superficial way. (Illustrations 21–22.).
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			Illustration 21. In the year of Jolán Ferenczi’s death (1961), the Sárköz this pillow for the dead was sent to the museum from her legacy. Tolna county, 18th century, Museum of Ethnography; 61.47.9 Photograph by Krisztina Sarnyai
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			Illustration 22. Jolán Ferenczi’s old age dress with Sárköz embroidery Museum of Ethnography; 2013.77.12, Photograph by Krisztina Sarnyai
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			Kalotaszeg Trousseaus at the Museum of Ethnography

			Examples from Kalotaszentkirály and Inaktelke: 

			Bringing Two Material Worlds to Life

			HAJNALKA FÜLÖP

			This study examines two groups of objects in the Collection of the Museum of Ethnography: a trousseau from Kalotaszentkirály assembled during the 1960s by Edit Fél and Tamás Hofer, and the furnishings of an Inaktelke ‘clean room’ collected in 2006. The contents of the two trousseaus constitute documentary evidence of material phenomena that shaped the lives of rural communities in the Kalotaszeg region during two different eras. The Kalotaszentkirály trousseau is a museum creation assembled from objects dating to the first decades of the 20th century according to the norms valid during that period. The fieldwork that preceded the acquisition of the Inaktelke trousseau, on the other hand, permitted museum staff, via the history of the objects that composed it, to piece together an authentic picture of several aspects of village life, including the history of the family; the character of the prevailing system of kinship and inheritance; and such life strategies and networks of connections as made family participation in the creation of a trousseau possible. Objects of prestige from different ages can reveal much about how fashions have changed over the past century, shedding light on both the economic history, and changing values of the community. In Hungarian culture, the trousseau was a collection of objects that spanned several generations, and that represented more an assemblage of memorabilia than a collection to be put to practical use. The sale of the trousseau to the museum was a gesture of recognition, an indication that the institution was seen as a fitting means toward its preservation, presentation, and interpretation.

			This study examines two sizeable groups of objects from the collection of the Museum of Ethnography. The materials under review are from two trousseaus acquired by the institution within a 40-year period, both from the Kalotaszeg region of Transylvania. The first, a trousseau from Kalota-szentkirály, was completed in 1969, the year in which the original article by its collectors, Edit Fél and Tamás Hofer, was published (Fél-Hofer 1969a). The second, a trousseau from Inaktelke, was purchased by the museum in 2006,333 since which time no description of the material has been undertaken. What is the reason for this pairing?What research and/or previous scholarly practice has led to the two ensembles’ being used as an apt representation of the museum and its work? What was the reason behind the second purchase? Also, what types of interpretations do these trousseaus from different time frames permit? Can the difference between them speak to changes in culture that took place in the interim, and if so, how? 

			The trousseau from Kalotaszentkirály, a collection put together by the museum to reflect the traditions of a particular village, stands in representation of the material culture of the early 20th century, while the trousseau from Inaktelke was assembled in 1994 and sold to the museum 10 years later. In theory, the composition of the latter, though indicating a measure of permanence and continuity in some respects, documents the social and economic changes that took place in the region over the span of nearly a century. In this article, we attempt to map out what types of relationships (object-object, object-human, human-human) and processes can be identified or reconstructed based on the two bodies of material. The article also considers what cultural and economic changes occurring in the 20th century may have affected the composition and quality of regional trousseaus which, though objects of prestige, by the beginning of the 2000s had become implicitly regarded as an unnecessary undertaking. The analysis is carried out by considering the quality and quantity of each object and object type within the respective collections, the work required on the part of the individuals and families who put the trousseaus together, and the many relationships such an endeavour involved. By applying these approaches in both parallel, and complementary fashion, it may be hoped that a better understanding of the ‘lives’ of both the ensembles themselves, and the communities in which they were created can be attained and the ‘afterlife’ of the trousseau, that is, its continued existence within the museum context, grasped more fully.

			One might rightly ask whether a comparison of two trousseaus from two different microregions of Kalotaszeg representing two different time periods is a worthwhile undertaking in the first place. Clearly, the premise of this paper is that it is, given that the villages are located in two microregions of the same region (Kalotaszentkirály in Felszeg and Inaktelke in Nádasmente), rather than two entirely different regions, and that the elements of community identity in these two specific microregions are reasonably similar. Also, the differences between them in terms of the changes that took place during the mid-20th century reside not in matters of everyday life, but in the character of their objects of prestige, festival customs, and ritual traditions. In Felszeg, prestige items persisted in simpler forms, and by the time the Fél-Hofer trousseau was assembled, inhabitants had already grown less attached to festival rituals in their traditional forms. In Nádasmente, and thus in Inaktelke, the situation was the opposite: holiday traditions grew richer over time, and people surrounded themselves with increasing numbers of objects of evergreater value, price, and degree of elaborateness. Working in Nyárszó in the early 1940s,334 researcher Mária Kresz wrote that Kalotaszeg holiday folk wear had reached its pinnacle in this regard around the turn of the 20th century (Kresz 1944. 166).335 By contrast, in Nádasmente, material culture related to the traditional festival cycle continued to develop at a steady pace from the mid-20th until as late as the early 21st century (Vasas-Salamon 1986. 32; Tötszegi 2009). 

			In some places in the Hungarian-speaking world, the terms dowry and trousseau are used interchangeably to denote the property a bride receives from her family and takes with her into marriage. Traditionally, a dowry may also have included real estate and/or other property (such as money or farm animals) as dictated by the particular family inheritance scheme. Technically, therefore, the trousseau, which consisted in furniture and textiles, was part of the dowry, and though generally termed kelengye in Hungarian, bore different names representing different compositions from region to region or even locality to locality (Ortutay, Ed. 1977–1982. 2/590; Ortutay, Ed. 1977–1982. 3/122, Nagy 2010: 452-460).

			In the mid-1960s, with the experience of the Átány research project under their belt,336 Edit Fél and Tamás Hofer launched an artefact-centric research project in the Transylvanian village of Kalotaszentkirály,337 settling on the trousseau as their main focus because of its clearly demarcated content, viable scope, and character as a standardised ideal as opposed to an assemblage of ordinary objects. While everyday items were less valuable or diminished in rank or value with use, in a trousseau, ‘the objects that [were] important to and belong[ed] to women’s work feature[d] in a crystal-clear order […] that, in its numerical proportions, offer[ed] a definitive statement on local standards of completeness’ (Fél-Hofer 1969a. 15). A trousseau took years to craft and, therefore, could be put to decades of use in a newlywed couple’s home. For the several days between its completion and use, i.e. for the duration of the wedding festivities, the trousseau was placed on public display for the members of the village as an embodiment of all that was needed to live an ideal life, arranged in its ideal order.338 The objects in a trousseau were perceived as meeting the needs of the individual woman and her family for each of the life events and stages to come.339 It could also be considered a ‘precautionary savings’ of sorts, amassed in the form of tangibles.

			In their study of trousseau customs in Kalotaszentkirály, Fél and Hofer, while examining each of the textiles produced for and given to a bride in great detail, gave the ceramics and furniture involved only passing mention. Thus, items belonging to the ensemble now known as the ‘Kalotaszentkirály trousseau’ are found entirely in the museum’s textile collection, with no ceramics, plates, or similar items among its home furnishings unit (and in truth, it is unlikely that it would have even occurred to anyone in the 1960s that furniture might also be collected).340 Although the ensemble was discussed in a 1969 article in Néprajzi Értesítő – according to its title, the first part of a more extensive piece of writing on the topic341 –the photographs offered in illustration depict neither the trousseau as a whole, nor any of its individual elements.342 Fél’s own key consideration was to expand the museum’s textile collection by collecting as much material as possible from regions that in the mid-20th century had continued to preserve traditional folk costume and textile culture; and in fact, within the context of the textile collection, the Kalotaszentkirály trousseau is a grouping of outstanding significance. It was, for example, the first early 20th-century assemblage of articles documenting the material trappings of the human lifepath to originate from a well-known folk costume production ‘hub’ (Mezőkövesd)343 in rural Kalotaszeg. Its 322 individual objects represent an idealised trousseau of the 1920s –a reconstruction, rather than an original trousseau344 – several pieces of which came to be featured in the section relating to the stages of human life in the museum’s permanent exhibition.345 The displays in question featured a row of mannequins representing a newlywed couple and Reformed church minister on one side, and a scene depicting the showcasing of the trousseau in the bride’s yard for villagers and other invitees on the other (Selmeczi Kovács – Szacsvay 2003. 55). The latter display included a series of painted chests (with tops open to reveal their contents), a bench, a decoratively made bed, and a collection of ceramics in baskets.346 The items on the bed and textiles in the chests had been selected from Fél’s Kalotaszentkirály trousseau, while a greater portion of the ceramics had been sold to the museum as material in use in Kalotaszeg around the turn of the 20th century. The furniture, for its part, was associated with fieldwork conducted around the end of the 19th century.347 Although neither the circumstances of the exhibition, nor considerations of museum practice permitted the presentation of more than a fragment of the material of the Kalotaszentkirály trousseau, arranged in the company of other objects, the display did adequately illustrate the custom of trousseau ‘staging’ in the rural Hungarian setting. 

			The story of the Kalotaszentkirály trousseau 

			All of the objects in the Fél-Hofer trousseau come from Kalotaszentkirály, though I could find no reference in either the study, or any other written source concerning why the researchers chose this particular village in Kalotaszeg. As for the story of its collection and assembly, beyond the study published in 1969, several museum sources have guidance to offer, the most important being a hand-written manuscript currently found in both the Hungarian Academy of Sciences archives, and the Museum of Ethnography database (MTA Ms 2020/24-28 and NM EA 8881), along with the museum’s own registry books and inventory cards, which provide information on individual items.348 The trousseau item inventoried earliest, an object from Nyárszó that was likely added for the sake of completeness, arrived at the museum in 1942 (138903). The rest of the items in the collection were inventoried in groupings of various sizes, delivered on a yearly basis between 1959 and 1969. During the first two years of this period, some objects – also later additions to the trousseau – were labelled with the name of the region only. The idea of assembling a full trousseau likely only crystallised in 1963, when the collection of everyday home textiles and clothing and the recording of information pertaining to use was begun as part of an overall intention of documenting rural life in the 1910s and ’20s. It was also at this time that the collection of textiles traditionally displayed on decoratively made beds and the festival costumes associated with different stages of life was begun. In 1965, the heightened pace of collection continued: as women who had married during the period under study were left without heirs and put their trousseaus up for sale, new pieces were purchased and sent on to the museum.349 By this time, recording practices had also been extended to information such as how many pieces of each type a local family would be expected to include in a newly assembled trousseau and why it had become acceptable to put certain items up for sale.350 In the years to follow, the idea of putting together a museum trousseau that would qualify as complete even by local standards grew clearer, and further items – mainly the sorts of textiles, tablecloths, and towels that would have been displayed on the decoratively made bed – were collected. Museum inventory cards continued to indicate the number of pieces of each type that would have been considered ideal wherever the correct quantities were lacking (e.g. where the informant in question had been unable to procure the required number). In 1967 and 1968, the yield of home textiles continued to grow, as did that of women’s and men’s clothing, procured in the proper quantities for each associated occasion. The following year, to the consideration of completeness was added that of including items crafted in the period prior to the one under scrutiny, that is, in the latter decades of the 19th century, as indicated in a remark penned by Fél in 1968: ‘To standardise our existing material, we have purchased tablecloths woven using the older four-shaft technique to replace those representing the newer-fashioned two-shaft weave. T. D. This belongs to the Kalotaszentkirály trousseau that we collected in 1966-67.’351

			Most of the information collected on the objects in the trousseau derives from a single individual, the wife of Kalotaszentkirály native István Vincze Kulcsár (‘Kolcsár’), listed in museum inventory records by her husband’s name, i.e. as Mrs. István Vincze Kulcsár. At the same time, the name of another key informant, Anna Madár, is cited at the beginning of a transcription of a series of interviews conducted and recorded in 1968, now archived at both the Hungarian Academy of Sciences, and Budapest Museum of Ethnography. Regarding the identities of these individuals, museum inventory cards offered no address or date of birth, nor did a transcription of the interviews provide any birth date or other personal details. In the interview itself, Madár offers her birth and marriage dates, along with certain kinship information, in several places, though the details are somewhat contradictory. With the help of a local pastor, how-ever, it was ascertained that Mrs. Kulcsár and Anna Madár were, in fact, the same person.352 Born in Kalotaszentkirály in 1897, Anna ‘Madár’ Kiss – ‘Madár’ (meaning ‘bird’ in Hungarian) being a childhood nickname – married István Vincze Kulcsár in 1919. The couple had four children, two of whom lived to an adult age: István (born 1922) and Anna (born 1925). Of the two siblings, István remained in his native village, marrying a woman by the name of Margit Csáki. István and Margit had two daughters who, after marriage, moved to Zilah353 and Déva,354 respectively. István’s sister Anna, for her part, relocated to Bánffyhunyad,355 where she had one son. The younger Anna died in 1982, leaving behind her son, István, who passed away in 1996.356 The first object to make its way to the museum from Kalotaszentkirály via the Vincze family was an earthenware dish (61.6.44), received on the museum’s behalf by Mária Kresz. On the corresponding inventory card, Kresz wrote: ‘Purchased by István Vincze Kolcsár, a Kalotaszentkirály peasant man and antiques dealer, most likely from the area, though he also collected in Torockó357 and other regions of Transylvania.’ Another object was added to the textile collection around the same time. The first items from the property of the Vincze family arrived at the museum in 1964. Other sellers whose names can be associated with both the trousseau material, and the Vincze family during the collection phase (presumably part of the drive organised by Edit Fél) include Mrs. Dénes Horváth (based on the appended notes, probably the daughter of Anna Madár), Mrs. Péter Benő (an individual with an address in the 18th district of Budapest, possibly the person to provide lodgings to the Vincze family), Mr. and Mrs. József Demény, and Mrs. Sándor Bíró, all likely Kalotaszentkirály natives, though, due to the incompleteness of museum data, whether they were actually related to the Vinczes is not known. The most fruitful year for additions to the collection was 1967, with inventory cards listing acquisition sellers as Mrs. Dénes Horváth, József Demény (lot 67.42, 102 items), and Mrs. Sándor Bíró (lot 67.166, 41 items). In 1968, new acquisitions were attributed alternately to Mrs. Péter Benő and Mrs. József Demény (lot 68.152, 30 items). The pieces from this particular body of material may well have been selected by Fél herself when she visited Kalotaszentkirály in May of 1968, then delivered by the sellers later.358 By the time of the lengthy, multiplepart interview with Mrs. István Vincze Kulcsár née Anna ‘Madár’ Kiss in 1968, the trousseau was nearly complete. From the transcribed text of the interview, especially that pertaining to the second half, it can be concluded that some of the objects in question were, in fact, lying out for all to see at the time. Fél would ask for specific details, and Kiss would point to the object in question as she provided her answers. Kiss was an invaluable aid in helping researchers preserve knowledge of how certain objects of the trousseau were made, how they had been procured, what meanings they conveyed, how they fit into the structure of the trousseau, and what lay behind the individual and family decisions associated with their inclusion. Kiss was likely an individual who stood out in her rural community, not only for her technical knowledge, natural aptitude, and practical approach – she was a seamstress, who wove cloth and sewed garments both for her family, and to sell – but also because she understood the world in which she lived and possessed the requisite performative skills to convey this knowledge effectively.359 The interview reveals that where she failed to find the items needed for the trousseau locally, she made efforts to search other villages in Kalotaszeg, pursuing the acquisition of certain items – say a sheet or a tablecloth – as far as the neighbouring region of Nádasmente. Thus, in terms of place of origin, the Kalotaszentkirály trousseau is, in fact, an assemblage collected from several locations in and around Kalotaszeg, ‘authenticated’ by the women of Kalotaszentkirály as meritorious of the Kalotaszeg label. Today, decades later, neither the actual place of origin of each object, nor the path it took to get to the museum can any longer be determined; documents reveal only the final step in the process: the name of the individual who brought each item in and what he or she had to say about it.

			The museum’s trousseau is actually larger than a true Kalotaszentkirály trousseau of that era would likely have been and, given the intent to collect a representative sample of linens crafted in the course of the late 19th century, stands as material documentation of the changes that took place during the lifetime of one or two generations.360

			The 1960s, as it turned out, offered a perfect opportunity for pursuing such a project, as the economy was shifting, the countryside had already begun to industrialise, the availability of employment opportunities outside agriculture was accelerating all transformation of the material world, and the accompanying process of casting off old customs and modes of dress left the people of Kalotaszeg ready to part with the trappings of traditional peasant life. Many who moved from the village to the city, or even distant lands, did not take their trousseaus with them, while among those who remained, traditional clothing was cast aside with increasing frequency. More and more individuals sold these items where the opportunity arose, and there was, in fact, a growing demand for them, as the process of modernisation in the early 1970s brought on both a gradual boom in tourism, and a resurgence of interest in folk art and folklore. In particular, it was the unfolding of Hungary’s famed folk dance revival movement that would secure the market for antique objects and clothing for decades to come.

			The story of the Inaktelke Trousseau

			The Inaktelke Trousseau, comprising the furniture of a local ‘tiszta szoba’ (the rural Hungarian expression for the front or ‘clean’ room – a salon of sorts – of a peasant home) and the various articles stored in it, was offered to the Museum of Ethnography for sale in 2006.361 Its owner had married three years earlier and moved to Cluj-Napoca, where the size of her new apartment did not allow her to take her furniture with her. Her parents, who remained in the village, wanted – to use their words – to use the ‘family museum’ to obtain the money needed to help renovate their daughter’s city apartment. In the summer of 2005, this young woman’s father was the first in the village to offer a set of traditional interior furnishings for sale.362 Although some individuals, particularly young women born in the 1970s, had already begun asking themselves how long the practice of trousseau-making – of sewing special garments, buying series upon series of headscarves, making and collecting traditional prestige items, etc. – would continue, still, the ‘clean’ room persisted. The intention had been maturing for decades, but none had yet made that first step toward actual change.363

			In describing the history of the Inaktelke trousseau, it is worth noting that my acquaintance with the sellers commenced in 1991, when I worked with a group from the Institute of Musicology at the Hungarian Academy of Sciences to record the music and wedding rite dances at the older daughter’s wedding. Later, I did a year’s fieldwork in the village, in which I researched the consequences of the political changes of 1990. In 1994, following the younger daughter’s confirmation ceremony, a first inventory of the trousseau was compiled with the intention of working on the household objects at a later date. Two years later, I composed yet another list following the division of the trousseau between the two sisters and the removal of her share by the elder of the two. In 2000, I wrote an article about family relationships between women that focused on a single type of object through the lens of the gift-giving practices surrounding headscarves, and although each of these steps brought me closer and closer to the topic, there was still not slightest hope that the material I had been studying could ever be purchased. It was not until 2005 that my interest in the subject and the owners’ intention to sell finally merged. The following year the museum was finally able to put forward the necessary financial support for the acquisition.

			Ferenc Tímár (b. 1948),364 the father of trousseau’s owner, was born into a family that had worked five and a half hectares of land prior to the period of collectivisation. His own father had been a railway shift manager, who supported his family as its sole breadwinner. Tímár’s father had encouraged each of his sons to learn a trade: the elder son had become an automechanic; Ferenc, a stonemason. For eighteen years, Tímár commuted daily to Cluj-Napoca,365 to the construction site of two large housing estates. His employment was continuous. In accordance with village custom, in 1971, following compulsory military service, he married a girl from a similar financial background. As the family house was too small for three generations and he felt his professional experience sufficient, in 1973, following the birth of his first daughter, he began construction on a home of his own. During this initial period, the family avoided scrimping by living on the gift money remaining from their wedding and daughter’s baptism. With the help of their extended family, the house was completed in a year’s time.366 Tímár added a bathroom to the home – the first in the village – in 1977, and subsequently even bought a car.367 His second daughter was born in 1978. In 1984, as he was tired of commuting, he began looking for a job closer to the village. Seven years later, following the political changes of 1989-90, his friends and old colleagues in Cluj-Napoca offered him a construction job abroad. Tímár proved an able worker and was appreciated everywhere for his discipline and reliability. It was these qualities that, in addition to his skill in his trade, made him the only man in his village that decade to work not only in Hungary, but also many years in Munich.

			In the story of Tímár’s life, each major financial leap represents an important moment: the construction of a home, a fence; the purchase of furnishings, a car, the necessities for the confirmation of two girls; and, especially, the production of the trousseau and modernisation of the family home and girls’ apartments. Throughout, the father was characterised by a desire to employ the most modern solutions known to the period in order to improve conditions for his family. An important role in this process was played by the sums of money left over from traditionally large weddings and baptisms, a resource that could be used for whatever purposes the family desired. At each major step constituting a financial burden, these amounts were applied to the project in question, with additional financial support coming from the grandparents.368 In the community hierarchy, the Tímárs were regarded as a good, respectable family, one to which any local family would have liked to have been related. This position cannot be attributed to the size, rank, or prestige of the former family estate (which in fact had never been a factor, as two generations earlier, they had been counted among the poorer landowners), but rather to the diligence and positive personality traits of the elder son, who by that time had already entered the realm of middle age. 

			Theirs was a family characterised by prudence and common sense, one that attempted to meet rural expectations just enough to avoid giving rise to rumors. Typically, when I asked Tímár who his friends in the village were, his response was that he was on good terms with everyone. Indeed, he was careful not to become involved in conflict of any kind, while also making efforts to avoid encounters with those he liked little. His views were frequently solicited on controversial issues that affected the community, yet he did not seek to take any lead in addressing them.369 This overall position of recognition and rank increased his daughters’ chances at achieving favorable marriages. The elder daughter, for example, married a local man and moved with her husband into his grandfather’s house,370 where she ran the household on her own. The younger daughter, for her part, wished to continue her studies after graduation and, after some family discussion, managed to gain her father’s support in the matter.371

			Within the Tímárs’ single-story home, the ‘clean room’ was one of the rooms facing the street. The arrangement of the furniture roughly followed what is viewed as the traditional corner arrangement, starting with a linen chest to the left of the door; above it, a wall rack for plates; along the left wall, a bed for sleeping and another made up for show; in front of the latter, a bench, with another under the window; in front of the bench, a table; in front of the sleeping bed, two chairs; in the righthand corner next to the three-panel window, a mirror; and along right wall, two wardrobes (by the name of ‘sifon’ and ‘kaszten,’ respectively), the first of which was used for clothes, and the second of which featured a glass-doored upper section for smaller articles of clothing, accessories, tea and coffee cups, a dessert plate set, and pots and pans with white tops decorated with colorful flowers (these were never used, but were only there to decorate the room), and a lower drawered section filled with additional clothes. On the floor was a thick cotton rug obtained from the Bánffyhunyad market that was often covered with large sheets of nylon to protect it from becoming soiled. The window was adorned with plastic curtains and blinds, which were mostly drawn to prevent the sunlight from fading the sheets and pillow slips on the room’s decorative show bed.

			It was in this way that the ‘clean room’ furnishings had been arranged prior to their purchase by the museum. In comparison to other such rooms in the village, this one was medium in size with furniture scaled to fit the space.372 The adjoining room, which also faced the street, was furnished with non-traditional cabinetry (referred to locally as ‘genteel furniture’) that the family had purchased in a shop: a double bed, a central table and four chairs, two wardrobes, and a small table in the fashion of the 1980s. In the wake of a family confirmation ceremony, guests to the house would be invited to view this room, as well. The drawers of the wardrobes were also left open to display the articles inside: gifts of clothing received from grandparents, parents, sisters, and godparents (ready-made clothes and shoes purchased in Cluj-Napoca). Visible on the wardrobe’s shelves were terry towels and store-bought linens, all intended for everyday use (in local parlance, these were referred to as ‘consumables’). The bed was made with silk duvets with embroidered covers and large pillows.

			The trousseau delivered to the museum is the group of objects formed as the result of the division of the above articles between the family’s two adult daughters.373 When the owner’s sister married in 1991, she took her share of the trousseau with her, later adding further pieces of furniture to it with her parents’ help.374 The trousseau belonging to the younger girl, who was born in 1978, was put together in 1994, and part of that, too, was added to the collection now found in the Museum of Ethnography.

			The items of the ‘clean room’ constitute that part of a traditional sixteen-year-old girl’s trousseau (i.e. the trousseau prepared for her confirmation) that embodied a family’s prestige within the community. Though the trousseau was intended to serve her for her whole life, in the years beginning from the 1960s and ’70s, the quantity of items it contained was doubled to include the furnishings for a city apartment, in keeping with the fashion of the age, and store-bought textiles for all occasions. A prospective bride was adequately prepared for marriage where the requisite two rooms’ worth of objects were crafted or purchased by the family and displayed for guests at the time of her confirmation. In addition, prior to the wedding, the trousseau – though sufficient in and of itself – continued to grow as various gifts were added to it according to local customs.

			The two parts of the trousseau reflected not only a separation of festive from everyday goods, but also a juxtaposition of traditional and modern (as denoted by their respective names: the ‘village room’ with ‘fancy furniture’ vs. the other, with its ‘genteel furniture’). The trousseau was complete where both types of interior furnishings were present, and in the village in question, neither would have been sufficient without the other. The Tímárs’ ‘genteel’ furniture was actually used in the room of the elder daughter, i.e. the one to be wed, after her confirmation.375 From 2003 onward, after she had started her own family, the young woman occasionally used the room when visiting with her husband and, later, children. Otherwise this room was used as a guest room. When she was married, she took the interior furnishings with her, leaving the parents to buy new furniture for the room. The young woman also took her wardrobe with her, except, of course, for pieces of her traditional folk costume, which she had no occasion to wear in Cluj-Napoca, as ‘village clothes’ had no place in the city.376

			Given the above, the Inaktelke trousseau now in the museum includes only a portion of the interior furnishings and goods used in the life of the new family: a cohesive ensemble of the highly prestigious festive objects of the peasant tradition. The other portion was used to complement the material world of the young woman’s urban home. For the sake of simplicity, however, the museum’s collection as it stands will be referred to in this work as ‘the Inaktelke trousseau’.

			The practice under scrutiny – i.e. the use of the double trousseau – was common in other villages, as well. From the mid-20th century onwards, families strove to keep young people in their rural communities as best they could, securing their material wellbeing through conspicuous gestures. It was in this way that the duality of rural/urban types of interior furnishings developed, including, eventually, small kitchen appliances, though washing machines and gas or electric stoves, otherwise standard in an urban apartment, were generally omitted as in the typical multigeneration household, the shared kitchen remained a fixture throughout the 20th century. Until recent decades, the rural vs. ‘genteel’ distinction was a common one to make. People in villages like Inaktelke called themselves peasants by simple virtue of their living in a village and claimed to work the land, despite having lived largely from factory work since the 1960s. Everything related to the idealised urban life they considered of lesser worth [in general, anything that could not be achieved by physical work, though in fact, they had no experience of any kind with the lives of ordinary (intellectual) urbanites]. At the same time, they demonstrated that with hard work and perseverance, they were equal to the task of creating many of the conditions of an urban lifestyle themselves, including acquiring urban furnishings; and indeed, when young people found suitable work in the area (within 10 to 15 kilometers away), financial support from parents and the community was often a sustaining factor. Nevertheless, in the final few years, this proved insufficient for keeping the younger generation at home and, therefore, for ensuring the longterm survival of the community (Fülöp 2016).

			As for how the museum’s purchase compares to other village trousseaus assembled during the same period, one need only note that the mother and grandmother who crafted it were not among those ambitious local women who competed at making their trousseaus as ostentatious as possible. Thus, while this particular trousseau did meet community expectations, it should not be understood as representing anything remarkably substantial or expensive, but rather as a collection of sufficient quantity and quality for a 1994 trousseau from this area.

			Content: A History of Relationships and Encounters

			The Inaktelke trousseau contains three different types of objects – furniture, kitchenware (ceramics, porcelain, glass, and metal), and textiles – in the numerical proportions typically seen with rural Hungarian trousseaus. 

			Furniture 

			The furniture of the Inaktelke trousseau is made up entirely of colourful pieces of uniform style such as the uninitiated eye would mistake as new. An examination of the history of individual items, however, paints an entirely different picture. In fact, despite the apparent uniformity, Inaktelke natives would immediately spot the works of a number of different local craftsmen. The dish rack that hung on the wall next to the door, for example, was crafted for the eldest girl’s baptism in 1972 as a piece that had been missing from her mother’s trousseau. Its makers were the mother’s neighbours, the Simons: János, the husband, who did the carpentry work, and his wife, who did the painting. The chest below the shelf, though also made by János Simon, was painted not by the carpenter’s wife, but by another skilled artisan, János Fábián. The chairs, made at the time of the elder daughter’s confirmation in 1988, were again made by the Simons. The ‘fogas,’377 or wall hanger, was ordered in 1972, again from János Fábian, with the intent of filling another gap the mother’s trousseau. The everyday or ‘sleeping’ bed, was an article of used furniture from the home of the girl’s maternal grandparents. The work of local carpenter János Kalló Rebi, it was green with an anterior white insert to match the furnishings of the grandparents’ kitchen. Its age is uncertain, as no one in the family remembered when it was made. To render it suitable for inclusion among the display furniture of the granddaughter’s ‘clean room’, the green paint was removed and the entire piece renovated. The carpenter charged with the task, Ferenc Tyukodi, replaced the termite-infested slates, added new ones to replace those that had been lost, then turned the piece over to his sister, Kati, for painting, using paint procured by the family. The show bed, table, and pair of benches had been commissioned from craftsman János Rebi Kalló for the confirmation of the mother in 1966 and painted by his wife. The tabletop was fashioned in two pieces so that it could be opened. On occasions where many guests were invited, it was this table that was set up for use in the family’s combination kitchen/dining room. The two items of storage furniture, the sifon and kaszten, were also made by János Rebi. According to the inscription on the former (‘D 1966 K’), it, too, was commissioned for the confirmation of the mother. Both pieces feature mirrored glass cabinets and drawers. The adjacent wall mirror and scarf rack were commissioned from János Fábián (János Rebi had recently passed away) for the elder daughter’s baptism in 1972. The mirror’s glass pane had had to be replaced due to wear and tear in 1994 for younger daughter’s confirmation.
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			Illustration 1. Mournfully made up beds in the clean room Inaktelke, 2001, Museum of Ethnography, D 35998, Photograph by Erzsi Winter

			Most of the painted furniture in the collection had originally been crafted for the mother’s trousseau. Thus, the dates associated with the various objects extend from around the 1950s to the year of the elder daughter’s confirmation in 1988. While at the time of the marriage of the daughters’ maternal grandmother in the late 1940s, the trousseau had consisted in just a chest and mirror, by the time their mother wed in 1966, it had been expanded to encompass a chest, a table, two benches, a bed, and two wardrobes, as well.

			[image: ]

			Illustration 2. Made up bed in the clean room Inaktelke, 2001, Museum of Ethnography, D 36718 Photograph by Erzsi Winter

			At the time of the first granddaughter’s baptism, a dish rack, wall hanger, mirror, and scarf rack were also added. The furniture was fashioned by village carpenters who worked from the mid-20th century through the 1990s. Typically, once the men had completed the carpentry work, the female members of the family (wives and sisters) would decorate the pieces in question with painted flower patterns. The Simons were not only friends, but also ‘komái’378 of the maternal grandparents and lived in their immediate neighborhood. Mrs. Simon, one of the village’s talented seamstresses, had not only painted furniture for the trousseau, but had also sewed traditional jackets (ujjas) for the two girls.379 As the above description also makes clear, by the time of the younger daughter’s confirmation, all the painted furniture had already been made, leaving only the ordinary ‘sleeping’ bed to be modernised.380 Although in no case did the parents have to leave the village to have furniture made, obtaining the necessary paint was no easy task, especially given conditions as they stood in the 1980s.381
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			Illustration 3. Clean room Kalotaszentkirály, 1968, Museum of Ethnography, F 221583 Photograph by Tamás Hofer
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			Illustration 4. Pillows on a made bed Kalotaszentkirály, 1968, Museum of Ethnography, F 221587 Photograph by Tamás Hofer

			Ceramic ware, plates, tableware

			Photographs of Kalotaszeg homes taken around or before the middle of the 20th century show ‘clean rooms’ with numerous painted ceramic plates on the walls, at times so many, the walls were almost entirely covered. Of course, not everyone was fond of pottery, and those who were not might strive to achieve the desired level of showiness through the stacking and frequent rearrangement of textiles. Tellingly, the Inaktelke trousseau features only eight traditional painted earthenware dishes (cifratál), all of which derived from its owner’s maternal grandparents. Likely the oldest pieces in the collection, the dishes may have been part of the grandmother’s own inheritance, though at times, such pieces are also known to have been purchased from other families – whether local or from neighbouring villages – where no heir was left to inherit them.382 The dish with the red rim was of a type used specifically for weddings and baptisms: a designated male dignitary used it to collect money, calling out, ‘Place your intended amount in the rededged dish!’. The Tímárs, however, who were in no way passionate about collecting antiques, had no other decorative dishes on their walls. For one thing, they had little free wall space: the two cabinets, the shelf, and the show bed reached very nearly to the ceiling.383 The ceramic dishes that had originally been used in the kitchen had been entirely replaced by storebought wares: those that ended up in the ‘clean room’ were used mainly for when visitors came or, in some cases, exclusively for decoration. The flower patterns on the storebought white and red jugs, pots, pans, and storage containers had been painted in neighbouring Mákófalva.384 In 1987, the family bought and painted the furnishings required for the trousseaus of both girls. The mother could not remember exactly where she had purchased each of the dishes, as she had been visited quite often by door-to-door merchants. She knew that her mother and maternal grandmother had furnished some of the pieces from their own trousseaus. Porcelain plates had been purchased to replace ordinary ceramic plates and cups. On her confirmation, the younger girl had also received a set of dessert plates and a coffee set. 

			Textiles

			In general, it is common for a trousseau to include a large quantity of textiles.385 Of these, the household linens and some of the more decorative holiday pieces were traditionally stored in the trousseau’s chest. The history of each piece largely reflects the history of family relationships, each object that was not purchased as a finished product from outside the village having derived from one of the family’s female relatives. Most of the items in the Inaktelke trousseau were made for the mother and were thus woven, sewn, or commissioned from other village artisans by the owner’s maternal grandmother. Still, the quantities attributed to the two grandmothers, one of whom died in 1991, are roughly similar (the younger daughter inherited approximately one quarter of the linens when the trousseau was divided), though several of the plain weave scarves came from the mother’s godmother. The newer items – large, woven, flower-patterned pillow slips, tablecloths, and decorative handkerchiefs of the type that were fashionable in the 1980s – were purchased for the trousseau by the mother. Known as bologa textiles, these items had been brought into the village by Romanian women386 and, like the pillow slips and tablecloths woven by Kati Léta in Türe, were included in every trousseau of the decade. Complementing the items inherited from the grandmother were two of an entirely new type of set, consisting of pillow slips, sheets, and tablecloths. Thus, the linens taken in their entirety constituted the inheritance of three generations of women.

			Relatively few of the pieces in the trousseau were the handiwork of the mother, who preferred to sew and decorate festival clothing, in particular beaded items, with her daughters. During the years in which the trousseau was put together, a great deal of sewing and selling was done in order make the money required to buy the collection’s few fashionable pieces. The father, too, sent his earnings home from Germany for this purpose. The owner’s own contribution to the preparations consisted primarily in stringing beads for sale, as well as the decoration of some of the clothing. Traditionally, it was required that each girl receive four sets of clothing for her confirmation: one set each of white, red, yellow, and pink attire with matching cashmere headscarves – far more than needed.387 Sometimes a solemn outfit to be worn on Good Friday was also added to this array. Such outfits were spread out or hung in the clean room during the days prior to the confirmation ceremony. The most important articles, however, were two accessories the sixteen-year-old girl wore in church for the first time on the day of her confirmation: her beaded ‘párta’ (head-dress) and red, embroidered pleated boots, made specifically for the occasion. The clothing itself, and especially some of the skirts, had originally belonged to the mother, but had been reoutfitted at home with new embroidered ribbons. The jackets (ujjas) were made by a seamstress; the aprons were made at home; and the waistcoats were designed and cut by a seamstress and sewn together by the mother. All the outfits were decorated with beads, sequins, and embroidered ribbons by the female members of the family with the help of their neighbours. The head-dress was made by a local woman,388 while the boots had been commissioned from the village boot-maker. 

			From the first years of the 20th century until the last, the completion of a trousseau was a process that took many years, with the responsibility for planning it falling to the mother. While the furniture, plates, and tableware had always been commissioned from master craftsmen or purchased commercially, the women’s work of making textiles increasingly extended beyond the circle of the female members of the family. While at the beginning of the century, the majority were made in the family, increasingly, they, too, were made to order. The jobs that remained in the family were the ones that anyone could do, that is, the ones little girls learned from the age of eight to ten onward. This did not, however, mean that the actual workload involved decreased, as in order to purchase the materials they needed, woman did sewing and embroidery to sell at market.389 Thus, a portion of the textiles were typically inherited from the mother or grandmother, and the rest were purchased. Naturally, the relationship between the mother or daughter to her own handiwork differed from that associated with an item obtained commercially. The making of her daughters’ trousseaus was a mother’s most important job, one that meant both the fulfilment of duty, and respect for local expectations. It took years of planning, saving, work, travel, budgeting, and decision-making, and therefore continuous attention; and in fact, the ambition required to manage it all was yet another community expectation. The trousseau was a creative work, and a family one at that; a way of increasing self-worth, social position, and status, of strengthening the identity of both individual, and family. At the same time, through its assembly, mothers became active members with full rights in a competition for community prestige. The love of both parents, and grandparents crystallised in the trousseau as it took form; and though ostensibly, the acquisition of each item and its placement alongside the rest took place in the daughter’s interest, these acts were also done for the trousseau’s creators, the family as a whole, and the community in which it lived. It is difficult to evaluate the emphasis placed on the various components of this process; at times, it seems as though in aspiring to secure both happiness, and a better future for the child, the daughter herself was lost in the process. She, one might say, was but a means and excuse to showcase the aptitude, self-discipline, and affluence of the family in the hope that it would lead them to a better position within the community. The assembly of the trousseau offered an opportunity for the parents to prove themselves, the fruits of their labours an expression (if not the only one) of their daughter’s value. At the same time, it was both a piece of family property that embodied a shared community identity, and, since every home with daughters prepared one, a link that bound families together.

			For a girl living in the early 20th century, the making of her trousseau was the vehicle by which the phases of yarn processing and the various embroidering techniques were learned. It was also the process by which a girl learned what a mother’s life’s work would be, i.e. that she would spend her days outfitting her children with the various articles they would need for family life according to their particular personal strengths, the family’s financial background, and community expectations. It was a task that would occupy her until all her daughters were wed, at which point she might gradually leave this work behind for a time, only to return to it as a grandmother. In fact, it would be in her elder years that the truly great tasks awaited her, including those of finding and arranging matches for her grandchildren. By the end of the 20th century, this type of learning within the context of the family through shared work had grown far less prevalent,390 a change brought on when, in the wake of industrialisation, people began to take advantage of new opportunities for directing their lives in addition to – or even instead of – farm work. Increasingly, children – first the boys, then later the girls, as well – continued with their studies past the required eighth-grade level and received specialised training toward the pursuit of specific trades. Here, it was not lexical or academic knowledge that was esteemed, but rather skills applicable toward heavy industry that enabled one to obtain a stable job and regular monthly salary. Concurrently, the expectations regarding young children’s duties began to multiply, as well. Not only were they expected to do well in school, they were also required to contribute the family’s income through the sale of handmade products. During the 1980s and ’90s, girls witnessed their mothers not preparing their trousseaus, as they had in the past, but sewing goods to sell and spending considerable time on the road with them (Fülöp 1998).391 Men’s work, too, underwent a measure of change. At the beginning of the century men had applied some of the income acquired through farming to help add to their daughters’ trousseaus.392 By the end of the century, however, they could accomplish the same by working abroad for higher salaries. During the 1990s, men would spend their vacations or sick days prior to a daughter’s confirmation working across the border in Hungary. Some would even leave their jobs temporarily in the hope of making more money abroad. Such contributions occurred in the background, the only testament to them being the husband’s absence from the home. Though not visible, however, their work was absolutely necessary. Their salaries ‘migrated’ into the trousseau in such a manner that they themselves did not know precisely what transactions they had had a part in.393 Typically, a father returned home in the weeks prior to the confirmation ceremony in time to renovate the house and the grounds in preparation for the festivities, a job that was his responsibility. During the period when a trousseau was under formation, the acquisition of goods served – beyond activating local and familial relationships – to generate direct and even close temporary relationships that otherwise might never have formed. Typically, the process initiated an entire series of mutual favours and obligations with individuals the family would not at other times have met on a daily basis, including business relationships with specialist artisans in nearby villages (Bogártelke, Méra, Magyarvista, Mákófalva, Türe, Körösfő394 or the somewhat more distant Romanian municipality of Sebesvár). Travel to Bánffyhunyad and Kolozsvár, too, grew more frequent. Trousseau making was also a time when relationships with Inaktelke natives who had moved elsewhere and could procure needed items more easily were reignited. In the case of the Tímárs, a relationship of this type involved an Inaktelke woman who at the time worked in a kitchenware factory in Medgyes.395 The aim of obtaining rarer, higher-priced materials and finished products brought the people of Kalotaszeg into contact with new places and markets, in particular from the early 1990s onwards. As a result of the political changes that eliminated a rule restricting travel to once every other year, previously popular commercial centres, such as the textile-producing region of the Czech Republic, again became accessible to the Kalotaszeg population. Later, travel to some locations was rendered unnecessary when a family in a neighbouring village opened a business that sold cashmere cloth and head-scarves, for which goods were brought from the Czech Republic and delivered to local homes. Increasingly, complex purchase and sale chains began to form with village women as their final links.396 Previously, gifts – usually from female relatives, the bride’s peers and friends, and various other women – had played an important role in the trousseau-building enterprise. Thus, early trousseaus had served as documentation of various female relationships, such that the hierarchy, number, and quality of a given item indicated the level of the relationship between the bride and the giver. In general, the majority of items, including the most valuable, were inherited from female members of the family, while the least valuable were from the friends and neighbours of the bride-to-be.397 While previously, women typically gifted textiles, today, porcelain tableware and coffee/tea/dessert sets for use in less ostentatious family celebrations or when receiving foreign guests are also common. By the late 20th century, wedding gifts from peers, first and second cousins, godparents, and neighbours of the bride had largely been replaced by money.398 For the custom of the traditional wedding ‘call,’ the amount given the young couple was an indicator of the giver’s degree of kinship. Although formerly, gift-giving had meant contributing to the trousseau and thus increasing the material wealth of the young woman, later, the money received – duly noted in a special registry – would belong to the couple jointly.399 The process by which monetary gifts gradually replaced physical ones for occasions associated with various stages of a woman’s life began in the 1960s and ’70s. While formerly, the object given symbolised, and thus commemorated, the relationship between giver and receiver, with the shift to monetary gifts, which could not always be spent symbolic items, this function was diminished. 

			If we look at the types of objects that make up the trousseau, then it may be noted that in terms of composition, the most significant change involved a decrease in decorative ceramics and increase in porcelain. Starting in the 1990s, in addition to the small kitchen appliances noted above, sets of stainless steel dishes purchased in Hungary made an appearance. Painted furniture trends, too, changed a great deal: at the beginning of the century, furniture was typically decorated in colourful flower patterns over a dark blue background. From the 1930s and ’40s through the 1950s, however, girls would bring city furniture purchased in stores with them into marriage.400 Later, the trend returned to furniture with a colourful flower pattern, though with a background of green or yellow. The 1960s witnessed a fashion for red, yellow, and green patterns over a white base coat. Since then, certain items of furniture have also grown larger in size, according to the family’s particular purchasing power. The types and numbers of individual pieces of furniture also changed considerably in a relatively short period of time: in 1930s and ’40s, a new bride took just a few items of furniture with her into marriage; by the 1980s, furnishings were enough to fill an entire room. The material of the trousseau’s textiles also underwent drastic change, with a steady decrease in plain weave hemp cloth and steady increase in factorymade plain weave cotton. The 1970s witnessed the advent of synthetic floss embroidery, patterned woven cloth (known as szedettes), synthetic storebought cloth (used increasingly for making household textiles), and holiday wear decorated with plastic beads and sequins. The quantity of inherited hemp and cotton household textiles did not change, nor did the decorative bedding, which was never replaced or used, but was passed down from generation to generation. Making an appearance around the middle of the century were duvets filled with wool, which in some places were piled on the bed in several layers. These were made so as to be a different colour on each side (e.g. red-blue, pink-green), rendering them usable on all manner of different occasions (red and pink were for baptisms, weddings, and everyday use, while blue or green were for in-house funerary vigils). Over the past couple of years, wool duvets have been replaced by down-filled ones, which resemble the older style of pillow filled with feathers. As for textiles, the techniques with which hemp fabric was decorated also changed appreciably. At the beginning of the century, pillow slips were decorated primarily in densely striped red or black cotton weave or embroidery and bed sheets with cut-work embroidery or crochet. A few decades later, cross-stich, crocheted, and filet lace pillow slips were introduced (in the 1960s, during the childhood of the mother who made the Inaktelke trousseau, for example, the filet technique was the very latest trend). Later textiles (primarily pillow slips, decorative scarves, and sheets) were typically decorated in red or green-patterned woven cotton. At the end of the Fél-Hofer study, the authors discuss the use of the colours red and black (Fél-Hofer 1969a. 36), which had replaced red and blue ornamentation during the late 19th century. One hundred years later, green and light blue came into use as well, which, together with black, were featured on show beds during times of mourning. Characterising both household textiles, and holiday wear was a tendency toward ever-denser ornamentation, i.e. a decline in the proportion of unadorned cloth with respect to decorated areas (with scarves and tablecloths covered in ever-wider bands filled with ever-larger motifs). As was noted above (in a manner typical of many regions for several decades), in Inaktelke, families strove to create an overall impression of affluence by continually changing the objects – particularly textiles – displayed in the ‘clean room’. This was best accomplished by varying the tablecloths and the linens on the show bed. On weekdays, the humblest old woven pillow slips and bed sheets were used. Changing the pillow slips, bed sheets, and tablecloth and turning over the duvet gave the entire room a new atmosphere. Having sheets and pillow slips decorated using as many techniques as possible permitted a wider variety of possible looks. Typically, a single show bed would display the handiwork of three or even four generations of women, the effective arrangement of which was a skill few possessed. The textiles of a trousseau stand as a testament to an entire century’s worth of trends and techniques in weaving and needle-work alike, preserving and displaying side-by-side the fashions popular in the childhoods of several generations and telling tales of women’s work, women’s relationships, and events in the history of the family. Younger women asked older ones for help in laying out and decorating for various special occasions, the daughter frequently cleaning and arranging the room with her mother, grandmother, aunts, and sometimes even their mother-in-law and godmothers (i.e. the same female members of the family whose job it was to assemble the trousseau in the first place). At such times, every female neighbour who happened to pop in would offer an opinion – a practical manifestation of community influence. 

			In the span of the century represented by the two trousseaus examined for this article, little changed regarding the hierarchy of the objects they contained, nor has it ever been possible for an individual item to be evaluated in isolation from the others. There is little use, for example, in declaring a particular bed or cabinet to be new, capacious, or fancy when empty (and indeed, none but immediate family members ever saw them in this condition). A bed had meaning only when made; a cabinet, only when stacked with textiles. The arrangement of materials conveyed true meaning only as a single, cohesive whole. Of the textiles used to decorate the show bed, the most valuable was the ornamented bed sheet, though the number and quality of the duvets and pillows also increased its value. If the textiles were arranged according to a hierarchical list, the decorative sheets, scarves, and pillow slips would occupy top position, and the straw tick, various sacks, and saddle/shoulder bags the bottom rung. The various garments that compose the local folk costume might, for their part, be arranged in a similar hierarchy.401

			The showcasing and life cycle of a trousseau – prestige and identity 

			At the turn of the 20th century, the highest point in the ‘life’ of a Kalotaszeg trousseau was its presentation at its owner’s wedding, at which time the objects were placed in the yard or along the street for the inspection of curious onlookers. Later, it would be transported with the young couple to the groom’s home – its new permanent place of residence –under the watchful eyes of the entire community, to begin the second half of its life.402 By the end of the 20th century, a given trousseau would be presented not once, but several times and was no longer transported to the home of the newlyweds on the day of their wedding. Its first presentation occurred for the occasion of its owner’s confirmation – generally two days prior, when invited female family members (as was the custom) brought flour403 to the girl’s home. For this occasion, the trousseau was displayed for any and all who were interested in viewing it, its costume pieces laid out on the chairs and benches or hung on the cabinet doors, which were in turn left open to show all that lay inside. The same scene greeted those who were curious to see the room arranged with the trousseau’s genteel furnishings. Both parts of the trousseau, including all its latest additions, would be displayed a second time several years later, prior to the girl’s wedding, an occasion that provided an opportunity for the mother and grandmother to brief visitors as to where they had purchased individual items and for what price. After the wedding, the ‘fancy’ furniture stayed in place until the husband’s family could empty a room for its display. The genteel furniture, on the other hand, enjoyed priority, as it was this set that the young couple would actually use. If the groom had a younger sister with her own ‘fancy’ furniture still living at home, then there might be nowhere to put the furniture of the bride. Oftentimes it was the baptism of their first child that justified a rearrangement of the ‘clean’ room, as that particular rite required the décor to be arranged in a set order.404 Over a span of years, festive textiles for every occasion one encounters in a lifetime, primarily clothing, were transferred from the parental home to the bride’s new dwelling place, depending on when she inherited them, either from deceased female relatives, or from the mother, who with age would gradually trend toward darker-coloured festival outfits (Fülöp 2000. 380, 381). At the beginning of the 20th century, the trousseau’s older, inherited items were used first; by the end of the century, older items were instead left untouched. Rather, at the beginning of a girl’s marriage, the new objects stored in the genteel furniture were used, while older pieces continued to accumulate, until three or four entire generations’ worth of memories lay unused in the depths of the chest and cabinets. As regards the proportion of festive wear to ordinary items, the Inaktelke trousseau favours the former, though this was not a new phenomenon, having persisted for the span of a century.405 As time passed and villagers – in particular women –wore their traditional costume pieces with diminishing frequency, even on religious holidays, the clothes stored in the ‘clean’ room were retrieved less often and their life spans were extended beyond those of their owners, as was the case, too, for household textiles. The towels and tablecloths of a girl’s grandmother or great-grandmother, for example, might not be used by anyone – not even in the capacity of spares – until they came to serve, in effect, as family souvenirs. Items for everyday use, on the other hand, were made to serve until they were lost or had to be replaced. Thus, by the end of the 20th century, the idea that the lifespan of a family and that of its furnishings were strongly correlated meant something completely different.406 In fact, of all goods meant to last a woman a lifetime, only the high prestige items actually served that long, and indeed, often lasted up to three or four generations. The composition of a trousseau shifted with each birth, confirmation, wedding, and death, while the rearrangement of its contents – as of late primarily through additions – conformed largely to events in the life of the family. As a collection, each trousseau remained together until it was sold, either piecemeal, or en masse. The life cycles of the articles intended for daily use, on the other hand, were much shorter than they had been decades earlier, while with the spread of inexpensive readymade products, their numbers grew significantly. Ultimately, therefore, the former tradition of keeping and using everything in order to scrimp and save gave way to today’s consumer model.407

			An examination of multiple trousseaus of similar age can give one a sense of the competition that must once have reigned among the families that made them, manifested in the practice of ‘ranking’ objects. Indeed, it was this competition among families – and particularly among women – that drove the creation of ever greater, more elaborate trousseaus. In the wake of the political changes of the 1990s, rank came to be symbolised not by the land one possessed, but by factors such as a high-paying (industrial) job, natural ability, and diligence. This phenomenon may also be interpreted as a defense mechanism against the ongoing erosion of the community, against as the threat of extinction. The adult population turned to expressing its love for its children, its desire to keep them close, and its longing for continuity through material gifts and increasingly expensive festivities organised at each milestone along the pathway of life. 

			The Fél-Hofer concept of the trousseau as embodying the community’ notion of a perfect, locally-lived life remains true even today, though the past decade has witnessed many deviating from the ideal it proposes (Fülöp 2016). The part of the trousseau that represents the ‘genteel’ category, though sufficient for a young couple at the beginning of their marriage, is not a set to last a lifetime, while the ‘clean’ room furnishings, for their part, have played a diminishing part in the lives of recent generations, having been relegated to the role of the backdrop over which certain life passage celebrations take place. The traditional festival wear, too, is worn with waning frequency, nor are such rooms rearranged much anymore. Today, the ‘clean’ room speaks primarily to the idea of the special occasion, to the customary and the comfortable, to identity, and –increasingly – to a repressed need for change. 

			In addition to the above, the trousseau represents an assemblage of material goods that express regional identity in the most traditional of ways – not to mention in a way that has sparked outside interest since around the end of the 19th century. Indeed, both urbanites in search of village charm, and foreigners curious about Transylvanian folk culture have found in the ‘clean’ room the essence of Kalotaszeg assembled in its totality, all in one place. The interest and recognition of visitors to the region continue to affirm the special nature of the trousseau. Beyond what it means to a given family, such admiration reinforces awareness of regional identity, increases the allure of the trousseau abroad, expands the interpretive framework within which it is analysed, and even increases its notional value. Certainly, one hundred and forty years of consistent positive feedback has had its effect on both the makers, and the owners of trousseaus in the region. 

			Selling a trousseau: when tradition is left behind

			The Kalotaszentkirály trousseau of Edit Fél and Tamás Hofer was collected in a time before the sale of certain items might have created substantial gaps in local ‘clean’ room interiors. On occasion, too, items became available for purchase when a given family was left without heirs to inherit them. In general, the sale of used and/or unwanted articles of clothing had been practiced in Kalotaszeg for a long time, a range of garments, head scarves, and linens being regularly available at the Tuesday market in Bánffyhunyad.408

			Given the poor quality of tillable land in the region, the population had long been forced to subsist on animal husbandry and home-made articles, giving rise to an early affinity for matters of trade. Yet there were (and still are) items in every family that were not for sale, or that were sold only to faraway places (such as Budapest) when the family was in dire need. Recently, girls on the threshold of confirmation know less about their trousseaus as a whole, less about the individual items they contain, less about the ‘clean’ room and the purposes of its furnishings, less about whose agency and handiwork went into the articles they are given, and less about their importance to the family. Today, girls take little part in the making of their trousseaus, being given everything in the manner of a gift. As their parents plan, work, procure, and prepare, their children’ interest strays ever away from the village towards the greater world beyond.409 Often they feel that – given the money and work that goes into the furnishing of the ‘clean’ room – their parents will expect some form of reciprocation. Parents in the region do oftentimes, both during the early formative years of childrearing, and later on, express their love through the giving of material things, expecting love and attachment in return (‘they’d better love us; just look at all we’ve given them!’). 

			In Kalotaszeg, the rights of individuals over their property are distinguished by the local peculiarity that the giver of a gift enjoys a say in how the gift is used. Thus, the recipient of an object cannot dictate its fate without the approval of the giver. In addition, the obligation of reciprocity engenders a strong sense of responsibility in many (adult) children. The parent-child and grandparent-grandchild relationship, expressed, among other things, in the objects each party as has passed the other, can, therefore, take many different forms. In Kalotaszeg, communities are characterised by an ability for the will and power of parents to manifest themselves in the long term, a truth embedded so deeply within the community consciousness that its presence is only recognised in certain exceptional circumstances, such as where prestige items must be sold (because the family line has reached an end, their owner can no longer use them for reasons of age or status, etc.), bringing children into conflict with their sense of obligation toward tradition or the dictates of their parents and, of course, causing pain.410 The strong emotional ties they feel toward their possessions make them seem even more meaningful, and the emotional value of the objects themselves seems greater than can be expressed in monetary terms. To a seller in this situation, it may feel as if a priceless legacy – an object that represents mother, father, grandparents, the work they invested and love they expressed, for which reciprocity and obedience were expected – is being handed over for small change. The tension that exists between situations of need and the unwritten law that the valuables in a trousseau could not be sold arose in every family from time to time.411 Because the stories behind the acquisition of individual objects were taken together as a history of family relationships, it was not only the ‘extended self’ that was damaged when they were sold, but also family identity and tradition.412 Losing them meant losing one of the fundamental mechanisms by which memory was activated: the opportunity of picking them up and handling them in order to revive experiences with the giver, a feature that made the objects all the more valuable.413

			Although a young woman was the owner of her trousseau, her parents (from whom she received a majority of the objects) could decide on its fate against her will. The trousseau purchased by the museum in 2006 was offered for sale by the young woman’s father without her advance knowledge. The two daughters of the family exemplified two different attitudes toward their inheritance. The elder girl, who lived in the village, was one of the most active of local participants in the competitive activity of trousseau creation, carrying on the traditions of both trousseau, and costume making into adulthood. The younger daughter, who owned the pieces sold to the museum, obtained a degree in preschool education following graduation, a decision representing a conscious choice to leave the village, whose traditional norms she experienced as an encumbrance. Facilitating her departure was the circumstance that her husband came from a Transylvanian mining town, was unfamiliar with the customs of her village, and was but an occasional guest at his wife’s family home. Over time, she began to distance herself from the system of reciprocal gift exchange that had accompanied celebrations of various passages in her life. In the end, the sale of her trousseau interrupted the process of inheritance, as well, thus compromising the integrity of the family’s identity. The sale of the Inaktelke trousseau was, in fact, the first step in a process of change regarding prestige consumption within the community, something that had already occurred in other Hungarian-speaking areas, but that arose only very late in Kalotaszeg. Interestingly, today, in the relatively proximate regions of Avas and Maramures,414 the latest version of the traditional ornate folk costume and rich trousseau is living its heyday among members of the Romanian population, some of the materials for which are obtained from the villages of Kalotaszeg.

			Centuries ago, brides were given trousseaus because they were utterly dependent on their husbands’ families. By the mid-20th century, though women had grown considerably less dependent, the obligation of providing a trousseau remained, the drive for prestige serving as a ‘wheel’ that moved almost independently of changing social factors. That wheel, as it turns out, continues to revolve in the community today, providing goals to be reached and imparting perceived or real meaning to the lives of up to two or three generations of a given family. Here, a traditional form is maintained through modern means.415

			A completed trousseau may be thought of as a set of fixed assets with a monetary value that is much greater on completion than at the time of a potential sale. This role as a ‘commodity’ is a recent development, such that no trousseau was ever put together with this eventuality in mind.

			The sale of a trousseau and transfer of responsibility

			Trousseaus are not (or at least until recently were not) meant to be bought and sold, as they represent a type of value that is primarily emotional and therefore difficult – even impossible – to express in monetary form. The sum the museum paid for the Inaktelke trousseau was applied in kind, as it was used to renovate the young couple’s apartment.416 When it was first put together, the trousseau represented a unique value; sold to the museum for money, it assumed a unique value in a different sense. In selling the collection to an institution specialising in the preservation of cultural value, the seller’s family envisioned it residing in a worthy place. At the same time, its transferral to the institution meant a transferral of responsibility for its custody and proper presentation.

			The ideal place for a trousseau that has been sold and must be moved from its original location is one where it receives attention commensurate to its value,417 and indeed, by placing it in a museum, its value is actually increased. The gesture by which the Inaktelke items were sold not to an antique dealer, but to a museum brought its sellers a measure of absolution from an act that should have engendered feelings of guilt for having abandoned an order of family inheritance that had stood for centuries. At the same time, the only part of their material world they had handed over was that rural holiday backdrop, the part which in its original location, too, had stood on display for visitors and the general public (visitors to the village) – not the ordinary bits, the daily problems, the mundane reality, but a slice of their ideal world. 

			To understand the significance of each object required understanding its history (Bausinger 2005. 11). The stories behind the objects of the Inaktelke trousseau emerged in greater detail as the seller’s mother helped to compile a list of them. Assisted by the questions of the researcher, the mother worked to recall what she knew of each piece (Bausinger 2005. 12) and, at the same time, bid it a quiet farewell. For the museum, the symbolic value represented by these histories, and by the history of the ensemble as a whole, must be fully preserved and the documentation of the many layers of meaning each object embodies continued. One valuable pursuit would be to supplement the histories with research on relationships beyond the family and community in order to place the material within a broader cultural-historical context.

			The Kalotaszentkirály trousseau, assembled as a model representing the ideal number of articles needed for different purposes, suggests that in rural communities, holidays – as opposed to ordinary days – were of paramount importance. This attitude persisted throughout the 20th century, yet as typical articles came increasingly to be replaced by versions that were newer and more expensive, the practicality of the trousseau as a woman’s personal property for use in her marriage diminished. Of course, notions of what constituted an ideal life differed across generations: parents wanted their youth to stay in the village, while young people increasingly aspired to live their lives elsewhere. The traditional trousseau, however, cannot be interpreted outside the village context, where its original meaning loses all validity.

			Fundamentally, the two traditional trousseaus in the holdings of the Museum of Ethnography reflect two different approaches in museum science. The Kalotaszentkirály trousseau is an artificially constructed ideal whose individual pieces cannot be connected to any specific family or village. Rather, it is a model for what might be considered typical for a given region. It is a trousseau that has been depersonalised (berta 2012. 87) in a process that began with the artefacts’ collection, then continued as what limited or incomplete information survived on uses and meanings was made accessible to museum staff only and, finally, the interview with the museum’s sole informant was analysed as if the knowledge communicated reflected norms applicable to trousseaus in general. For these reasons, the ensemble cannot be viewed as anything other than manufactured ideal valid for a period of roughly fifty to sixty years within a single region. The makers, purchasers, and owners of its individual pieces remain invisible; the lives of the villagers it is thought to represent just pale shadows. The aim of the associated project was, in fact, to paint no more than a general, abstract picture.

			Associated with the elements of the Inaktelke trousseau (or rather, half-trousseau), on the other hand, are tales of a young woman and her family, of relationships between family members, of events and encounters in the family’s life, of work and travel invested, of the family’s attitude to its rural community, and – not unimportantly – of a break with tradition. The contents of the trousseau are, in essence, objects that render the lives and decisions of characters in its stories visible to all who would seek them.
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			Appendix

			Civilian trousseau

			(F. DÓZSA 1975. 99)

			1878, from the marriage contract of Berta Engel, daughter of cloth merchant and tinsmith Samu Spitzer: 800 K, 15 white petticoats, 30 women’s blouses, 12 nightgowns, 2 bed covers, 24 handkerchiefs, 12 towels, 15 plain towels, 9 embroidered towels, 12 tablecloths, 24 pairs of stockings, 12 ‘hanging clothes,’ 12 sheets. 12 tablecloths, 12 small napkins, women’s upper wear at a value of 200 K, 6 large scarves, 3 umbrellas, 3 bed linens, gold and silver at a value of 70 K, 3 duvets, 9 throw pillows, 3 bed pillows, 1 sewing machine. Total value: 1870 K.

			Sándor Gönyey: Mixed Ethnographic Collection, 1942

			See NM EA 4697.11)

			The Kalotaszentkirály trousseau as described while observing a wedding celebration. ‘The trousseau consists of: A bed: a straw tick, a tick cover, sheets, a duvet, and three rows of pillows. Clothes to be hung on the overhead rod: 3 ‘muszuj’ fronttie overskirts, 3 beribboned aprons, 8 skirts (7 cashmere), 7 wool, 2 silk, and 3 ‘delin’ [light wool] garments (aprons) (with inserts, embroidered gathering, and smocking), 6 cotton sheets with ‘fehéres’ cutwork lace decoration, 19 runners [‘wedding host’ scarves], 12 woven and cutwork lace pillow slips (8 with zigzag patterning), 26 groom’s shirts, 2 fringed scarves, and 20 headscarves. In the chest, moreover, are 12 tablecloths, 12 towels, 12 sheets, 12 tick covers, 12 kitchen towels, 6 decorative tablecloths, 16 pairs of footwear, 10 pairs of loose-fitting trousers, and 4 wide shawls. Approx. 80 plates are hung on the wall.’ ‘In the old days, they laid a bed and opened a chest with all the bride’s clothing in it so others might see what it contained. These had to be safeguarded. The show bed was made by the bride’s parents with the help of close relatives and neighbors, and when it was ready, it was guarded by the matrons of honour, as the groom’s matron of honour might just steal it. If so, it would have to be bought back, usually with drink.’ (13-14)

			The notes taken by Mária Kresz on the wardrobe of a bride-to-be in Nyárszó in the early 1940s

			(See NM EA 2520)

			The festival wear of a girl wearing a ‘párta’ head-dress:

			‘párta,’ 2-3 ribbons, silk tassels 2 pairs of neck beads, rings

			10-12 cashmere handkerchiefs (‘szőrkeszkenő’)

			3-5 handkerchiefs

			3-5 lace pocket handkerchiefs

			4-5 shirts (peasant blouse and underblouse in one; previously 10-12, with alternating red and black embroidery)

			5-7 blouses (made of material similar to that of the skirts) 2 shawls (red and green or black)

			‘hárászos mejrevaló,’ wool top to be worn over the chest, most girls used to have two, one for weekdays and one for holidays (some had a third made of lace)

			long-sleeved coat (‘bujka’) decorated in beads or embroidered roses

			3-5 ‘muszuj’ (a long, back-hanging, apron-like overskirt, tied in the front; prior to the First World War, each girl had 8-10-15 of these in addition to her fashionable skirts)

			1 linen skirt

			3 cashmere skirts (burgundy, red, and blue)

			6-8 other festival skirts in red, burgundy, green, blue, made of cheaper materials such as cotton 2-5 ribboned aprons

			8-10 large aprons

			3-5 pleated aprons

			3-5 undershirts (military-cut)

			4-6 plain weave underskirts (‘vászonpengyel’) 2-3 ‘párkányos’ or ruffled skirts

			1-2 pairs of Sunday boots (black boots cannot be worn in church) Garments for everyday wear (not for festivals):

			4 headscarves

			1 straw hat

			3-4 blouses

			a long-sleeved jacket (‘bujka’) pullover

			scarf (sometimes) 3-4 skirts

			3-4 aprons

			1 ‘surc’ (apron of another type) boots

			sandals

			Notes taken by Samu Vasas on the composition of a Türe trousseau (unspecified date, probably 1970-1980)

			(Vasas 1993. 45)

			Türe trousseau:

			20 towels (‘kétnyüstös,’ striped)

			10-20 black, red, and blue tablecloths 4 red four-sided tablecloths

			2 bed linens

			3 wall protectors

			3 sofa cushions

			10 ‘négynyüstös’ bags

			10 sheets

			10 saddle/overshoulder bags 2 entirely white funeral sheets 1 set of full-sized bedsheets

			3 ‘csúpos’ ordinary pillowcases (number can’t be determined) 20 ‘kétnyüstös’ towels

			The Inaktelke trousseau in 1994, at the time of the younger daughter’s confirmation, prior to their dividing it between them

			Gifts:

			From the married sister: a tea set for 12

			From the maternal grandmother: a gold chain

			From the paternal grandfather: labour costs for a pair of pleated red boots

			From the maternal great grandfather: money for a burgundy-coloured outfit with stockings and shoes

			From the parents: a set of traditional furniture (only the bed was commissioned specifically for the trousseau, the other pieces having been inherited from the mother) and a set of ‘genteel’ furnishings, including tableware for 6, 6 duvets, a set of crystal wine glasses, 2 porcelain figurines, a coffee set for 6, and painted kitchenware, including 2 buckets, 3 pots, 3 food containers, 2 soup bowls, 2 cups, and a set adorned with flower consisting of 2 large pots, 1 smaller pot, and one spouted pan

			From the maternal great grandmother there remained 5 ‘palinka’ [brandy] glasses

			From the first godmother: 1 cashmere headscarf (yellow ‘keszkenő’), 50 thousand lei, 16 flowers (15 red, 1 white)

			From the second godmother: a vase

			From her father’s friend: 2 6-person burgundy crystal ‘palinka’ sets from Cluj-Napoca

			The traditional furnishings include:

			A cabinet (sifon, on top of which are: two cooking pots, a fruit press, nylon and paper used for setting the table, plastic glasses)

			28 dark-coloured headscarves (used by the mother) 4 cashmere handkerchiefs

			23 cashmere headscarves, szőrkeszkenő, light-coloured

			Holiday wear accessories made for the confirmation event: a collar, an insert, beads, a shoulder ribbon, a ‘fődelt’ vest (‘lájbi’), a white beaded vest, a red and black vest (inherited from her grandmother), an older shoulder ribbon, a black beaded collar, an insert, a black vest, a children’s insert, 2 childhood vests

			In the middle section of the cabinet in drawers:

			Drawer 1: green, pink, white, red, and yellow blouses (lékri’) for confirmation; green, burgundy, and black blouses (‘lékri’) (for use by the mother)

			Drawer 2: a blue blouse (‘lékri’), a black knitted pullover, 4 black silk and jersey pullovers Drawer 3: the ‘junk drawer’ (remnants, ironing pads)

			Left side of the cabinet section:

			a shirt (‘vállfűs’=with decorated shoulders and sleeves)

			‘leeresztő’

			silk dress and ‘fersing’ (skirt) (her mother’s) jersey dress and ‘fersing’ (her mother’s) cashmere ‘fersing,’ black, floral

			older ‘leeresztő’ (for the younger daughter) exam dress (for the younger daughter)

			mourning clothes (for the mother and younger daughter) a long-sleeved jacket (‘bujka’)

			black and brown tops (‘mejjrevaló’)

			long burgundy cashmere vest (‘hosszúlájbi’) long velvet vest (‘hosszúlájbi’)

			11 tablecloths (woven plain weave, red cotton)

			Drawer under the left compartment:

			white and yellow cashmere clothes, red pullover, pink knitted footwear: outgrown children’s clothes

			Right compartment:

			red, white, yellow, and pink confirmation dresses red confirmation skirt (‘fersing’)

			(old) yellow skirt (‘fersing’), nylon dress (the mother’s)

			black cashmere skirt (‘fersing’), black silk dress and skirt (‘fersing’) green skirt (‘fersing’)

			black nylon skirt (‘fersing’)

			white exam dress (for the younger daughter) skirt (the mother’s)

			green jacket (the mother’s) decorated bed sheets

			coat lining wool skirt Bottom drawer:

			flour-carrying cloth long vest (‘hosszúlájbi’)

			‘Kaszten’ (on the top: three large pots):

			5 dark-coloured headscarves 3 crocheted pillow slips

			2 confirmation tablecloths 23 confirmation pillow slips red velvet remnant

			material for yellow and red cashmere skirts and jackets

			Drawer 1: the remnants of decorating materials (store-bought sequins, embroidered ribbons)

			Box 2: documents, letters

			lower drawers: 2 petticoats, 1 ‘pengyel’-type underskirt, 2 white skirts (‘fersing’) (for confirmation and exam), 2 red skirts ‘fersing,’ 2 yellow skirts (‘fersing’)

			middle drawer: head-dress (‘párta’)

			lower drawer: outgrown childhood underskirts, petticoats

			Chest: linens 

			4 sheets

			21 sacks

			10 saddle/overshoulder bags (‘iszák’)

			13 pouches

			29 long scarves

			20 handkerchiefs

			12 tablecloths

			23 pillow slips

			Dish holder, brush and comb holder, wall rack with plates and cups

			Bed (for sleeping):

			straw tick, tick cover, bed sheet (green damask), 2 duvets, 3 pillows. Space used for storage under the bed and behind the sheet: bags, a scale, baskets, a vacuum cleaner, outgrown clothes, boxes

			Between the two beds, the red pleated boots

			Show bed: straw tick, sheet (‘cérnalepedő’), 2 duvets, 11 pillows (9 woven slips, 2 filet lace), hung on one corner of the bed, a green skirt (‘fersing’). In front of the bed, a bench, a wedding host’s stick (‘vőfipálca’) on the bench in the corner, under the window, another bench, a mirror on the wall next to the cabinet in the corner, a scarf rack, 2 chairs, and a table

			‘Genteel’ furniture:

			2 wardrobes, a glass-doored wardrobe, a bed, 2 armchairs, a small table, a large table, 4 chairs, bed linens, a TV table

			In the bed linen holder: 2 sets of bed linens (both embroidered, one store-bought, the other embroidered in Jegenye, white and lace-decorated), 4 damask tablecloths

			2 sets of Persian bed linens, an armchair, and a tablecloth from the Bánffyhunyad market 2 sets of carpets

			2 sets of curtains

			2 sheets for the front of the show bed (decorative sheets)

			Contents of cabinets: 2 regular tablecloths, bed sheets, a small Persian rug, a wall hanging; on the top shelf: 7 decorative cloths (szedettes patterned weave, lace), 1 tablecloth

			The Inaktelke trousseau in 2006

			Furniture:

			a chest

			2 wardrobes (sifon and kaszten) 2 benches

			a curtain rod a table

			2 chairs a mirror

			a scarf rack

			2 beds (one for sleeping and one for show) a dish rack

			a plate rack

			Textiles:

			5 saddle/overshoulder bags (‘iszák’),one of them of the type known as a ‘perechordó átalvető’

			9 pouches (mixed old and new) 14 bags

			1 straw tick

			3 plain weave sacks: a rolling pin holder, a comb holder, and a brush holder

			6 kitchen towels

			10 towels

			7 decorative scarves

			10 tablecloths

			3 decorative sheets

			37 pillow slips

			1 decorated tick cover (full-sized) 7 decorated sheets

			1 duvet cover

			3 quilts curtains

			4 wall hangings

			1 carpet

			Utensils:

			8 stoneware plates

			6 porcelain mugs a porcelain bowl 4 porcelain plates

			3 soup bowls

			2 cups

			7 pots

			a cooking pot a pitcher

			a serving dish a bucket

			a 3-piece food container set
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			Memory and Material Culture: 

			The ‘Story Cloths’ of Hmong Refugees

			GÁBOR WILHELM

			The Hmong (Miao, Meo) are one of the characteristic “mountain peoples” of Southeast Asia. Their core territories lie in the south of China but over the centuries they spread out from here towards the south-west and south-east, into Laos, Thailand and Vietnam. Their distinctive, colourful costume, their language, kinship system and customs always distinguish them from their environment. Their way of life has long been based on slash-and-burn cultivation of mountainous regions and the constant migration closely associated with this. During the Vietnam war – because they supported the Americans – many Hmong had to leave their birthplaces in Laos and Vietnam. Many went to Thailand and later moved to the US where they settled. For centuries the dress of Hmong women has reflected the skills and motifs of its makers. One of its most recent variants, the embroidered “story-telling” wall hanging is a special way of remembering the recent past, the way of life and traditions they have been forced to abandon. This genre and style arose in the refugee camps in Thailand and Laos immediately after the Vietnam war. These “story cloths” became a form of communication with the outside world.

			The study seeks to better understand a concrete cloth from the collections of the Museum of Ethnography through a careful examination of the cultural and geopolitical backdrop over which it was made.

			This study aims to discuss the broader context behind a decorative Hmong wall-hanging,418 placing the piece within that historical process by which, beginning in 1975 (following substantial periods of migration), certain Hmong groups were forced to enter refugee camps, where they came into contact with certain unavoidable aspects of the modern world. In the process, I will also try to map out that dynamically changing, yet internally directed world to which both the makers of the hanging, and its themes cling so tightly.419 To do this will first require a brief review of the Hmong’s wanderings, so that we may place the narratives, scenes, motifs, and techniques visible on the hanging within the Hmong’s past and present worlds, after which the study will discuss the background and history of the birth of this relatively new genre.

			The themes visible on Hmong ‘story cloths’ fall into three major groups. The first deals with elements of the traditional Hmong lifestyle, the second with scenes from Hmong mythology, and the third with the sufferings endured by the Hmong people during the second half of the 20th century. The tapestry from which the current discussion stems belongs to the third category. 

			When people first encounter the Hmong – and more particularly, Hmong women – in Southeast Asia, the spectacle that makes the deepest impression is generally that of their attire. Though striking modes of dress are not wholly uncommon in the region, as various mountain peoples are known to wear conspicuously colourful costumes both on ordinary days, and on special occasions, still, the embroidered, batiked ornamentation of the Hmong jewellery, skirts, and other garments are considerably more lavish and distinct than those of other groups. Moreover, the dress of a particular Hmong woman goes far toward revealing what geographic region she comes from, what dialect she speaks, and what larger kinship group she belongs to. The Hmong (Mong, Miao, Meo) are one of the very distinctive ‘mountain peoples’ of Southeast Asia, whose unusual clothing, language, religion, traditions, and sys-tem of kinship set them well apart, wherever they happen to be, from their environment.420 The Hmong lifestyle has long been based on highland slash-and-burn agriculture and the perpetual migrations with which that method is so closely associated. Their core territories lie in the southern and south-western parts of China, where their numbers currently approach some seven million (making them one of the most populous ethnic minorities in the country). In recent centuries, however, a significant number of Hmong have migrated outward from this core area – in most cases in flight from the current central government – reaching distances sometimes as much as thousands of miles to the south and south-west. As a result of these itinerant – and more recently, migratory – processes, the number of Hmong living outside China’s border currently tallies in the hundreds of thousands. The largest population (around 350 thousand people) lives in northern Vietnam, with about 250 thousand in Laos and another 100 thousand in northern Thailand. In recent decades, approximately 100 thousand Hmong have even migrated to North America and Australia (Duffy Et Al. 2004; Tapp–Lee, Eds. 2010).

			Most Hmong live in the Chinese provinces of Guangzhou and Hunan, though in the past few centuries, many groups have also migrated to Chinese Yunnan, Laos, Vietnam, and Thailand, and, more recently, to the U.S., Canada, Australia, and Europe. Their tonemerich monosyllabic language is sometimes classified as Sino-Tibetan, and sometimes as Tai-Kadai. That Hmong migration is a relatively recent phenomenon is indicated in that speakers of any two Hmongic languages can still more or less understand one another. 

			The culture and identity of the Hmong is best understood in terms of two different underlying contexts, that is, the narrower geographic context of the mountainous regions of Southeast Asia (the lands occupied by highland-dwelling groups), and the broader context of the outside world and the Hmong’s relationships with non-highland peoples.

			The South East Asian context 

			In the course of the 20th century, the mountainous areas in the region where the borders of China, Burma, Laos, and Thailand coincide were the subject of momentous processes, in which large groups of people from the north-western and north-eastern parts of the territory left their former lands, migrating for the most part to the dense and, at the time, sparsely inhabited, mountainous rainforests of northern Thailand, Laos, and Vietnam. Seeking political independence and/or good land for farming, these ‘hill’ peoples subsisted by producing dry (upland) rice and poppies in varying proportions using the technique known as swiddening, or ‘slash-and-burn’ agriculture (Tapp 1989). In fact, the spread of poppies as an agricultural crop is largely attributed to the Hmong influence. Although this wave of migration was preceded by an earlier one, the population distribution today indicates that the process cannot have begun any earlier than about two hundred years ago. Peoples taking part in the migration gave all forms of central authority a wide berth as they looked for ever newer lands to till and, on occasion, markets for their crops. For the Hmong, who were the last group to arrive at the newly discovered locations, the objectives of political liberty and new markets were of paramount importance. More than their neighbours, their livelihoods relied on trade and poppy farming, activities for which they were considered more affluent than others in the region. 

			The late 20th century, however, witnessed a growing unrest among the peoples in the south of this territory, partly on account of steep population growth and a consequent shortage of land, and partly due to an influx of Thai, Lao, and Vietnamese groups to the lower areas of the region as part of the ongoing sweep of modernisation. Although these latter groups tended to cultivate rice on the irrigated model, because of a perpetually accelerating decline in land suitable for paddy cultivation, more than one switched to slash-and-burn dry rice production, as well, pressing the ‘hill tribes’ ever higher in the process. In this situation, the Hmong were at an advantage, as they had lived and worked at the highest elevations to begin with, and to them, the encroachment of other groups meant merely that the market for their products had both expanded, and moved closer. 

			The relationship between the highland and lowland peoples of Southeast Asia during the 19th and 20th centuries was both extraordinarily diverse, and extraordinarily dynamic. For one thing, numerous distinguishing features of the lifestyles found here depended on and varied according to what place the specific group occupied within the social system, that is, what position offered them the greatest advantage. The character of virtually every aspect – and means – of living life in the area could change as the result of any given decision or shift in local economic circumstances. At the same time, such change was rarely final or unidirectional. From the end of the 19th century until the end of the 20th, the Hmong found themselves in a unique position within the region, a situation for which the factor of poppy farming was in no small measure responsible.

			Rice Growers

			For the peoples of the Southeast Asian highlands, as with other societies of the region, rice is a primary source of nutrition. Although some local groups – in particular the lowland-dwelling Tai, Karenni, and Isan – are more or less self-sufficient, those living at higher altitudes (the ‘hill tribes’), frequently produce a second, commercial crop, such as poppies or – more recently – chili peppers, tobacco, coffee, tea, or fruit, a practice that enables them to purchase rice in times of low crop yield. In general, rice produced in the area falls into two major categories: that grown on an irrigated model and that grown using the slash-and-burn technique (Lewis 1984; Davis 1990).

			Slash-and-burn agriculture – a technique involving cutting down, drying, and burning virtually all vegetation grown in an area to be cultivated, then carving furrows into the ashcovered soil with planting sticks and seeding them with grains of the crop to be produced – though without a doubt the primary method applied to rice production by mountain peoples, is by no means the only option employed. In the cyclic version of this model of cultivation, individual tracts of land are used for only a very short time (in general just one or two years), after which they are left fallow for a somewhat longer period (10 to 12 years) as new plots are selected for clearing. This does not, however, mean that a group’s settlement itself is moved – some villages utilising this particular method have been known to stand for as long as a century, such that it is the land lying about the village perimeter that is cycled. The lowland Karenni and Lua people, for example, pursue a form of agriculture on the cyclic model.

			Hill peoples who arrived to the territory later (e.g. the AKHA, LAHU, LISU, HMONG, and IU MIEN), however, cultivate dry rice using not a cyclic, but a migratory system, while the Isan and Tai peoples of Northern Thailand, though pursuing a cyclic slash-and-burn technique, leave lands fallow for shorter periods (six or seven years) and, in some cases, rotate the crops under cultivation at any given time. 

			For their part, the Akha, Lahu, Lisu, and Hmong, along with their kindred, the Iu Mien (Yao) – groups that arrived in Laos and northern Thailand in the course of the 20th century – all cultivate dry rice in a non-cyclic system that is dynamically dependent on changing proportions of poppies (and derivative opium) produced. The three primary crops favoured by these peoples are rice, corn, and poppies, of which rice is sown over a separate tract of land (at an elevation of less than one thousand metres above sea level), while poppies, which grow best in cold, moist, acidic, nutrientrich soil, are sown together with corn at higher elevations. This latter mode of cultivation is typified by longterm utilisation of arable land, coupled with lengthy periods where the land is left fallow. The clearing of the land that necessarily precedes rice cultivation is done with axes and machetes beginning midway through the dry season (in January or February). The piles of vegetation are then left where cut until around the end of the dry season (i.e. until May), when they are burned. Rice sowing begins immediately after the corn has been planted at the onset of the wet season, with poppies planted on the heels of the latter crop’s harvest. Because poppies are grown at higher elevations having fertile volcanic soil, the poppy fields remain viable for extensive periods, though over time increased and increasingly intensive preparation, deep hoeing, and annual weeding and/or burn-off are required to maintain production levels. At the end of the rainy season (in November or December), the rice is finally harvested, followed two months later by the poppies. The enormous demands non-cyclic slash-and-burn agriculture places on the soil prevent any regeneration of the original tree cover once the land is abandoned, resulting in a process known as savannisation. Because such land can no longer be cultivated, populations engaged in the production of rice and poppies are frequently forced to seek new territories to farm. Soil conditions are further degraded where a group engages in poppy farming on an intensive model, resulting in even more frequent migrations. Populations of this type will begin moving at the very first signs of soil exhaustion, while on occasion, an independent household will even leave a given village for distant lands, where they join other migrating families to form new villages.

			‘Tribes’ and ‘Peasants’

			Ethnic groups occupying the inland areas of Southeast Asia can be divided into two different categories – the highland (‘hill’) and lowland peoples (Davies 1990; Lewis 1984) – which, though having certain cultural features in common (e.g. work implements, home architecture, kinship systems, and mythology), differ from each other in several key respects. In general, the highland groups are described as those which, having arrived in the area relatively recently (within the past century or two) from the north or north-east, pursue slash-and-burn rice and poppy cultivation; live in small, mobile villages that represent their largest unit of social organisation; dwell far from all central authorities; move frequently and over long distances; are animists; boast no system of writing; and construct their villages at the higher elevations within the mountainous regions they occupy. Lowland groups, by contrast, having arrived in the area from the south and west (in some cases as many as several hundred years ago), produce rice according to the terraced, irrigated model; do not grow poppies; live in larger, more permanent villages that fall under the overarching state administration; follow any one of a number of larger religions; possess their own systems of writing; and occupy river valleys and other lowland areas.

			In truth, of course, the situation is not only far more nuanced than this simple duality suggests, but is also perpetually changing. It is rare, for example, that one method of cultivation is chosen over the other for reasons of natural environment alone, nor can either be associated exclusively with specific ethnic groups. Rather, the choice of a given people – or even village – is generally founded upon the simultaneous consideration of a large number of criteria, and indeed, many ‘hill’ people prefer (or would prefer) the irrigated method where possible. Certainly, the number of Akha, Lahu, and Karenni villages that cultivate terraced lands is not negligible, though among the Hmong, this almost never happens, primarily due to the importance the last group places on poppy production. Most of these groups are, in any case, little able to assert their interests in the face of the more vigorously expanding waves of peoples from the south. One observation that does hold is that groups that grow row-planted crops (poppies or otherwise) are considerably less likely to favour the production of rice on the irrigated model, while at the same time, some southern (typically lowland) groups turn to dry rice production out of necessity, mostly due to overpopulation.

			The question of religion among the highlanders, like that of agriculture, is also far from straightforward. Though most groups believe in some form of animism, in some areas, dogmatic religions – both Buddhism and Protestantism, the latter as a result of the work of missionaries – have exerted some influence and spread over time. Among the Hmong, animists represent as much as ninety percent of the population, a uniquely high figure for the mountain peoples. One principal reason for the Hmong’s steadfastness in terms of their traditional religion is their belief that the dead may only be guided to the otherworld with the assistance of a shaman, and that the adoption of a foreign religion would make this either difficult, or impossible.

			‘Poppy Farmers’

			The size and mobility of a Southeast Asian village or household depend largely on the types of crops it produces and the proportion of each. Although a range of crops are grown in the region, including row-planted species, spices, and tea, the most important product is poppies (and the opium derived from them). In this regard, the Hmong occupy a special place among the peoples of Southeast Asia and have done so for at least a hundred and fifty years (Lewis 1984). 

			Because in Southeast Asia, poppies can only be grown at very high altitudes and only with a significant investment of labour, and because poppy farming depletes soil fertility rather quickly, the households that perform this activity – most of them Hmong – are necessarily large, mobile, and perpetually in search of virgin forestlands. As a consequence, the villages to which these households belong are nearly always casual associations of changing composition (Cooper 1998). Poppy producers additionally have a near continuous need for wage labourers, whom they generally find among members of the lowland populations, as well as for markets for their products. For this reason, poppy farming populations cannot migrate very far from lowland areas. However, the instant a given population switches to irrigated rice cultivation or any other horticultural pursuit, whether by internal decision or as a result of some governmental mandate or ban (different states have enacted such measures at various times in the past), its villages, too, will become more permanent and its houses will migrate to lower altitudes.

			The Peculiar Situation of the Hmong 

			At the foundation of Hmong society are two key elements of its culture, namely, its system of kinship and its animistic religion. The former is based on a patrilineal clan structure maintained through patrilateral marriage, such that each clan is composed of the descendants of a single individual (Tapp 2002). A given clan is headed by its eldest living member, who plays a special and important role in the life of the group. The practice of marrying exogamously ensures that a network of interclan relationships is also maintained. Each of the clans – some twelve to twenty in all – is made up of a number of further branches. The Hmong keep track of their ancestors considerably less thoroughly than do many of their neighbours (e.g. the AKHA), noting kinship information no farther back than four or five generations. As a result, the notion of a branch corresponds roughly to that of living extended family. Thus, among the Hmong, family branches are more numerous, yet smaller and more restricted in scope than is the case among neighbouring peoples. For the Hmong, the clan bears more significance than other associations, such as ‘village’ or ‘region’. Given the Hmong’s clan structure, means of sustenance, and frequent migrations, villages are temporary and unstructured, consisting of just a few clusters of frequently changing houses, and are substantially less important than they are to neighbouring peoples. Though inhabitants are generally related to each other, i.e. all belong to the same clan, this is rather by happenstance than by rule. The Hmong dwelling serves as a home both to those living inside, and, simultaneously, to the family’s protective spirit, to which an altar is erected for the purposes of regular sacrifice along the wall opposite the entrance.

			The other standout feature of the Hmong world is its religion, whose animistic beliefs mandate a constant and close relationship with the realm of the spirits (Nompus Thao 1993; Symonds 2004). For the Hmong, because the spirits inhabit every minute detail of the universe, relations with them must be continuously maintained and controlled, a task that falls to the responsibility of shamans. The virtue the Hmong value most in others is attention to balance, whether it be with regard to the living, the dead, or the spirits that inhabit their environment. 

			The first Hmong settlements were likely found in Central-Western China, though as early as several centuries ago, the growth and spread of Chinese populations, coupled with taxation by the central authority there, began forcing a gradual creep southward, first to the areas of China that are dotted with low mountains, followed in the 19th century by the regions that fall between the northern flatlands of Southeast Asia (in Laos and Vietnam). Also contributing to this process was the outcome of the opium war, which witnessed the bulk of poppy production fall to the Hmong. The silver they received for their crops post-war laid the foundations for what was to become an extraordinarily rich and varied jewellery culture.

			At the close of the 19th century, Indochina came under the authority of France, whose powers over it included that of taxation. As a result, the period that followed witnessed several waves of resistance on the part of the Hmong, whose uprisings and struggles eventually met with success. From the 1920s through the 1940s, the French left the Hmong to live in their mountain villages in relative peace (DONNELLY 1994).

			The mid-20th-century history of the Hmong people, on the other hand, is one of alliances with outsiders, beginning with the Japanese and French. As the U.S. became embroiled in Vietnam, the Hmong then aided the American troops in the armed struggle against the communists of North Vietnam and Laos. When the war reached its conclusion, the Hmong were left to fend for themselves, and while some in the region sought refuge in the jungle and others fell victim to persecution, many (beginning in 1975) left the territory of their oppressors and migrated to Thailand (DONNELLY 1994).

			Those who reached the border attempted to cross the Mekong River. The torturous circumstances of the long road and difficult crossing frequently appear among the subject matter of their ‘story-telling’ wall hangings. By some estimations, only about half of all Hmong who took to the road in this way survived to tell the tale.

			Of the total population of the more than twenty refugee camps operating in Thailand from the 1970s through the 1990s, more than half were Hmong. Not wishing to settle these people domestically, the Thai government strove to either send them back to Laos, or relocate them to a third country (in most cases the United States).
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			Illustration 1. Embroidered table cloth, geometric pattern. Hmong, Laos, 1990’s, Museum of Ethnography; 2012.51.12012.51.1. Photograph by Eszter Kerék

			Hmong Textiles and Clothing 

			In both Hmong material culture, and the Hmong world in general, textiles (paj ntaub) –primarily in the form of clothing – occupy a position of distinction.421 (Illustration 1.)Their elaborate ornamentation, as a form of visual language, has served as one of the most important embodiments of Hmong identity, while also indicating the wearer’s social position and kinship ties in a manner that for centuries has bound families and groups together. In addition, as vehicles of the Hmong’s animistic religion, they offer protection from evil spirits in the course of rituals associated with calendar holidays, healing, births, and deaths. The decorated textiles embody Hmong independence in the mundane, celebratory, and spiritual worlds alike, at the same time depicting the broader realm in which the Hmong continually strive to extend their status as an autonomous people. The repertoire of Hmong decorative motifs – and, by extension, of Hmong textiles as their exclusive vehicle – occupy a special place in the group’s mythology. All Southeast Asian highland peoples know and preserve stories revealing how they once had their own systems of writing. Such myths fundamentally describe a system of relationships in which highland and lowland peoples, i.e. ‘tribes’ and ‘nations,’ determined their place in the region with reference to each other, before going on to explain how this great asset was lost. In Hmong mythology, it was the Chinese who banned their writing, after which the Hmong women preserved the language in the folds of their skirts (Craig 2010. 5). Perhaps it is precisely this elegant tradition that makes the sudden appearance in the 1980s of the Hmong ‘story cloths’ with their unusual, innovative mode of visual representation such an exciting phenomenon.

			The Hmong folk costume fills a trifold role in the group’s culture. First, it identifies the wearer both as an individual, and as a member of a given gender, clan, region, and linguistic dialect. Secondly, it indicates family financial status for the purposes of various festivals and rituals, with particular reference to the celebration of the New Year. Thirdly, it confers protection from evil spirits, while also assisting the soul of the deceased in finding its way to the land OF the ancestors (Symonds 2004). Ideally, these observations should apply to men’s and women’s wear alike; in reality, however, the men’s costume has shed several of these functions in recent decades. Among Hmong men today, the common attitude is to attribute little significance to the wearing of the traditional costume, whether on a daily basis, or even on special occasions (Craig 2010. 22). By contrast, the women’s costume continues to define Hmong women and girls, including in the eyes of Hmong men. When choosing a wife, for example, available women are evaluated fundamentally on the criterion of their traditional dress and the extravagance of its decoration.

			Though a traditional Hmong outfit always consists of the same basic set of garments, the colours, motifs, and decorative techniques employed – most of which are named for some peculiarity of female dress – differ from group to group. Women’s outfits are assembled from two basic sources: the extraordinarily lavish jewellery comes from a woman’s dowry as a means of putting her family’s wealth on public display; the rest represents the handiwork of the women and girls themselves. Traditionally, all pieces in the set are made at home, which is why they are thought to reflect the family’s industriousness and affluence. Because a single embroidered skirt and coat may take up to six months to produce, women are perpetually engaged in needlework in their spare time. The most valuable embroidered outfit they make is that worn for the New Year’s, wedding, and childbirth celebrations. With the exception of their silver jewellery, which may weigh up to twenty kilograms, every article of dress is made by the women themselves. Although at present, some of the fabric and embroidery thread is purchased commercially, in many places, all weaving, spinning, batiking, indigo dyeing, embroidery, and appliqué needlework is still done by hand. While a woman may create numerous different garments before the time of her wedding, afterwards, these remain the property of the family. Young girls learn to execute a chain stitch and begin practicing the associated embroidery technique at the age of five, then move to mastering increasingly difficult skills, including weaving, appliqué, satin stitch, batiking, and indigo dyeing. A given girl’s knowledge and handiness in these pursuits, along with the diligence with which she applies herself to them, are a primary consideration in her assessment as a potential wife. The magnificently adorned Hmong festival outfit known as the paj ntaub, or ‘floral dress,’ consists of the following individual garments: a patterned-weave knee-length skirt – indigodyed, batiked, and gathered at the waist – featuring a dozen or so different embroidery techniques and appliqué work; a long, narrow apron; a jacket; a profusion of silver jewellery; and, depending on the specific region of origin, some variety of turban or headdress. Individual embellishments on these pieces form part of a complex system of decoration that includes both venerated traditional motifs that are embroidered or appliquéd onto the more valuable garments, and more ordinary ones that adorn various pieces of everyday wear. In each case, the specific nature of the motifs additionally communicates the narrower groups to which their wearers and makers belong.

			The garment for which the Hmong folk costume is most famous is its ‘hundred-fold’ knee-length pleated skirt, of which 130 different variants in different colours and patterns for different dialect groups are known, though within these distinctive patterns and structures, individual families and craftswomen enjoy considerable latitude. The skirt generally reaches to the knee, though some groups produce variants that are much shorter or longer. Traditionally cut from handwoven cotton plain weave cloth (today, storebought synthetics are increasingly used), the skirt is universally embroidered in rich detail and, frequently (typically among the ‘green’ Hmong), batiked and indigodyed, as well. The skirt is encircled at the waist by a belt sewn from silk and decorated with multiple forms of embroidery. With some Hmong groups, women celebrate festival occasions wearing all of their skirts at once in further display of their affluence and industry.

			Adorned with chain-stitch, satin-stitch, and cross-stitch embroidery, the nearly floor-length apron is strikingly narrow so as not to cover the decorative skirt. Most Hmong motifs are geometric in nature, though occasionally, highly stylised figurative elements are also used. The embroidered decorations depict mythical or historical events, or fulfil the purpose of protecting the wearer from the denizens of the spirit world. This traditional role has undergone a degree of evolution or expansion over the past few decades, a process that is most apparent among the inhabitants of refugee camps (Donnelly 1994). While before, it was the internal differences between costumes – i.e. the differences between families and individual craftswomen – that dominated what the garments sought to express, at present, it is rather the differences between traditional Hmong wear as a whole and the clothing of outsiders. As a result, what was formerly purely tradition has become a question of deliberate choice (Dudley 2010. 101 in relation to the Karenni refugees in Thailand).

			The Hmong ‘story cloth’

			Made for the benefit of ‘the new homeland,’ refugee camp visitors, and relatives who have departed for foreign lands, embroidered Hmong ‘story cloths’ (paj ntaub tib neeg) represent a means of preserving their makers’ memories of former traditions and an abandoned lifestyle (Hassel 1984). In the absence of any system of writing, oral tradition was once the only way for the Hmong in refugee camps in Thailand and Laos to pass on what they remembered of their past. (Illustrations 2–6.) Because of the ever-present fear, however, that once the elderly among them passed, there would be no one left to assure their stories’ preservation, at some point, they began representing these stories artistically (Macdowell 1991). The genre and associated style that first developed in the refugee camps differs from earlier Hmong textiles in all but technique of manufacture. Initially, they served the needs of the group, as Hmong men produced drawings of scenes deemed important from the point of view of community memory and the women embroidered them. Later, the cloths evolved into a form of communication with the outside world, as well, given that in the refugee camps, the sale of textiles to tourists represented the Hmong’s only source of income. In the course of this evolution, the former preference for vivid colours softened to suit the tastes of their new environment, and at the same time, the embroidery techniques employed grew considerably less intricate than those typical of Hmong women’s wear. Tapestries of this type were frequently sent to relatives who had emigrated to other countries – primarily the United States – where they were again viewed as a means of preserving memory. Hmong women living in the United States then developed them further to incorporate the quilting techniques of American artisans.
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			Illustration 2. Story cloth. Hmong, Laos, 1990’s, Museum of Ethnography; 2012.51.2. Photograph by Eszter Kerék
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			Illustration 3. Story cloth, detail (men and women with back baskets). Hmong, Laos, 1990’s, Museum of Ethnography; 2012.51.2. Photograph by Eszter Kerék
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			Illustration 4. Story cloth, detail (grinding rice). Hmong, Laos, 1990’s, Museum of Ethnography; 2012.51.2. Photograph by Eszter Kerék
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			Illustration 5. Story cloth, detail (threshing and winnowing rice). Hmong, Laos, 1990’s, Museum of Ethnography; 2012.51.2. Photograph by Eszter Kerék
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			Illustration 6. Story cloth, detail (crushing rice grains). Hmong, Laos, 1990’s Museum of Ethnography; 2012.51.2. Photograph by Eszter Kerék

			Though the ‘story cloth’ genre emerged primarily among the Hmong, there are presently numerous women in Lao villages who produce similar items. These, of course, differ from their Hmong counterparts chiefly in terms of their thematic elements, as they depict scenes typical of the Lao people’s own village life. 

			Both Hmong clothing (as noted above in relation to Hmong attire), and the motifs applied to it formed parts of a visual language whose complex symbolism was understood by Hmong groups living at great distances from one another, one that emphatically communicated such important information as ethnic identity and kinship ties. In addition, such motifs fulfilled numerous ritual functions, e.g. in protecting newborn babies and newlywed couples from evil spirits. The visual language created by the Hmong living in refugee camps, for its part, was more universal in its structure than the exclusively abstract patterns used for the former purpose, its emergence deriving momentum in no small part from the new set of relationships such groups were required to navigate – to them, an entirely new world. Throughout their history, the Hmong had striven to remain free and independent, maintaining only such relations with the outside world as were absolutely necessary to survive. Their status as refugees represented a radical departure from this in that it forced them to forge relationships beyond the confines of their group, a circumstance to which the visual language of their decorative arts, too, soon adjusted.

			The Hmong story cloth, therefore, represents a continuation of traditional Hmong art in terms of technique, but something entirely new in terms of its themes and forms of visual communication. Its embroidered naturalistic scenes of life arrange themselves into a continuum of interrelated details that communicate virtually every aspect of the traditional day-to-day life of the former highland people in a manner reminiscent of a modern-day graphic novel. 

			The complex abstract motifs of times past, for their part, lived on in the clothing the Hmong produced for themselves, so that the two strains of visual language coexisted in parallel, each intended for its own separate audience. Yet there, too, a certain transformation had begun to take place, as the formerly purely symbolic patterns gradually morphed into more identifiably pictorial ones. While Hmong textiles had doubtlessly been influenced for centuries by the universe of Chinese motifs and the Hmong themselves consider their most valuable patterns to have originated from China, from the 1950s onward certain outside influences began to appear within this cultural domain, as it was during this period that the first tourists from Southeast Asia began to arrive and, in many cases, to purchase the group’s textiles. The articles sold for this purpose were of the traditional abstract patterns, but a form that the Hmong applied among themselves to objects for gift or barter. True change came only later, in the 1970s, when the Hmong lifestyle underwent dramatic change and a previously unknown visual language began to appear.

			For the Hmong, whose villages and farms had always claimed the highest of the territories populated by Southeast Asian highland peoples, home was a mountainscape. Accordingly, the scenes depicted by the wall hanging this study is intended to contextualise. are arranged along the course of a long, left-and-right-winding mountain path, each one capturing an important element of the highland lifestyle, from rice production and processing to the cutting and collecting of bamboo to the ins and outs of animal husbandry: some fifty scenes in all.

			Though the background colours of Hmong wall hangings vary, most depict their embroidered characters, tools, and environments over a foundation of blue, green, or brown. The theme of each tapestry is a sort of translation of Hmong oral tradition into the visual language of the group’s textiles, such that no scene is ever repeated, i.e. no individual craftswoman ever embroiders the same scene twice. The genre of the ‘story cloth’ clearly arose during the time the Hmong spent in refugee camps in Laos and Thailand, and though the history that preceded this period has already been discussed above, still, certain questions remain. There is no doubt whatsoever that, among the Hmong, from the first step to the last, the production of textiles has always been women’s work. Though men understood the symbols and abstract language employed in their making, they never took any actual part in the process. The embroidered patterns on textiles intended for tourists were designed accordingly – by women. In the sale of the textiles, however – in accordance with tradition – it was the men who played the key role. Yet in the creation of the ‘story cloths,’ men, it turned out, were, to a certain extent, process initiators, drawing their scenes and stories on paper before transferring them to the textiles. As noted above, this occurred when the culture had reached a critical point in its history – a time when the loss of the group’s traditional lifestyle and jealously guarded freedom seemed most in peril. In all likelihood, amidst this dramatic change and fear of loss of liberty, the Hmong men found oral tradition, combined with the abstract visual language that was the purview of women, inadequate to the task of cultural transmission and so sought something both more tangible and permanent, and, for their purposes, more manageable. Coupled with this desire was the manner in which the Hmong world was necessarily changing and expanding, bringing the group into closer and more permanent contact with other peoples. For his part, Erik COHEN (2000. 136) theorises that the above transformation of the Hmong visual language into something more stratified relates closely to the encounter between the Hmong and the profusion of Lao, Thai, and Western printed materials present in the refugee camps, media they would never have experienced to such a degree before. According to Cohen, the media influence can be discerned in both the forms and content of the new types of motifs the Hmong began to produce. It may be observed, for example, that some of the scenes depicted on Hmong ‘story cloths’ feature signatures in the Hmong language, written using the Lao or (more rarely) Latin alphabet, making them appear strikingly similar to graphic novels.

			Although it is undeniable that as refugees, the Hmong came (and still come) into contact with picture books and periodicals, this circumstance would, in and of itself, be inadequate for the formation of this particular new genre and visual language (Craig 2010. 9). The emergence of the ‘story’ tapestries depended fundamentally on the initiative of Hmong men to attempt to preserve the later milestones of their fateful history and, in doing so, to look back upon their former lifestyle and re-evaluate their own mythology. A determinative element in this process was a desire to communicate to the outside world. As in the refugee camps, the menfolk had little else to do and, additionally, had a burning need for money with which to maintain their families, they found themselves all but forced to produce goods for the benefit of tourists. Only through the new genre, however, could they participate in such activities. At the same time, Hmong women were accorded the role in this process not of key players, but of mere labourers in the realisation of preconceptualised works. It may also be observed that today, the Hmong do not use the finished ‘story cloths’ in their own homes, but – it would seem – make them exclusively for tourists (Craig 2010. 47).

			To get to the bottom of how the Hmong ‘story cloths’ developed, it is worth taking into account – among other things – where the new genre emerged and where and to what extent such textiles are produced today. The point upon which the professional literature agrees is that these tapestries were first crafted by the Hmong inhabitants of Lao and Thai refugee camps. Neither the tapestries, nor the visual language they employ are known to have originated with the Hmong living in China. The genre is also widespread among the Hmong of the United States, with numerous families there producing such pieces for sale, though the number has been falling over the past fifteen or so years (Craig 2010). Currently, ‘story cloths’ are found primarily in Laos, with many sold in areas frequented by tourists. In Hmong villages situated close to these areas, tapestries continue to be drawn and embroidered even today; yet in areas far from tourist hubs, the genre is absent. It should perhaps also be noted that today, Lao villagers, too, create pieces of this type, i.e. tapestries depicting scenes of Lao village life arranged according to precisely the same structure and employing the same tools and methods. Although – given that the Hmong tapestry-making palette is considerably broader than is that of the Lao, while at the same time, the techniques involved are better traceable to traditional Hmong antecedents – these are likely to have been produced on the Hmong model rather than the other way around, still, the scenes dating to the 1950s visible among the glass mosaics of the Buddhist temple in Luang Prabang display a close relationship to similar works of the Hmong (Craig 2010. 32).

			The academic work necessary to answer these questions is still in its nascent stage; yet what is clear at present is that objects like the ‘story cloth’ invoke an incredibly complex range of contexts, where the attempt is made to understand them.
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			WINDOW: A Pathway through the Permanent

			Exhibition

			Traditional Culture of the Hungarians

			ZSÓFIA FRAZON–MÓNIKA LACKNER

			The Museum of Ethnography’s permanent exhibition Traditional Culture of the Hungarians has been the institution’s most sought-out attraction since its inauguration in 1991. Yet no permanent exhibition can live on without periodic rejuvenation, and the now quarter-century-old Traditional Culture is certainly no exception. WINDOW is a project that seeks to bring new life to the exhibition by creating a pathway through its displays that communicates – if in somewhat fragmented form – some of the latest findings and approaches in ethnography. The aim of the project has been to illuminate both contemporary scientific approaches, and, at the same time, the evolution of some of the exhibition’s key themes by adding and spotlighting just a few salient pieces from the museum’s other collections without recourse to rearrangement or disassembly of the existing material. In this way, a new point of view is offered that permits visitors to see both the collection, and the museum in a different light. These new readings broaden the physical and temporal scope of the original exhibition, while also opening up the opportunity for new interpretation. As the project’s title suggests, the metaphor employed is that of a window, symbolising the visitor’s ability to see into an object or thematic area that might otherwise appear closed. 

			Inaugurated under the direction of Attila Selmeczi-Kovács in 1991, Traditional Culture of the Hungarians represented a team undertaking on the part of the Museum of Ethnography’s entire staff.422 Its 25-year-old collection is still the most sought-out at the institution, in large part because it correlates strongly to various public school curricula. Despite this, it is evident that the exhibition is in need of both physical restoration, and rejuvenation of form and content. To fill the exhibition’s current 900-square-meter space with an international-standard installation, however, would require a mechanical and structural remodelling of the entire first floor of the building, a measure that would exceed the institution’s current funding capacity. The museum is moreover in the process of relocating to a new building as part of Budapest’s ongoing Liget Project, suggesting that the design of any new exhibition should be tailored to the new location, rather than the space at Kossuth tér. What, then, should the museum do in order to avoid dismantling its permanent collection, while continuing to honour its legacy, accommodate the expectations of visitors, and meet the needs of museum conservation staff, all without recourse to additional funding?The solution upon which staff eventually settled is one that might be seen as a supplement, annotation, or ‘hack,’423 but which staff have preferred comparing to the opening of a window. The discussion to follow explores the thinking that went into the project, the concept that came before it, and the most significant precepts and assertions that characterise it upon completion.

			The permanent exhibition in museum history 

			It is not unusual in Hungary for a permanent exhibition to age with the space it inhabits, lingering on in a state of suspended animation as its institution expresses each new idea to come along through the medium of temporary events. Why is this the case? 

			Permanent exhibitions are the ‘big consumers’ of the museum universe in terms of both work invested, and material resources consumed. A permanent exhibition permits the institution to showcase its collection and present new research findings in a grandiose way: big stories, meaningful connections, and exciting new acquisitions all meet in the space the museum allocates for this purpose. The meanings the exhibition is designed to convey are not necessarily rooted in any claim to currency, but rather in how they contribute to the overarching images and themes that form the context of the museum as a whole. In Hungary today, the permanent exhibition genre is understood in terms of extended periods of time and stagnant content, even where a given exhibition is new, as ideally, renovation planning should begin at opening, allowing the institution to keep pace with the inevitable obsolescence of content, changes in methodology, and aging of the physical space. Though in recent decades, many permanent exhibitions in Hungary have been subject to redesign, the earliest of these projects has already reached the ten-year mark in age. No matter how modern and innovative an installation might be, in 10 to 15 years it begins to tire as staff lose motivation, and ideas grow less compelling. Absent fresh interpretations, new research, and the presentation of the latest fieldwork – not to men-tion the modern visual language and responses to current social issues required of a social science museum – visitors find it increasingly difficult to connect with what they see, intellectually or otherwise. The question, of course, remains: is this how the genre was intended to be used? The simple answer is, of course, ‘no’. Still, if an institution does not have the funds to replace its dated exhibition, this does not prevent it from at least experimenting with the inclusion of new findings and approaches, if in no other way, then in fragmented form. Even minor steps toward pushing a languishing exhibition out of its institutional stupor – tiny additions that introduce recent scientific knowledge, relationships, and interpretations – will lift it out of its unchanging/unchangeable state. It is from this train of thought that the foundational basis for WINDOW derives. 

			Traditional Culture of the Hungarians, as noted above, was inaugurated in 1991. Its first overhaul took place in 1997, at which time its first exhibition guide was also published. The space was then given a graphic makeover in 2011 and 2012. Despite the cosmetic changes, however, the exhibition itself remained essentially the same: solid artefacts, a linear space and timeline, and an atmosphere weighted with age. It was an installation steeped in the past, suggestive of both the legacy of the collection, and an institutional desire to convey an encyclopaedic knowledge of Hungarian culture through the lens of prominent ethnographic themes. At the same time, there was no mention of the museum’s evolution over the 15 to 20 years of the exhibition’s existence – no mention of research or critical endeavours; of the methodologies adopted to meet changing societal needs; of the reflective processes that accompany this work; of any of the things that, in fact, define an exhibition in the modern era. The permanent exhibition of the Museum of Ethnography – like other similar exhibitions of its age – hails from a time when museum installations had not yet begun to offer any sort of reflection or commentary on the material they presented. The expectation, rather, was that it serve as something of reference work, tasked with communicating knowledge in the manner of a primary source. It spoke of ‘culture,’ not ‘cultures,’ in a narrative lacking any significant reference to diversity or integration, and, avoiding any mention of historical questions or processes, presented all elements of content as a homogenous whole. The concept of WINDOW, therefore, was to take a number of objects and elevate them into this sphere of discussion, introducing for visitors’ consideration ideas that were formerly missing – the paradigm shift in ethnographic science, recent approaches in ethnography, and changes related to the exhibition’s specific themes – all in an articulate and relatable way. 

			The pathway: insertion, interpretation, commentary 

			The WINDOW pathway is a project that appends fresh material, information, and thought to the exhibition, thus imbuing it with a new thread of content. Without rear-ranging or dismantling the material that has stood for years, it offers new perspectives, shedding an entirely new light on both the project, and the museum itself. New readings broaden the exhibition’s physical and temporal scope, while also providing an opportunity for analysis on the part of visitors. The artefacts in question are inserted into the original context in the manner of a ‘window,’ a device used as a means for reflecting on how a thing that is finished and closed might be taken and opened up again. Beyond its reflections on methodology and practice, an important aspect of the project was that visitors should be permitted to avoid or shortcut it, but at the same time discouraged from doing so – both concretely, and figuratively. Both the number of additions (a total of 13), and the method of their placement (along a pathway through the installation) ensure that visitors are able to skip some or all of them, as desired. Another goal was that both individual visitors, and organised groups be given opportunities to stop and think about the exhibition along their way.

			“The Hungarian exhibition depicts the everyday life and festivals of the Hungarian peasantry in a display occupying thirteen rooms. Items on display were collected between the end of the 18th century and World War II from territories inhabited by Hungarians… Kiállításunk 13 teremben tárja a látogatók elé a magyarországi parasztság hétköznapjainak és ünnepeinek tárgyi emlékét a XVIII. század végétől az első világháborúig terjedő időszakból, a magyar nyelvterület egészéről. […] Taking a novel approach, the exhibition appempts to bring the culture handed down over countless generations by the Hungarian peasantry, presented here as part of the overall culture of Europe, closer to people today.” (Selmeczi Kovács–Szacsvay 2003. 6).

			Speaking of itself, the exhibition claims to be a thematic collection of artefacts defined not by chronology, but by the element of change, and by the ‘completeness’ of the material used to illustrate each topic. Within the given time frame (the late 18th century to the First World War) no temporal differentiation is made, that is, the story presented is considered to have been closed. The only social ‘class’ examined is that of the Hungarian peasantry: their material possessions, their day-to-day lives, and the festivals that coloured their existence. As the scenarios are made up of isolated selections of material, clearly, the identification of relationships is not a key goal; rather the overall picture is sectioned into a number of isolated topical areas. 

			The WINDOW pathway concept does not question this approach, but regards it, along with the academic strategy behind it, as given, attempting instead to enter into dialogue with the exhibition by providing constructive new readings on individual topics in the form of inserted objects. On the whole, the layout divisions between topical areas have remained intact, though the boundaries of some have been softened in terms of both chronology, and methodology via new objects and information extracted from museum research. Though the added objects do not overstep the bounds of ethnographic science, they do represent concepts and methodologies associated with the period following the discipline’s historic paradigm shift and are thus intended, among other things, to illustrate relationships between content elements, concepts, and genres.

			The implementation of WINDOW, therefore, is an act of insertion: an interpretive practice in which artefacts embedded in research, along with the interpretations curators wish to impose on them, constitute the main focus. This mode of expression can also be interpreted as methodological commentary: objects, while necessarily commenting on the spaces they inhabit, also point beyond them. This addition of material is accompanied by the museological gesture of revealing information on the object that is not found elsewhere in the museum. Thus, the objects installed at various stops along the artefact trail form a meeting point between encyclopaedic stored knowledge and the information derived from museum problem solving. In today’s museum, it is where these thoughts intersect that the opportunity for true windows to open resides. 

			WINDOW- tool and metaphor 

			In the design of the artefact trail, the ‘window’ was regarded as a means and metaphor with the ability to shift everyday experience. Window openings placed in the exhibition space expand upon the themes and information presented, allowing new thoughts to enter, while also providing an opportunity for the viewer to look outwards beyond the exhibition’s thematic framework. Fragmented object insertion as an interpretive mode is common in museum practice, a means of expression used to open that which was formerly closed, to begin a conversation with the visitor, to institutionalise the genre of the commentator, while still respecting the boundaries of the original work. 

			So, what does it all mean? To cut a window into an exhibition; to render a collection and the knowledge it represents visible; to let in some fresh air; to permit those on the outside to peer in, and, what’s more, to encourage participation in this process. Though as a concept, ‘an opening’ feels like a positive thing, it is also an avenue for criticism. A window is clean, clear, gleaming, transparent, and invisible, all at the same time. When we look out a window we see not only glass and frame, but also what is beyond it. In other words, a window is not just an object, but also a means to another end. (The concept originally toyed with was that of the “link”. In a chain, physical or conceptual, a link can be seen as a clasp, a relationship, an indicator, a reference, a connection, or a cross-reference. In the hypermedia environment, it is a place marker that denotes an active relationship between one document and another. In the field of information technology, a URL embedded in a data environment specifies the location of data in another data file. Overall, the word ‘link’ embodies a rich metaphorical web of meanings – much like the concept of the window. In the end, however, the window concept was chosen over that of the link for the simple reason that it carries with it a broader range of everyday associations.)

			WINDOW and ethnography 

			Beyond the easily comprehensible metaphor of the window, the visual design of the permanent exhibition’s new ‘artefact pathway’ draws inspiration from a line of thinking introduced in the 19th century by the collection’s first ‘keeper,’ János Xántus. Specifically, Xántus argued that the waning of traditional rural culture across Hungary could be attributed to the proliferation of schools and, importantly, rail travel. In the 1889 catalogue Kisdednevelési kiállítás [Exhibition on Child Rearing], Xántus expressed the view that these two influences had begun to erode the idiosyncrasies that distinguished different regions and advocated for research and institutionalised museums as both urgent, and necessary if rural culture was to be preserved. In this way, the theme of the railway, too, was accorded a preeminent role in the visual presentation of WINDOW, serving as a separate facet of inspiration throughout its development. It is important to underscore, however, that while these were the forms and symbols the project strove to incorporate, the goal was not to make this entirely obvious. Rather, it was hoped that the result would be exciting enough that visitors would seek out and find this explanation among those offered. Both the visual plan, and physical solutions were developed by architect Zsófia Szentirmai-Farkas for the presentation of the preliminary concept. 

			Insertion and interpretation 

			The sources on display in WINDOW consist entirely in items from the museum’s collection (i.e. objects, images, and documents). Of primary consideration in their selection was that they be deeply embedded in museum research and therefore furnish an opportunity for substantive interpretation. The goal of such interpretation is obvious: it permits curators to convey informationladen observations based not merely on casual ideas, but also on materials that have been thoroughly explored and studied. At the same time, interpretation acts as a reflection on the theme – or some branch of the theme – that one ‘reads’ from the room. The claims such interpretation introduces do not question or ignore what the given exhibition unit has attempted to relate, but rather inject new layers, cases, and lines of thought to explore. Thus, the ‘ideal’ window (source+interpretation) is at once substantial, memorable, creative, and – wherever possible – inclusive of multiple strata of meaning, with a description (i.e. interpretation) representing the knowledge of the collection’s curators. This level of complexity stands as the guarantee that it will provoke thought in the viewer. Only when it works in this manner – when something is shown that would be missed by a casual glance – is a window truly opened. In almost every case, the objects that line the pathway were lifted from current studies (whether fresh topics or re-examinations), collection organisation projects (revisions, artefact catalogues), recent field research, or temporary exhibitions in which research findings were presented. 

			In selecting and displaying the artefacts in question, one basic intention was that from first wall of the exhibition onward, the visitor encounter various ‘little’ stories in addition to – and in dialogue with – the larger ones. This parallel, conversational approach is led by the WINDOW project’s own separately displayed introductory text, featured alongside the original introductory text to the exhibition. It is here that the exhibition’s use of the word WINDOW is ‘taught’ as an open invitation for visitors to begin thinking about it collectively. The signboards are bilingual (Hungarian and English) for the pathway’s full length, with narratives linked together in a modular system that permits curators to replace the artefacts and ideas in question as desired. 

			Continuity and examples

			WINDOW was constructed as a team undertaking following the drafting of the preliminary concept and concomitant curatorial debates, including proposals for the artefacts and thoughts to be inserted. Short descriptions of the proposed artefacts were written and key concepts fleshed out in several stages over the course of the next few months; in particular, suggestions were sorted and arranged into a unified whole. In addition to presiding curators (Mónika Lackner and Zsófia Frazon), seven other staff members were employed in refining the concept and writing up descriptions of each object. Though the idea of having nine researchers/writers working to present thirteen exhibition modules may seem excessive, given the results of the process, it is clear that this was far from the case. Rather, the achieved output encompassed a complex range of interpretations, each entailing its own set of organisational and editing difficulties. As part of the selection process, it was also important that the objects intersect with given points of the exhibition in clear ways; that they supplement them from a particular point of view; and that the links between the original exhibition and inserted material be immediately comprehensible. The aim was to demonstrate how the collection and, within it, individual artefacts might be read from different perspectives, thus subverting the idea of any single interpretation. 

			The task of assembling the material to be inserted took two separate, but simultaneous tacks. On the one hand, museum studies deemed worthy of presentation were sought for each of the proposed points of connection along the WINDOWS pathway; on the other, insertion points were sought for research findings that had already been identified for inclusion. Among bodies of work belonging to this latter category was the historic twenty-year project of Edit Fél and Tamás Hofer on the village of Átány, an endeavour that has received international acclaim. As part of the WINDOW project, a bag of salt acquired in 1963 from the Fél-Hofer collaboration, originally part of a commuting worker’s mess kit, was added to the permanent exhibition’s Food section,424 along with background information designed to turn the seemingly ordinary object into a springboard for discussion. Topics touched upon included the roles of nutrition in society and the importance of food to family and community resource management strategies (in this case how a family saved money), as well as to hospitality practices. In the 1950’s, the less affluent inhabitants of Átány would often commute to Budapest or other nearby cities to work, taking food supplies with them. Those who stayed for longer periods were then sent additional supplies in bundles. In other words, Átány’s commuting workers did not spend their wages on provisions, but ate food from home or cooked for themselves as a key means of living economically. The salt sack in particular comes with the advantage of recorded biographical information, as it had belonged to Edit Fél’s landlord, Ferenc Orbán, who was also an important informant for the project. Orbán had grown up in a well-to-do farming family, his two sisters having moved to the more developed Tiszanána after marriage. It was at the firm request of his sisters that in 1924, the family inheritance was split, as a result of which Orbán received less than he needed to provide for himself. Having sold his animals, car, and harrow, he built a house on the empty inner plot of land that had been left to him, leased his fields, and used his share of the crop yield to feed his family. Orbán then found a job in Budapest, at which he worked for 6 years, eschewing the pub in order to save as much as possible of what he made. During his short visits home, he finished the house, built a stable, and bought a plough, tools, and a cow. This accomplished, he returned home, bought a horse and a car, as well, took his meagre landholdings back under his own management, and proceeded to make a living farming and hauling freight for the remainder of his life (Illustration 1.). 

			Another instance of the biographical approach was used in the section Childhood in conjunction with a set of doll’s clothes425 originally owned by a girl who lived during the Second World War. During an air raid on the Buda Castle, her family’s flat had been hit, and, hearing the sirens prior to the attack, she and the rest of her family had hastily grabbed their most cherished possessions before running for shelter. In their hurry, the little girl had snatched up the clothes of her favourite doll Ildikó, leaving the doll itself in the flat, where it was destroyed. Thus spared, the clothes were kept safe until the beginning of the 2000’s, when they were inventoried by the Museum of Ethnography as part of a research project. Today, they serve as an illustration of how both lived history, and stories of the great traumas of the 20th century can be preserved in something as humble as a child’s toy. (Illustration 2.)
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			Illustration 1. Salt in a canvas bag Museum of Ethnography, 63.3.319 Photograph by Krisztina Sarnyai
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			Illustration 2. Folk doll cloth, Museum of Ethnography, 2002.23.10.1; 2002.23.10.6 Photograph by Krisztina Sarnyai

			Other interpretations of the objects selected for the project symbolise important results of research on Hungarian folk art. Such is the case with a trunk from Kalotaszeg426 purchased from a private collection in Budapest by Klára K. Csilléry, former curator of the museum’s furniture collection. At the time of purchase, the chest was painted in a decorative style popular at the end of the 19th century. However, a date of 1768 visible under the owner’s name on the inside of the lid indicated that the chest was actually much older. At Csilléry’s instruction, the object was sent to the restoration lab, where the overpaint was removed, exposing an ornamentation strikingly similar in style and composition to the wooden ceiling panels of the Protestant church in Kalotadámos. These panels were in turn known to have come from the workshop of Lőrinc Umling and Sons, a famous family of painted furniture makers who had been active during the same period. The chest, therefore, is an artefact that could be used to tie together the entire Wedding unit of the exhibition: specifically, the set of church furnishings painted by Lőrinc Umling on the one side of the room and the row of textile-filled chests representing bridal trousseaus on the other. Dowry chests, as one might guess from looking at them, were articles of furniture that were oftentimes passed down from mother to daughter for several generations. In most cases, a given piece would be restored before the wedding so that only the year and name were changed, though it was not entirely uncommon for the entire chest to be repainted to suit the style of the times. Retold for the purposes of the exhibition, the story of this particular chest relates the process by which the curator came to her decision, explains how the chest was restored, and illuminates the complexity of the relationship of family and individual to community, vividly expressed in the manner in which dowries in rural Hungary were placed on public display. Also conveyed here, however, is the relationship between the evolution of domestic furniture and that of painted ecclesiastical furnishings, including the observation that the study of such topics frequently requires crossing disciplinary boundaries: in this case, a complete understanding can only be approached through a joint application of the findings and methodologies of ethnography, art history, architecture, and handicrafts studies. 

			Representing the research of László Szelestey in WINDOW – and with it, the folk art of pastoral woodcarving – is a special mirror from Kismarton, to date the subject of a considerable quantity of scientific commentary.427 Based on the date and inscription visible on the mirror, Szelestey’s project succeeded in identifying the piece as a key work by János Német, a herdsman from Kemenesalja who once served time in the Kismarton prison alongside the ‘disciples’ of Zsiga Király. Király, for his part, was another noted pastoralist woodcarver, known for having kept company with outlaws (betyárok). The case of the mirror demonstrates how new research can be used to explore the origins of items collected early in museum history without accompanying documentation and to refine older scientific findings and concepts. Accordingly, one of the outcomes of Szelestey’s research was to expand upon the concept of herdsmen’s art as advanced by early Hungarian ethnographer Ottó Herman by pointing out that the most beautiful and ornate carvings had actually been crafted in prisons and workhouses. 

			Similarly instructive with regard to objects inventoried in the distant past is a simple reconstructed plate,428 whose story illustrates how modern archaeology, in this case the excavation of dump sites found in the courtyards of potters’ workshops, can be used to refine, and even rewrite previous scientific results. While the pottery from Mezőcsát found in Hungarian museums consists largely in elegant decorative items, the fragments unearthed from the dumps explored for this particular project were mostly from simpler, plainer pieces – milk jugs, round-bellied jam pots, and dinner plates – of the everyday variety. Without these excavations, both this aspect of the Mezőcsát pottery industry, along with evidence that potters – in keeping with market trends – experimented with the styles and decorative techniques characteristic of other production hubs, would have gone over-looked.

			Of course, one of WINDOW’s priority objectives was to spotlight some of the museum’s own high-profile undertakings. Such was the goal with the ‘similabda,’ a Hungarian yo-yo429 added to the exhibition from a documentary project conducted among Hungarian sideshow workers. The yo-yo forms part of an entire set of leisure time objects – some of them reconstructed – that constitutes an important recent addition to the museum’s collection. A similar intent lurks behind the showcasing of a 1693 song book by István Illyés,430 an artefact commemorating the museum’s folk music research projects of 1950s. Inclusion of the book permitted curators to introduce for visitors’ consideration not only this important field of ethnographic study, but also several related topics, such as the relationship between printed publications and oral tradition, the links between ecclesiastical and folk music, and the modern use of digitisation in primary source research and preservation.

			Another important line of scholarly work at the museum concerns the exploration, publication, and exhibition of topics in institutional research history. It was with this in mind, for example, that Ottó Herman’s famous Book of Hungarian Fishing,431 the earliest example of an ethnographic monograph to be published in Hungary, was selected for display. Another related inclusion references István Györffy’s 1911 field research project on the Fekete-Körös River Valley, an area boasting a variety of ethnic and religious identities.432 The ‘window’ in question examines what the sight of church steeples in the panorama of a given municipality can reveal about the ethnic and religious composition of its population and how denominational divisions may have represented an obstruction to coexistence and assimilation. 

			Although for the most part, objects were selected to blend into their settings in terms of both location, and time period, in some cases slight deviations were made for the express purpose of expanding the realm of perspectives represented. Such was the case with an Indonesian flute,433 which, when added to a display of Hungarian folk instruments, served not only to remind the visitor of the museum’s international character, but also to demonstrate how certain objects – indeed, if one thinks about it, all objects, and with them, Hungarian culture as a whole – can be viewed as part of a wider landscape of European, and even global processes. Accordingly, the description provided with the flute broaches such issues as conversation between cultures and the spread of various cultural phenomena, while also considering how forms with obvious similarities arise independently in multiple places around the world. 

			The first and last WINDOW choices showcase contemporary artefacts, the former a skateboarder’s shoe added to the holiday folk dress exhibit,434 and the latter a series of mugs designed for Hungary’s masked carnival (busójárás) celebrations.435 The thought behind the selection of the shoe was to comment on how societal knowledge regarding the material of Traditional Culture has changed since the exhibition’s birth in 1991. Gone is the generation that had concrete knowledge of the items on display and the society that used them. In fact, the shoe functions as something of a comment on the entire exhibition, as it points to the nature of ethnographic research itself and, from the standpoint of the classic material on display, shows how ethnographic inquiry, including that conducted within the framework of the Budapest museum, might be expanded into the now. For the younger generation, the shoe suggests how the festival attire on display in the initial room of the exhibition might have communicated information on its wearers in the society it represented: the richly decorated Hungarian folk costumes of the 19th century expressed as much about their own owners’ identities as any set of clothing reveals about its wearer today, with the society of the time ‘reading’ information from them in the same way we draw conclusions from the clothing choices – and similar phenomena – of our own contemporaries.

			The mugs presented in the final room of the exhibition, for their part, serve as an indication of the complex relationship between individual elements of folk culture and such things as local identity, tourism, and the process by which cultural heritage is identified and passed on as national heritage within the international community. In this way, the final ‘window’ of the exhibition reflects not only on the complex associations between the activities of collection, preservation, and exhibition, but also on the importance of exploring these things – in short, on the importance of the mission of the modern ethnographic museum itself.436
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					1	The 1997 issue of Értesítő included a detailed account by Balassa on antecendent events specifically related to Jankó’s tireless efforts at creating an independent museum yearbook. Issue 3, dated 1902, cites Vilibáld Semayer as a second editor. It was also this edition that featured Jankó’s obituary.(BALASSA 1997).

				
				
					2	As documents authored by the Ministry of Religion and Public Education housed in the National Archive of the Archives of Hungary (Magyar Nemzeti Levéltár Országos Levéltára, hereinafter: MNL OL) dated prior to 1874 cannot be accessed, the original copy of the ministerial instruction could not be viewed for the purposes of this paper. To determine its content and date, therefore, we are forced to rely on Xántus’s own handwritten memoir, Kelet Ázsiai kirándulásom (My Journey to East Asia, January 1871, manuscript no. EA 1026). There, while Xántus on the one hand cites his contract, and on the other dates the document mandating his appointment to 29 November, the appointment had already been announced in the 15 November 1868 issue of the weekly magazine Vasárnapi újság (No. 46, p. 557).

				
				
					3	The events leading up to and occurring in the course of the Austriainitiated East Asia Expedition have been analysed on multiple occasions (GYARMATI 2020; SÁNDOR 1970; SCHERZER 186–1862; 1873; SEIPEL, Hrsg. 2001), and it is not the aim of this article to recount them here, but rather to mention such elements as contribute to a more thorough understanding of Hungary’s objectives and participation and give voice to such previously unpublished sources as can facilitate future research.

				
				
					4	The Vienna Museum inventoried a total of 321 ethnographic objects (www.michaelorgan.org.au/novara7.htm).

				
				
					5	János Xántus: My Journey to East Asia, January 1871, manuscript, inv. no. EA 1026. Both the political and economic significance of the matter, and the delicate position in which Xántus found himself from the very beginning are best demonstrated by a passage from one of the collector’s letters to Eötvös, in which he informed the Minister that despite his having viewed the work on the canal personally, Scherzer had reserved the right to report on it to both his own government, and the Hungarian Ministry (Hungarian National Archives, Presidential Documents of the Ministry of Agriculture, Industry, and Trade; hereinafter MNL OL FIK Eln.; K 167 1869/18; 3 February 1869).

				
				
					6	The first meeting of what was known as the Revoltella Committee, Trieste, 24 April 1865, Austrian State Archives AT-OeStA HHStA MdÄ Adm. Reg. Fach 34 SR Kt. 93-96 Österr. Expedition Ostasien, Südamerika 1868-1870 Akten 1866-1872 1. Teil.

				
				
					7	MNL OL FIK Eln. K 1671868/278.

				
				
					8	MNL OL FIK Eln. K 1671868/343.

				
				
					9	Imre and János Frivaldszky, who were relatives, were employees of the Natural History Department of the National Museum and members of the Hungarian Academy of Sciences.

				
				
					10	Later, in 1869 (item 283) and 1870 (item 292), the National Museum’s natural history collection, too, received zoological material belonging to the Novara collection from the directorate of the Imperial Zoological Collection. Inventory Registry of the History of Science Collection of the Hungarian Museum of Natural History 1821–1870. See also (HORVÁTH 1902: 214).

				
				
					11	MNL OL FIK Eln. K 167 1868/343.

				
				
					12	Ibid. Although they are not named specifically in their submission, from the statement “we do not suffer any want of suitable specialists,” we can assume that Xántus, with whom the museum had enjoyed a professional relationship since his activity in North America, was already being considered for one of the positions. Similar objectives – the collection of plants, animals, etc. suited to economic purposes in Europe – had featured in a variety of enterprises since the 17th century, e.g. among Dutch travellers in Southeast Asia, or in the instructions given by the head of the Natural History Cabinet of Viennese Court to Austrian naturalists assigned to accompany the Princess Leopoldina and Brazilian heir to the throne on their voyage to Brazil in 1817 (AUGUSTAT 2012. 16).
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					95	Letter from Gábor Szinte to Sándor Szilágyi, OSZK Kézirattár Fond IX. Szilágyi Sándor/IX/631. Sándor Szilágyi (1827–1899), historian, editor of A magyar nemzet története I–X [History of the Hungarian Nation Vols. 1-10]. As the objects in question are not itemised, it is likely that the photographs of which the letter speaks were of two society-owned objects used as models for the drawings included in Pannonia és Dacia [Pannonia and Dacia](KUZSINSZKY 1895).

				
				
					96	See previous footnote.

				
				
					97	Néprajzi Múzeum Iratai [Documents of the Museum of Ethnography] (hereinafter: NMI) 88/1910.

				
				
					98	Samu Kolumbán’s activity centred heavily on the intellectual ethnography of Jeledinţi (Lozsád), while Imre Szabó published on the ethnography of the Deva (Déva) Csángó-Székely settlers and Oszkár Mailand collected Hungarian and Romanian folk poetry both within the county, and in Székelyföld.

				
				
					99	In an item-by-item examination of this material, I discovered several instances where multiple numbers had been assigned to a single photograph, and in fact, numerous photographs had been inventoried not merely twice, but three or four times (negative and positive versions separately). F 3070 – F 3091, F 3733 –F 3748, F 4009 – F 4039, F 4483 – F 4496, F 4531, F 4533, F 4537, F 4539 – F 4546, F 6290 – F 6304, F 7261 – F 7290, F 7860 – F 7881, F 10662, F 10665, F 10670 – 10686, F 12048 –F 12077, F 15310 – F 15345, F 17289 – F 17320, F 55644 – F 55677, F 55701 – F 55714, F 63293, F 63365 – F 63374, F 63381, F 63388 – F 63394, F 63398 – F 63405, F 63409 – F 63426, F 126317 – F 126354, F 341601 – F 341635.

				
				
					100	Gábor Szinte’s periodic and annual museum reports were important sources for the present project (NMI 117/1899, 55/1900, 56/1900, 60/1901, 61/1901, 71/1902, 65/1903, 81/1904, 45/1905, 42/1906, 49/1909, 88/1910, 62/1913).

				
				
					101	NMI 61/1901.

				
				
					102	NMI 65/1903.

				
				
					103	NMI 81/1904.

				
				
					104	NMI 88/1910.

				
				
					105	NMI 71/1902.

				
				
					106	The work of József Huszka has appeared in a Museum of Ethnography exhibition (FEJŐS, ed. 2006) and his photographs in a published article (BATA 2007).

				
				
					107	SZINTE G. 1899; 1901a; 1901b; 1903a; 1903b.

				
				
					108	László Szinte published his own findings from the 1912 tour in Néprajzi Értesítő (SZINTE L. 1913). After his father’s death, he remained in contact with the museum. It was likely he who sent in the photographs taken on the study trip of 1913.

				
				
					109	20 NMI 62/1913.

				
				
					110	In mapping out the various stations along Gábor Szinte’s final field excursion, I am grateful for the assistance of Alexandru Babos¸ and Bogdan Ilies¸, who looked over the complete wooden church documentation and, with some research, were able to identify twenty-five more sites where photographs with missing or erroneous labels were taken.

				
				
					111	Several of the places shown in photographs Szinte took while documenting wooden churches have still not been identified.

				
				
					112	NMI 65/1903.

				
				
					113	NMI 36/1907.

				
				
					114	Inv. no.: D 3775–3803.

				
				
					115	The broad range of private collections includes, in accordance with their generally accepted status, primarily those composed of materials in the fine and applied arts (see e.g. the Gábor Kovács Collection, FERTŐSZÖGI-KRATO-CHWILL, ed. 2004), which are thus published in the competence of research in art history.

				
				
					116	Spurred by the challenges of the modern era, the Museum of Ethnography has taken a pioneering role in the exploration of its own material holdings and archives (FEJŐS 2000).

				
				
					117	One of the first exhibitions on the theme was that presenting the collection of Miklós Jankovich, which produced the core material for several large museums, at the Hungarian National Gallery (MIKÓ 2002). In recent years, exhibition policy at the Museum of Applied Arts has placed special emphasis on presentation of those portions of its collection that are derived from private sources (described by ÉBLI 2008. 11 13). A closely related endeavor involved the inventorying of objects in various museums associated with Count János Pálffy, one of Hungary’s greatest aristocratic art collectors, and reconstruction of his collection’s original surroundings (HORVÁTH 2007).

				
				
					118	In the literature dealing with private collections, purely ethnographic subject matter is relatively rare (KRESZ 1988; LÓRÁND–PÓCS, ed. 2002; ÉBLI 2005). One does, however, find a measure of valuable ethnographic material among the objects of applied and fine arts in some of the most significant contemporary home decor and art collections. Information on these can be gleaned from various reports (e.g. MÜLLER 2005. 24 31).

				
				
					119	for more on the very fortunate relationship between private ethnographic collections and efforts by museum researchers to conduct and publish methodical audits, see: CSUPOR 2008; 2011).

				
				
					120	For more on Fülep’s professional life, see: VESZPRÉM 2014. 1.

				
				
					121	The topic of Fülep’s ethnographic collection was raised at a conference discussing the history of the Eötvös Collegium in Budapest and its scholarly teachers (TÓTH 2009. 109 125), after which indepth exploration by professional ethnographers was not long coming (SZOJKA 2011. 236 271).

				
				
					122	Fülep’s correspondence, housed by the Archives of the Hungarian Academy of Sciences, was analysed in seven volumes by literary historian Dóra F. Csanak, published between 1990 and 2007. For the quoted passage, see: F. CSANAK 2001. 267.

				
				
					123	Under Decree 13 of 1949, the government brought all museum affairs, including that of private collections, under the umbrella of state control. The MMOK formed the governing body of this centralised system, headed by Gyula Ortutay, until 1953 (FILEP 1980. 667 670). The collection Fülep had donated to the Eötvös Collegium Library was made available to the MMOK, with the order to place it in the Museum of Ethnography, with the consent of the Board of the Hungarian Academy of Sciences. Mediating this process was the head of the library of the Hungarian Academy of Sciences, Dr. Tibor Scher (Ethnological Archive of the Museum of Ethnography: Registry Department, 1 / F – D). That arrangements for the fate of Fülep’s collection came into the Academy’s hands stemmed from his having earned membership in that institution in 1950.

				
				
					124	The ethnographic collection of ‘Academician, University Professor Lajos Fülep’ were entered into museum inventory under numbers 52.71.1 52.71.357. (Here, inventory numbers will be omitted in most cases, but can be found in the original study in Hungarian.)

				
				
					125	Fülep had learned from the newspapers that the owners of private collections might receive a rent discount or voucher. If one’s application was deemed worthy, protection, i.e. state registration, was guaranteed. The regulation entered into force in 1957, being at first applied on a case-by-case basis, but was made general from 1971 onward (BUZINKAY 2002).

				
				
					126	NM EAD Registry Department File: 1 /F E. Protected collections III. Box 5. (NM EAD Nyilvántartási Osztály Iratanyaga: 1/F E. Védett gyűjtemények III. 5.)

				
				
					127	Art historian Anna Zádor, Fülep’s successor at the university, assisted in transferring the estate to the museum. The seller of the museum documents was Mrs Alfréd Raskó, Fülep’s housekeeper. For more on Raskó, see: DIZSER 2003. 268 269.

				
				
					128	According to the museum’s acquisitions log, the collection arrived at the museum in two installments in 1971 and was assigned inventory numbers 71.57.1-71.57.77; and 71.79.1-71.79.19. The Sárköz children’s drawings were placed in the Graphic Art Collection in the Ethnological Database under numbers R 13329 13383.

				
				
					129	The objects remaining in Fülep’s apartment were passed on to the individuals belonging to the collector’s inner circle (FODOR 1995. 201).

				
				
					130	Vilmos Grünbaum founded his company specialising in the sale of cottage industry products in 1856. By the end of the century, his factory employed around 200 to 300 rural women (Németh 1993. 50). He also sold the Museum of Ethnography material associated with the Serbs of Torontál that has featured in multiple exhibitions of applied art (LACKNER 2009).

				
				
					131	The Torontál Serbian folk costumes in the Ethnographic Village exhibition were also displayed in the museum’s first permanent exhibition, which opened in 1898: the figures of a man from Cserépalja (Crepaja) and a woman and girl from Melence (Melenci)(JANKÓ 2002. 74 76).

				
				
					132	The cultural exhibitions of the era were a tradition in the Fülep family. When the family still lived in Budapest, for example, they provided accommodations for rural relatives arriving on the occasion of the national exhibition of 1885 (NÉMETH 1997. 18).

				
				
					133	For examples from Bácska (today: Bacˇka) cf. SZOJKA 1998. 86–87.

				
				
					134	The pieces in question were actually donated by his daughter, Flora Bellosics (Báldy), in 1943 (SZOJKA 1989. 56–57).

				
				
					135	Eventually, most of the Fadd furniture would end up in the museum, in private hands, or was sold through a state-owned consignment shop.

				
				
					136	Image: SZOJKA 2005. 68. The collection originally contained two more riven board (ark) chests from Szeremle or Érsekcsanád. Today, these can be found in the commemorative room of Fülep’s former parish in Zengővárkony.

				
				
					137	Photo of the chest captioned, ‘The most beautiful of the three.’: F. Csanak II. 1992. Fülep’s Szeremle chest likely had a repuation: one of the first acquisitions of the Baja city museum, established in 1937, was a riven board chest from the same municipality (which it called a ‘wardrobe’) (SZOJKA 1989. 54).

				
				
					138	ÉBER 1923. 156 162; FÜLEP 1923. 1–11; 41–46; 75–91.

				
				
					139	Image in: SZOJKA 2005. 70.

				
				
					140	Image in: SZOJKA 2005. 115.

				
				
					141	NM F 98556.

				
				
					142	The pot was brought to the Open Air Museum in 1971.

				
				
					143	These objects are known only from the audit (‘védési jegyzék’) conducted at that time; their subsequent fate remains a mystery.

				
				
					144	Given that Fülep’s writing appeared in the journal Válasz in 1934, the reference was necessarily to past circumstances. After a long wait, the Ethnographic Department of the Hungarian National Museum had moved to its new location, a coleased high school building on Könyves Kálmán körút, in 1924 (SZEMKEŐ 1997).

				
				
					145	Record of Fülep’s annual financial support for the Society is available for the years 1925-1930: Ethn. 36. (1925) 96; 37. (1926) 111; 38.(1927) 63; 39 (1928) 134; 40. (1929) 131; 41. (1930) 63.

				
				
					146	A letter concerning the first pieces in the collection dates to 1965.

				
				
					147	The collection was purchased by the museum in 1971, after Fülep’s death. It is preserved in the Graphic Art Collection of the Ethnological Archives as numbers R 13329–13383.

				
				
					148	ÁCS Lipót: Életrajzom és megjelent cikkeim. A Sárköz népe és művészete. [My Biography and Published Articles: The People and Art of Sárköz.] NM EAD 5629.

				
				
					149	István Csók visited the Tolna County parts of Sárköz in 1902, painting works that included ‘Őcsényi menyecske’ (Young Woman from Ôcsény) and ‘Keresztelő Ôcsényben’ (Őcsény Christening).

				
				
					150	Image in: SZOJKA 2005. 106

				
				
					151	Image in: SZOJKA 2005. 91.

				
				
					152	Dangling ornaments also decorate the Váralja canopy bed at the Zengővárkony regional home museum (ZENTAI 1986, back cover illustration).

				
				
					153	Regarding the issue of the chest’s anthropomorphic decoration, later research favoured medieval European influences, a hypothesis substantiated by considerable historical evidence; the human figures with upwardheld arms – a motif generally imbued with cultic content – was interpreted as indicative of prayer (K. CSILLÉRY 2007a. 18; ibid. 1957. 283 290).

				
				
					154	In 1997, the Museum of Ethnography received a contest entry regarding decorated eggs from Zengővárkony, which extended, among other things, to eggs painted by Mrs Bognár. Its author, Mrs Dr. Sándor Komossi née Piroska Nagy, had visited the Fülep collection and selected some of Bognár’s works from the objects she found there: NM EA 27892.

				
				
					155	Anna Raffay (Szoboszlai) took a series of photographs on this folk custom as it was practiced in Váralja, where traditions were similar, on Easter Day, 1953: NM F 109662 – F 109680. According to the descriptions left by Raffay, the custom was practiced in similar fashion in Zengővárkony (personal collection of Mrs Sándor Töttös, 2010).

				
				
					156	Decorated eggs were an exception to this. In the 1960s, after he had moved to Budapest, Fülep received another consignment of Zengővárkony eggs from Mrs Bognár for Easter (TÜSKÉS 1995. 95 108). After his death, the items purchased for the museum from his estate included a small collection of eggs, including the ones Bognár had painted more recently.

				
				
					157	Image in: F. CSANAK 1992.

				
				
					158	NM F 63802; It is to this visit that Fü-lep’s 1947 letter, in which he notes the opinions of two museum experts regarding the value of his ethnographic collection, likely refers.

				
				
					159	Gönyey took a series of photographs on folk life in contemporary Zengővárkony: chestnut harvest, folk costumes, village life: NM F 63577 63616).

				
				
					160	Kodolányi looked to his experiences in Finland for inspiration as to how folk tradition might be preserved. At the time, the nationbuilding process there was in full swing, and memories of old folk culture were handled in exemplary fashion (Kodolányi 1990; Cf. Szarvas 2009).

				
				
					161	K. CSILLÉRY 1977. 28. The photograph is incorrectly labelled; the place of origin is not Mezőkövesd, but Szeremle.

				
				
					162	FÉL-HOFER-K. CSILLÉRY 1969. Illustration 156; SZOJKA 2005. 70.

				
				
					163	The English researcher wrote a handbook on Easter eggs (NEWALL 1971).

				
				
					164	Cf. the abovecited work of Mrs Dr. Sándor Komlósi née Piroska Nagy.

				
				
					165	Letter from Dr. Rózsa Nienhaus to Emese Szojka, dated 2010. 

				
				
					166	Special thanks to Erzsébet Kisfalvi (Budapest) that she took care of her aunt’s legacy for 50 years, after which, she donated it to the Museum of Ethnography.

				
				
					167	Ferenczi, Ferenczy, Ferenci were the versions of her name found in registers and inventories.

				
				
					168	Szózat, 1925. 7.évf. 281.sz. (December 12.) 7.

				
				
					169	Hungary, 1935. July 10.5.

				
				
					170	The vast amount of drawing material was filed as ÁEA 24/2012 in the Ethnological Archives. Currently, there are nearly 600 drawings in 7 boxes, arranged according to the following categories: overlay, Matyó designs, blouses and children’s clothing designs, home textiles, design patterns from Northern Hungary, white embroideries, peasant women drawings and other designs.

				
				
					171	A smaller brown booklet with a hard cover, which is a blend of the autograph collection booklet, the address book, the guestbook, and there are even a few pages which contain memoir-like entries. The inclusion of a date or exact location was rare. She had her distinguished guests and customers sign it. In some cases, she also indicated what was purchased/ordered. It contains entries from 1912 to 1933, with a stray 1956 entry at the end.

				
				
					172	The documents can also be found under the accession number EA 33712 arranged in envelopes.

				
				
					173	ÁEA 24/2012., 1950’s, in an envelope.

				
				
					174	Az Ujság, 1910. 8.évf. December 11. 69–70. “[…] excellent taste and thorough ethnographic knowledge set them apart”.

				
				
					175	Iparvédelem, 1911. 5. sz. 52.

				
				
					176	Pápai Hírlap, 1916. 13. évf. May 20. 211–212.

				
				
					177	Iparvédelem, 1918. 12. 01. 2.sz. 4.

				
				
					178	The establishment of home industry stores began during this period. In addition to the Hungarian „Defence Association, the College of Applied Arts also supported the Hungarian home industry: in 1908 a home industry department was started, and the produced samples were made available free of charge to those who wanted to deal with the home industry (ASCHER 1908. 269).

				
				
					179	A Színházi Élet Illustrated theatrical, art and cinema weekly, 1916. V.évf. 41–44. the same text in these editions.

				
				
					180	She applied for inclusion in the individual commercial company register only in June 1917 as a sole proprietor, Budapest, Mehmed Szultán út (Múzeum Boulevard.) Under number 21, see Jolán Ferenczi, trade (handicrafts), BFL, VII. 2nd ed., Company documents 6369 / 1917–1920. Company note, 1917.

				
				
					181	Autobiography 1952.

				
				
					182	Szózat, 1925. 7.évf. 281.sz. (December 12.) 7.

				
				
					183	The appliqué pattern of thin tulle and batiste-based objects can be easily copied on to very thin paper (such as tissue paper) with a pencil or spoon rubbing method. Due to their transparency, the objects were also suitable for 1/1 documentation. Of these, ten copies made by rubbing and twenty-five by monotype process remained in the inheritance.

				
				
					184	One of the corners of the square-based headscarves, 80×80–100×100 cm, is always richly decorated, with a large stylized tulip, heart patterned, carnation, large bouquet pattern next to the wide border strip. The pattern base of the shawls she documents show great similarities, appearing to be works of almost identical hands.

				
				
					185	The wrist kerchief (Slovak name odrevacka/odrievacka), with a width of 70 centimeters and a length of 210-230 centimeters, is adorned on both ends with an applique. Most of them were made on a batiste base, and it is a common type that the fields divided by the wavy lines are decorated with scattered elements (birds, leaves). There were several similar shawl ends among the copies, one of which she bought in Kátlovce, Bratislava County, was later sold to the Museum of Ethnography. (see 126805). Among the wrist kerchiefs, there is also a tulle consisting of the assembly of three row patterns, a copy of which she noted: “I bought 1913. VIII. 19. Galgócz ”(Hlohovec), the purchase of another object was dated to 1911.

				
				
					186	Museum of Ethnography, inventory numbers.88019-88028.

				
				
					187	Museum of Ethnography, inventory numbers 106220; 102097

				
				
					188	Museum of Ethnography, 1910/1653 accession number.

				
				
					189	Magyar Könyvszemle, 1915. 23.évf. 1–4.

				
				
					190	Pesti Hírlap, 1916. 38. évf. April 18. 20 p.

				
				
					191	Az Ujság, 1912. March 22. 12.

				
				
					192	Az Est, 1916. 7.évf. 77.sz. (March 17.) 8.

				
				
					193	Pesti Hírlap, 1915. November 7.

				
				
					194	Museum of Ethnography; 2013.77.1

				
				
					195	Museum of Ethnography; 101071– 101078

				
				
					196	Szózat, 1925. 7.évf. 281.sz. (December12.) 7.

				
				
					197	They are so similar, perhaps identical, that in the exhibition of the work of József Huszka held in 2005–2006, in addition to the drawings, objects purchased in several cases by Jolán Ferenczi were included as illustrations: 96. 126787 inventory number, embroidered detail of decorative sheet, embroidery fragment with inventory number 106. p. 126783, (Fejős, ed. 2006).

				
				
					198	The sample names written by the women are also written in Slovak on these drawings. However, the names were also written in Hungarian afterwards.

				
				
					199	BFL VII. 2.e. Company documents 6369, Jolán Ferenczi, trade (handicrafts), invoice of Izabella Home Industry Association for costumes, blouses, tunics, from May 1917.

				
				
					200	Szózat, 1925.December 12. 7. p.

				
				
					201	111080/1924. permission of the Minister of the Interior is included in the inheritance, for which 6500/1921. M. E. notified her application under a government decree.

				
				
					202	Csertán László sz. Kaposvár, 1896. February 23.

				
				
					203	BFL VII.187, 776/1933 Protocol (553062).

				
				
					204	“There are a striking number of women in these groups. Among them were Margit Schlachta, Jolán Ferenczy and Lily Fabiny. They politicize as if they have done nothing else since they got out of the school benches. ”Az Ujság, 1919. December 23. 3. p. An image of Jolán Ferenczi was also published.

				
				
					205	Nemzeti Ujság, 1921. 3.évf. December 20. 6.

				
				
					206	Magyarország, 1919.November 23. 8.

				
				
					207	On the last page of the following issue of A Magyar Asszony Divatlapja 1922. 2.évf. 1. and she advertised four times a year in the Szózat newspaper from 1923–1924 Website: https://adtplus.arcanum.hu/hu/view/Szozat_ 1923_11/?query=ferenczi%20jol%C3%A1n%20budapest&pg=106&layout=s.

				
				
					208	Magyarság, 1925. 279.sz. (December 10., Thursday) 8. (news).

				
				
					209	She made her application on the letter-head of the Museum’s boulevard shop, and she received permission and an official certificate that her handicraft items and antiques trade did not exceed the scope of small crafts, see BFL VII. 2. e. 6369, Ferenczi Jolán, trade (handicrafts), Application for cancellation, 1926.

				
				
					210	Museum number:1927/2548,1929/2650.

				
				
					211	Pesti Hírlap, 1927. XLIX. évf. 16.sz. (January 21.) 24., advertisements. Website: https://adtplus.arcanum.hu/hu/view/PestiHir lap_1927_01/?query=ferenczi%20jol%C3%A 1n%20budapest%201927&pg=499&layout.

				
				
					212	Magyarság, 1927. December 8. 17. “You can bathe in the Gellért Bath for free if you buy fashionable handicrafts and antiques at the spa’s waiting hall from Jolán Ferenczi. Low overhead, cheap prices. New: Christmas needlework baskets.”

				
				
					213	Magyarság, 1931. 12.évf. 143. sz. (June 27., Saturday) 10. (Theatre and the arts).

				
				
					214	A reply letter to the letter of support of Dr. Ferenc Lázár, notary and member of the Upper House, from the inheritance of Jolán Ferenczi.

				
				
					215	Pesti Napló, 1939. 90. évf., 15.sz.(April 27.) 14. p., Daily news. Website: https://adtplus.arcanum.hu/hu/view/PestiNaplo_1939_04/?query=ferenczy%20Jol%C3%A1n%20maty%C3%B3&pg=523&layout=s.

				
				
					216	Magyarország, 1935. July 10. XLII. évf. 154. sz. 5. The critique of the Hungarian clothes of Miss Duna. Website: https://adt-plus.arcanum.hu/hu/view/Magyarorszag_193 5_07/?pg=110&layout=s&query=ferenczi.

				
				
					217	Az Újság, 1929. 5. évf. 167. sz. (július 26.). Website: https://adtplus.arcanum.hu/hu/view/Ujsag_1929_07/?query=bakonyi%2 0alice&pg=430&layout=s.

				
				
					218	A Magyar Asszony Divatlapja, 1922. 2. évf. 1–2. sz. melléklete, 1. III. Evening wear of sheer material with bead embroidery.

				
				
					219	Pesti Hírlap, 1925. October 22. 15. p. Although, according to the report, the „ethereal Matyó clothes were made by Jolán Ferenczy”, they were probably original objects collected in Mezőkövesd. A picture of Medgyaszay Vilma. FÜGEDI 1997. 48.

				
				
					220	Erzsébet Feyérné Kovács (b. 1889) was a teacher at the State School for Women’s Industry, the wife of Gyula Fehér, a ministerial adviser. She studied in Budapest and abroad. Between 1925 and 1931 her works of art and designs (application of Sárköz patterns, applique technique, newly designed embroidered pillows) appeared several times at the school’s year-end exhibition. She was a recognized lecturer at the Budapest State School of Women’s Industry. In the 1919–1920 academic year, Anna Rucsinszky and I also taught at the College of Fine Arts, namely, applied art drawing and design for the candidates studying to be drawing teachers. Between 1935 and 1937, she edited and drew a series of „Új Idők” handicraft books.Website: https://adtplus.arcanum.hu/hu /view/Lexikon_UjIdokLexikona_15-16/?pg= 391&layout=s. ÚJ IDŐK LEXIKONA 1939a; 1939b.

				
				
					221	Esti Kurír, 1931. 9. évf. 65. sz. (March 20.) 6. p. Craftswoman Jolán Ferenczi was fined for violating a specialist from the Ministry of Commerce. Website: https://adtplus.arcanum.hu/hu/view/EstiKurir_1931_03/?pg=221&lay-out=s&query=ferenczi.

				
				
					222	The Association of Metropolitan Traders (“Fővárosi Kereskedők Egyesület”) organized the first one in 1906 under the name „Spring Fair”, then from 1918 the Budapest Chamber of Commerce and Industry took over the organization and extended it to also include the presentation of Eastern and Balkan goods, which is why it was named „Eastern Fair”. In 1922, the multi-day event held in the Városliget Industrial Hall was nominated as an international fair under the name “Budapest Commodity Sample Fair”. Various professions were represented at the trade fairs, including the glass, paper, leather and wood industries, toys, ornaments, shoes, food, chemicals, cosmetics, as well as the applied arts, furniture and basket industry. Purebl Győző: „B.Á.V”, Új Budapest, 1922. 2. évf. 16–17.sz. cover page.

				
				
					223	Budapesti Hírlap, 1923. May 23.

				
				
					224	Budapesti Hírlap, 1923. May 23.

				
				
					225	Museum of Ethnography, inventory number 2013.77.21

				
				
					226	Magyarság, 1932. 13. évf. 197. sz.(September 2.) 4. p.

				
				
					227	Köztelek, 1930. 40. évf. April 13. 588. p.

				
				
					228	Szózat, 1925. 7. évf. 281. sz. (December 12.) 7. p.

				
				
					229	The surviving certificate was issued to her on the 1st of May in 1923: it appears that she entered the United Kingdom on the 26th of March in 1923 in Folkestone and then left the country via the port of Harwich on the 28th of July.

				
				
					230	See: ÁEA 24/2012.

				
				
					231	Nouveaute – Bonnaterie – Lingerie 34. Rue Carnot Berck Plage.

				
				
					232	Berck Plage is a a seaside resort in northern France.

				
				
					233	Önéletrajz, 1952.

				
				
					234	See: ÁEA 24/2012

				
				
					235	Not only is Prague inferred on account of the names of the merchants, it is also mentioned in a questionnaire written in the 1950s.

				
				
					236	Szózat, 1925. 7. évf. 281. sz. (December 12.) 7. p.

				
				
					237	Letter, see: ÁEA 24/2012.

				
				
					238	Dress designer

				
				
					239	The drawing teacher at the Hódmezővásárhely Civil Boys’ School from 1923 onwards.

				
				
					240	Most likely, Illés Ödön Edvi, Edvi Illés Ödön, artist.

				
				
					241	Signatures of unknown artists also appear on the drawings, such as Nyáry, Szatmáry.

				
				
					242	Signatures of unknown artists also appear on the drawings, such as Nyáry, Szatmáry.

				
				
					243	Szózat, 1925. 7. évf. 281. sz. (December 12.) 7. p.

				
				
					244	See ÁEA 24/2012.

				
				
					245	The works of Mária Horváth, Klára Lökös, Jolán Varga, Mária Varga and Erzsi Végh.

				
				
					246	Kis Ujság, 1946. December 8. classifieds.

				
				
					247	Önéletrajz, 1952.

				
				
					248	Autobiography and original document.

				
				
					249	Önéletrajz, 1952.

				
				
					250	The response was not in the inheritance.

				
				
					251	Népszava, 1960. 88. évf. 214. sz. (September 14.) classifieds.

				
				
					252	She regularily advertized her shop from 1946–1947 in the Kis Újság és a Kossuth Népe papers.

				
				
					253	Népszabadság, 1958. 16. évf. February 8. classifieds, no page number

				
				
					254	Mrs. Elisabeth Langan’s Hungarian letter to Jolán Ferenczi 1952. January 22. ÁEA 24/2012.

				
				
					255	1954/0064, 1959/0007, 1959/0048, 1960/0076.

				
				
					256	FEHÉR 1963. 89. Website: https://library.hungaricana.hu/hu/view/FoliaArchae ologica_15/?query=%22ferenczi%20Jol%C3 %A1n%22&pg=90&layout=s.

				
				
					257	Museum of Ethnography, EAD 1/F-E Protected collections, Ministry of Culture 863-5-1959.

				
				
					258	Spoken communication by Erzsébet Kisfalvi and see Museum of Ethnography accession number 1961/0047.

				
				
					259	Spoken communication by Erzsébet Kisfalvi: the other little store was that of Juci Kovács, who who also in contact with the museum.

				
				
					260	Folkusfalvy, thomkaházy and bisztriczay Tomka (Thomka) Lídia see ÁEA 24/2012. The draft of a family tree by Erzsébet Kisfalvi Erzsébet.

				
				
					261	The names of her father and Jolán also appear as the winners of the submitted crossword puzzles in the Tolnai Világnapja, Kakas Márton newspaper in 1904.

				
				
					262	The Protestant ball held in the Vigadó took place with the participation of “the gentleman’s society of the capital and the countryside”, the participants also included the names of Jolán Ferenczi as well as Anna and Margit. Pesti Hírlap, 1923. 43. évf. 16. sz.(January 21.) 8. p.

				
				
					263	Ujság, 1934. 10. évf. September 28. 6. p. Naturally “she arrived in Hungarian folk costume”.

				
				
					264	SÁRAI SZABÓ 2014. Website: http://www.replika.hu/system/files/archivum/85-86_06_sarai_szabo.pdf?fbclid=IwAR 17BgA5 soAgF8ZDdOq-wz0mrEGNi9Q qFPjjCdh7pzqz_ G9_rbHkB0YMEF8.

				
				
					265	Önéletrajz, 1952.

				
				
					266	She also refers to this in her letter to Péter Veres, MTA Manuscripts M 5509/394. Letter from Jolán Ferenczi to Péter Veress, 1938. IV. 26

				
				
					267	Founded in 1895, the “Women’s Association for the Support of the Home Industry of Pozsony and the Region under the Patronage of Princess Isabella” („Izabella főhercegnő védnöksége alatti Pozsony és vidéke házi iparának támogatására alakult nőegylet”) took on the name “Isabella Home Industry Association” („Izabella háziiparegylet”) in 1897. In the counties of Pozsony (Bratislava), Nyitra (Nitra) and Trencsén (Trenčín), the association maintained settlements and schools and employed 677 women in 1906, for example. Two important types of household industry can also be observed in their activities. They fashioned tablecloths for civilian, aristocratic homes based on local folk patterns (the so-called „pöstyéni” embroidery), folk garments (the so-called Izabella blouse), and some settlements were engaged in the production of church textiles. The name of the association was changed to „Izabella Home Industry Association in Bratislava” (“Izabella Háziipari Egylet Pozsonyban”) on May the 5th of 1905.

				
				
					268	Postal and official careers, typing, crafts and fashion activities are also suggested. AMBRUS KÉRI 2015. Website: http://real-d.mtak. hu/837/7/dc_1067_15_doktori_mu.pdf.

				
				
					269	Fővárosi Közlöny, 1913. 88. sz. 3025. p.

				
				
					270	She met a number of participants. The names of the participants are on several pages of the guestbook. According to Új Idők, she was a participant, likely through home industry sales.

				
				
					271	For more see FÜLÖP–LACKNER 2012. 76–77.

				
				
					272	Szózat, 1925. 7. évf. 281. sz. (December 12.) 7. p.

				
				
					273	As a unified symbol against the Fejérváry government, the tulip became a symbol of anti-Austrian sentiments. It was believed that by excluding the consumption of Austrian goods, they could exert pressure for political changes to occur in Hungary. In the year of its establishment, in 1906, a Christmas exhibition was organized in Budapest, where the counties produced folk products, handi-crafts, weaves, baskets, among others, were sold (two photos can be seen on page 820 of the 50th issue of the Vasárnapi Újság 1906. 53 vol., and see ELLENZÉK 1906). The Tulip Association initially functioned well from the sale of badges and trademarks, from the successful fairs organized and from the growing membership fees, its county departments were also established. (ZSOLDOS 2008. 184–196).

				
				
					274	Házi Iparunk (the appendix of Iparfejlesztés), 1907. 2. évf. 15–16. sz. 2. p.

				
				
					275	Anna Rucsinszki was born in1892. Her husband, Dezső P. Ábrahám was prime minister in 1919, independence party, then bourgeois democrat politician, member of parliament.

				
				
					276	Website: http://mek.oszk.hu/18800/ 18846/18846.pdf.

				
				
					277	A picture can be seen of this on the cover of the image appendix of the Pesti Hírlap (54. évf. 86. sz.), Website: https://adtplus. arcanum.hu/hu/view/PestiHirlapKepesMellek let_1929/?pg=335&layout=s.

				
				
					278	See: Museum of Ethnography, accession number 2012/0058

				
				
					279	Margit Pongrácz Margit, born in 1888. Her husband, Jenő Endler Jenő was a Ministerial Adviser.

				
				
					280	See: Museum of Ethnography 1929/2676, 1930/2726, 1931/2798, 1956/0036, 1956/0040, 1958/0012 accession numbers under the name of Jenőné Endler as well as accession numbers 1929/2696, 1931/2801, 1931/2843, 1955/0047 under the name of Jenő Endler

				
				
					281	Website: https://library.hungaricana.hu/hu/view/MOT_1929_07_2/?query=f erenczi%20Jol%C3%A1n&pg=136&layout=s. MAGYAR ORSZÁGOS TUDÓSÍTÓ 1929.

				
				
					282	Valéria Szegedy Maszák Györgyné Holló was born in 1902. She graduated from the commercial girls’ school in Miskolc. After moving to Budapest, she opened a shop, and in 1952 she donated her collection to the István Dobó Castle Museum.

				
				
					283	See: Museum of Ethnography, accession numbers 1933/2942, 1935/3093, 1949/3997, 1951/0023, 1954/0060, 1954/0074, 1955/0018, 1955/0030, 1956/0041, 1962/0036, 1962/0037, 1962/0038 The circumstances of some of the acquisitions are unclear.

				
				
					284	Born in 1895, her husband was Ferenc Zsindely, State Secretary at the Ministry of Culture (1939–1943). In 1925, Klára Tüdős was the costume designer of the Opera House and the director of the costume workshop (for example, she also designed the folk-inspired costumes for Zoltán Kodály’s song play Háry János in 1926). In 1939, she did a great deal to establish the Györffy College. During World War II, Klára and her husband saved many Jewish individuals. For her biography and on her work, see DIZSERI 1994. 121.

				
				
					285	In 1907, she opened her girls’ education institute in Budapest at Délibáb utca 25, where German, French, English, music and painting were also taught to the girls.

				
				
					286	See the material of the State Women’s Industrial School in the Museum of Ethnography under the accession number 1950/4081b, and the drawing material of the Cinkota Teacher Training under the inventory numbers R 24510–24519.

				
				
					287	Br. Mór Herczog (1869–1934) was one of the most significant collectors from the first half of the 20th century (HORVÁTH 2000. 48).

				
				
					288	Emil Delmár (1876–1959) was an art collector. On his collection, as well as his relationship with the Museum of Applied Arts. see HORVÁTH 2000. 39, 40.

				
				
					289	Mrs Dr. István Balassa’s (born Ottilia Ebner) collection was offered for sale to the Hungarian state in 1928, but in the end only a few objects were bought from it, the majority was auctioned off at the Ernst Museum.(HORVÁTH 2000. 34).

				
				
					290	Esti Kurir, 1928. September 18. 3. p.

				
				
					291	Website: https://rkd.nl/en/explore/images/197737.

				
				
					292	Mrs. Gyula Benczúr was the founder of the Tulip Association. One is a half-sheet embroidered with silk thread, the other half of which was sold by Jolán Ferenczi to the Museum of Ethnography in 1927. The other is a yellow silk embroidery, a piece completely similar to which was documented by József Huszka in the church in Csíksomlyó. Two more pieces of this object were sold to the Museum of Ethnography in 1927, and another piece was introduced in 2015, with the last part of the inheritance.

				
				
					293	Victor Gondos emigrated to America in 1911: https://hsp.org/blogs/question-of-the-week/the-gondos-company-a-general-contracting-firm-designed-which-two-famous-hotels-in-atlantic-city-nj.

				
				
					294	Actor and director Lajos Ligeti was born in 1884, went to America after the war and died in a car accident.

				
				
					295	György Szécskay was a journalist and editor born in 1880. He died in 1958 in America.

				
				
					296	„Joh. B. Brosman Directeur Reisen Passagebureau Centropa N. V. Utrecht”. According to the business card, the office also had branches in Amsterdam, Utrecht, Nijmegen and Hertogenboesch.

				
				
					297	Hungaria. Hoongaarsche Kunstnijver-heid, Handgeborduurde Damenskleeding. Amsterdam Heerengracht 443.

				
				
					298	Zoltán Fejős’ research brought our attention to this. For more, see: Fejős 2016.

				
				
					299	The other important area is Buzsák, where the making of tulle appliques spread through the support of the Széchényi countesses of Somogyvár, also around 1910, but with a different pattern system. (Jankovich–Bésán 1931).

				
				
					300	“Today, the image of the home industry in this county is quite different than it was a few decades ago; the manufacturing industry has completely oppressed some domestic industries, but instead new ones have emerged that meet the requirements of the age […]. This is joined by embroidery, (…) the blankets, curtains, pillowcases, etc. produced here serve as popular luxury articles even beyond the borders of the county.” (Szabó 1899. 393.)

				
				
					301	The tulle appliqué fan made according to the plan of Mór Karlai was also exhibited at the 1913 Christmas fair, see DÍSZÍTŐ MŰVÉSZET 1914.

				
				
					302	MAGYAR IPARMŰVÉSZET 1928. The tablecloth was made in Duha Melanie’s class. Probably similar old shawls from Jolán Ferenczi were added to the school’s collection, based on which further handicrafts were designed. Website: http://epa.oszk.hu/01000/ 01059/00169/pdf/EPA01059_Magyar_Iparmu veszet_1928_07-08_163-180.pdf.

				
				
					303	Thus, for example, in 1932, according to an advertisement in the Új Idők newspaper, “a punched template of a round tulle tablecloth with appliqués for 40 pennies” could be ordered from the newspaper’s publishing office.

				
				
					304	These pattern elements are also the same as those on the shawls collected by Jolán Ferenczi. Their pattern is made up of the same leaf-tailed bird, heart, tulip, and carnation-like flowers, see Grynaeusné Papp 1944. 25, 27.

				
				
					305	Emilie Flöge in her embroidered ribbed dress,1913. (Pallestrang 2012. 16.)

				
				
					306	On Lajta’s work, see Gerle–Csáki 2013, and at the website: http://lajtaarchiv. hu/muvek/fovarosi-viii-keruleti-felso-keres kedelmi-iskola-1909-1913/. (Downloaded: April 6 2019)

				
				
					307	Leszih 1924, manuscript note EA 6879: 2–3.

				
				
					308	Magyar Iparművészet, 1914. 17. évf.1. sz.

				
				
					309	On the trade of Sándor D. Bérczi, see (Lackner 2010).

				
				
					310	Egri Népújság, 1923. February 7., Advertisement from widow, Mórné Weisz.

				
				
					311	The Pollák fashion store buys Matyó works”, Egri Népújság, 1921. 28. évf. 283. sz.(December 14.) 4. p. “I’m sending a selection of Matyó embroidery. I am accepting orders and I am looking for resellers”. The advertisement of Mrs Emil Reich Egri Népújság, 1927. February 1. 4. p.

				
				
					312	Újság, 1926. 83. sz. (April 14.) 13. p. Corvin department store full page ad.

				
				
					313	See Museum of Ethnography inventory number: R 21789 „Izabella blouse” pattern

				
				
					314	For more see: Kelbert 2012.

				
				
					315	Grenadine or silk tunic with multicolored embroidery. From the workshop of Jolán Ferenczi, the drawing of Zsuzsa Zlinszky. A Magyar Asszony Divatlapja, 1922. 2. évf. 1. sz. 19. p.

				
				
					316	The Magyar Iparművészet journal. A photo with the caption “Embroidered clothes. By the National Home Industry Association” (1926 29. évf 3–5. szám, 64). Website: https://epa.oszk.hu/01000/01059/00159/pdf/EPA010 59_Magyar_Iparmuveszet_1926_03-05_056-66.pdf

				
				
					317	160 In 1934, two thousand applications were received for the nationally announced call for proposals for “plans with a Hungarian spirit and in line with modern times”; about the Ferenczi clothing movement see FERENCZI-NÉ SEDLMAYR 2006.

				
				
					318	Thus, even during the sale of Mrs. István Balassa’s embroidery collection, she herself contacted the press with her opinion questioning both the purchase price and the state purchase, see Esti Kurir, 1928. September 18. 3.

				
				
					319	„Jolán Ferenczi, who is in gorgeous folk costume, told us.”Szózat, 1925. December 12. 7. p.

				
				
					320	Független Budapest, 1926. April 21. 5.

				
				
					321	She was represented in the 1913 Feminist Conference, in her flyer published in 1913, in her pictures taken in Marienbad in 1916, but even in the picture at the 1923 trade fair in Nitra county clothes.

				
				
					322	Museum of Ethnography Inventory numbers 2013.77.2–2013.77.8

				
				
					323	Magyarország, 1935. July 10.

				
				
					324	8 órai Ujság, 1931. March 20. 7. p.

				
				
					325	Inventory numbers 2018.77.10– 2018.77.12

				
				
					326	Magyarország, 1935. July 10. 5. p.

				
				
					327	Following the treasures of Bodrogköz, among the teachers of Zemplén. Folk art exhibition in Cigánd. Új Barázda, 1926. June 6., Saturday 3. p.

				
				
					328	Dunántúli Protestáns Lap, 1940. 90. p. A handwritten diploma also includes the signature of Jolán Ferenczi as the course leader. Website: http://csicso-nagy.uw.hu/fo-o-Csicso-NAGY-A/o1-kepek.htm.

				
				
					329	MTA Manuscripts M 5509/393–394. Jolán Ferenczi’s letter to Péter Veress, 1938. IV. 26.

				
				
					330	Museum of Ethnography, ltsz.: AEA 24/2012.

				
				
					331	Museum of Ethnography records, NMI 13/1936 Letter to the Directorate-General concerning Jolán Ferenczi’s proposal to the Museum of Ethnography.1936. II. 21 dr. Lajos Bartucz.

				
				
					332	At the end of the study that forms the basis of the translation, an appendix can be read on the various developments of Jolán Ferenczi. This was not accounted for in the English translation.

				
				
					333	Transylvania is a large region in Romania that belonged to Hungary until 1920. The region has a mixed population of Romanians, Hungarians, Saxons, Romany, etc. Kalotaszeg (Zona Călatei) is a region in north-west Transylvania that became the focus of ethnographic inquiry around the end of the 19th century and has since served as the subject of a great deal of field research. The culture and folk art of the Hungarians living there are wellknown among not only the populations of Hungarian-speaking regions, but also those interested in Hungarian folk culture worldwide. Kalotaszentkirály (Sâncraiu) and Inaktelke (Inucu) are villages in two different areas of the region. As the topic of the study is related to two villages with Hungarian populations, in the text, the place names have been given in Hungarian, with the current Romanian names indicated in the footnotes.

				
				
					334	Nyárszó: Nearşova

				
				
					335	In Felszeg, the forms and decorations associated with festival wear and prestige objects have been preserved as they were in the 1940s and ’50s; the level of preservation, however, is very limited and not universal.

				
				
					336	Edit Fél and Tamás Hofer spent 15 years conducting research in the Hungarian village of Átány (Heves County) in the period before and during the socialist reorganisation of Hungarian agriculture. The results of their research have been published in several volumes [Proper Peasants: Traditional Life in a Hungarian Village (1969), Geräte der Átányer Bauern (1974), etc.], which are of great significance to the history of both Hungarian, and international ethnography.

				
				
					337	Edit Fél mentions 1966–1967 as the period during which the trousseau was collected in several descriptions of the subject.

				
				
					338	The presentation and transportation of the trousseau derives from a provision of 19th-century Hungarian law (1840: 8 tc.) that required this be done as acceptable evidence of its existence. The prefecture of the village and the community were present at this event as witnesses and assessors of its value (Nagy 2010: 483)

				
				
					339	Fél–Hofer 1969a. 16. A list of all items in the trousseau can be found on pages 18-20.

				
				
					340	Hungarian researchers were not permitted to purchase ethnographic objects in Romania during this period, nor could sellers from Romania feature in Museum of Ethnography records by their own name. This situation lasted until 1991, when the two socialist states underwent a series of political changes.

				
				
					341	We do not know the fate of the second part of the writing, though a study in German was published in the same year: see FÉL-HOFER 1969b. 16. We know from the notes appended to part one that the second part would have examined various ‘economic’ aspects of trousseau production from the point of view of the individual, family, and community (FÉL- HOFER 1969b. 16).

				
				
					342	Precise information regarding the illustrations in the Fél-Hofer study is only partially known. The place and time are indicated in the captions [Bánffyhunyad (Huedin), 1895; and Kalotaszentkirály, the trousseaus of women who married in 1949, 1950, 1946]. The photographs from 1895 are known from a book by Mrs. Zsiga Gyarmathy (GYARMATHY 2000. 71, 73, 75, 77, 79, 81, 83, 85). Mrs. Gyarmathy asked the Dunky brothers, famous photographers of the era, to photograph a wedding of her choice: the groom was the eldest son of the richest family in the village and the bride of a similar economic status. Eight photographs appeared in Mrs. Gyarmathy’s book, of which four can be found in the database of the Museum of Ethnography (see: F 1766, F 1769, F 1770 and F 1771). Tamás Hofer’s photos of the trousseau (see: F 221503, F 221505, F 221510, F 21512, F 221583, F 221587) were published in the museum’s archive in a photographic appendix to the volume Bygone Rural Societies (Edit Fél) in 1978.

				
				
					343	A village in Hungary known for its embroidery and traditional festival wear (Borsod County).

				
				
					344	KATONA 2000. 229, 230. The trousseau collected by Edit Fél comes from the area of Kalocsa, Szakmár, where folk wear underwent continuous change from the late 1960s onward: the trousseau consisted of ‘show pieces’ that demonstrated the effects of modernisation and other developments occurring in the 20th century (KATONA 2000. 230; see: MTA Ms 2007/57-61).

				
				
					345	A magyar nép hagyományos kultúrája,[Traditional Culture of the Hungarians] 1991–2017.

				
				
					346	The placement of the objects in the exhibition reflected the arrangement seen in Dunky photograph F 1771.

				
				
					347	A total of 55 pieces of furniture and ceramics from the household collection were displayed.

				
				
					348	The museum’s photo collection includes a few photographs of Kalotaszentkirály from the first half of the 20th century. In the slide collection, we find Sándor Gönyey’s material taken on the occasion of a wedding in 1942. Most of Tamás Hofer’s photographs of Kalotaszentkirály likely still reside with his estate and are awaiting study.

				
				
					349	It was at this time that the first items from the family, one of whose members was later the subject of an interview about the entire trousseau, were also included in the textile collection.

				
				
					350	For example, textiles needed for farming work became available for sale either in the absence of heirs, or due to the formation of agricultural cooperatives.

				
				
					351	Information from inventory file card 68.114.1.

				
				
					352	In Kalotaszeg, women ‘carry’ their birth nickname with them in marriage and are referred to by that name locally.

				
				
					353	Zilah (Szilágy County): Zalău (jud. Sălaj).

				
				
					354	Déva (Hunyad County): Deva (jud. Hunedoara).

				
				
					355	Bánffyhunyad (Huedin): a small town and market/fair hub at the centre of the region adjacent to Kalotaszentkirály.

				
				
					356	Our gratitude to Endre Lukács, a Calvinist (Hungarian Reformed) pastor from Kalotaszentkirály, for the birth and family registry information.

				
				
					357	Torockó (Fehér County): Rimetea (jud. Alba)

				
				
					358	We do not know how many times Edit Fél worked in Kalotaszentkirály. There are two museum file cards that list items as ‘collected onsite,’ one of which dates to 1962, the other to 1968. The two items Fél collected are not textiles. Tamás Hofer, too, visited Kalotaszentkirály many times. No trace of these endeavours remains at the museum, however, as he conducted the work more in his spare time than for the institution (as communicated by Mária Flórián).

				
				
					359	‘[…] I was given a sewing machine; early on, when I was just a little girl, and took it with me when I left, yet my deft hands and sharp mind were worth more than other people’s inherited fortunes.’ (See: MTA Ms 2020 / 24–28. 90.) The first sewing machines appeared in Kalotaszeg during the final years of the 19th century (Faragó-Nagy-Vámszer 1977. 179).

				
				
					360	It is worth stepping away from the world of peasant trousseaus towards that of urban ones and, using a single example, examining some of the characteristics of the latter (see the appendix for the composition of one urban trousseau). What the two share is a preference for even numbers of items, in particular, six and its multiples. The reason for this has primarily to do with women’s weekly and monthly work schedules, the difficulty of washing and ironing white linen, and the norms applicable to changing clothes both in Kalotaszeg, and in the urban environment. The structure of a trousseau was similar within the broader context, as well, e.g. in Sicily during the second half of the 19th century (Schneider 1985. 92–101). When comparing the contents of peasant and bourgeois trousseaus, the lack of certain types of objects in one or the other is striking, reflecting differences in lifestyle and in the responsibilities of women born into different social strata. During the First World War, the bourgeois trousseau grew increasingly modest due to a shortage of certain materials and the prevailing general impoverishment, while rapid changes in fashion caused many people to give up the attempt entirely (F. Dózsa 1975. 104). The lack of commercial materials did not seriously impact the production of peasant trousseaus, as farms were selfsufficient, minimising the problem by comparison to urban areas; nor did changes in fashion affect the composition of the trousseau in the same way as was the case among urbanites. In the peasant environment, fashion changes arose at different paces in different localities or microregions, i.e. the fashion landscape was an uneven one. Changes in urban fashion impacted the peasant trousseau years, sometimes decades later, so that developments were neither rapid, nor spectacular. In Kalotaszeg, signs of change emerged only in the mid-20th century, in parallel with changes in lifestyle.

				
				
					361	The family did not surrender the items they still wished to use, though the specific nature of these was carefully documented.

				
				
					362	A year later, the day after the items were removed, three other families reported the availability of their own trousseaus for purchase.

				
				
					363	Almost every house in the village had/has a traditional ‘clean room’. No ‘clean room’ was constructed in families where the mother came from a distant region by marriage and only sons were born, or, in the case of one family, where both girls were raised to earn their living outside the village.

				
				
					364	For the purposes of the study, the names of living individuals have been changed.

				
				
					365	Cluj-Napoca, the county seat, is one of the most important industrial and cultural centers in Transylvania. In the 1960s and ’70s, commuters had to walk to the nearest train station four kilometers away, then travel to Cluj-Napoca from there (approximately one hour’s travel time). They left very early in the morning and came home only once evening had fallen.

				
				
					366	Larger construction projects, i.e. the renovation and expansion of houses in the village, began in the 1970s. The income from men’s factory work was used to build new houses or enlarge existing ones, following the examples set by others in their own and other nearby roadside villages, such as Nádasdaróc (Dorolțu), Mákófalva (Macău), Magyarvista (Viştea), and Méra (Mera). At the time, building a house was not only a necessity, but also a purpose in life: locals believed that those who did not build houses did nothing for the rest of their lives. It was, in fact, seen as a duty. The generation born in the 1940s and ’50s applied all the skill and labour they could spare in order to achieve this goal.

				
				
					367	He was the fourth man in the village to have a car.

				
				
					368	‘The girl is to be put on display,’ ‘[and] it all cost a lot of money,’ said the father, who, had he not been helped by his father-in-law and his wife’s grandfather, would ‘never have been able to scrape it all together’.

				
				
					369	Leadership positions in the village have traditionally been reserved for the male members of the large farming families and, occasionally, educated men who aspire to power and have good connections with the village council.

				
				
					370	A small new family will usually live in the same household as the parents of the groom, where the husband’s mother runs the household. The case of the older Tímár girl was a rare exception.

				
				
					371	Studying was the only escape from winding up in a planned local marriage.

				
				
					372	In the past two or three decades, there has been a lack of space for painted furniture in the rooms of new houses, because as the furnishings have grown larger, living space in newly built houses is nearer in size to that typical of a modern housing estate. Both the length-to-width ratio of the rooms, and the location of the entrance have changed, and it has also become common to build one larger window in place of the two smaller ones. All these features affect the arrangement of the furniture, rendering the overall effect one of increasing clutter.

				
				
					373	A 1996 inventory from before the trousseau was split between the two daughters is included in the appendix to this study.

				
				
					374	The sister had two daughters of her own and continued making trousseaus to fill a clean room according to the latest fashions for 2011, the year her eldest was to be confirmed.

				
				
					375	Following confirmation, it is common to provide young people with a separate entrance to permit them greater independence, a circumstance that also makes it possible to have some control – or at least the appearance of control – over their relationships.

				
				
					376	For years, however, she continued to adhere to certain customs of dress she had learned in her childhood: she continued, for example, to distinguish between clothes worn on ordinary days and those donned for minor and major festivals and found herself perpetually surprised at the way the people of Cluj-Napoca neglected, or even disregarded such things.

				
				
					377	A small piece of furniture hung on the wall to display plates and cups.

				
				
					378	The title of koma is one accorded both to the two chosen godparents, and to all who have been invited to the baptism.

				
				
					379	There were two seamstresses in the village during the second half of the 20th century: Mrs. János Simon née Ilona Gál and Mrs. Ferenc Bácsó née Erzsi Tárkányi Fazakas Kudor. Both women had learned to sew as children in their families.

				
				
					380	The elder daughter married, bringing with her half a room’s worth of furniture, later supplemented both on her own, and with her parents’ help. She had wanted new things, while her sister had accepted the older pieces of furniture inherited from her mother.

				
				
					381	Some materials, such as furniture paint and the leather for the pleated boots, tended to be purchased in Budapest. Until 1990, the state permitted only one trip abroad every other year, a circumstance that made obtaining certain things difficult.

				
				
					382	Old dishes were often given as payment to door-to-door merchants for new uten-sils and clothing.

				
				
					383	The walls were previously painted white or blue. In the 1970s, however, a fashion for flashy color-patterned wall painting spread throughout the region, rendering decorative plates unnecessary.

				
				
					384	The potter was Pali Feri Kovács, who worked in an artisan toy-making cooperative in Cluj-Napoca. The paint, which he obtained at his place of work, melts off the dishes when exposed to heat.

				
				
					385	The collection purchased by the Museum of Ethnography includes 129 in total. A list of these can be found in the appendix.

				
				
					386	Bologa (jud. Cluj): Sebesvár (Cluj County)

				
				
					387	For more on the topic, see: Fülöp 2000.

				
				
					388	Though not a specialist, she knew more of the art than other women.

				
				
					389	In this way, the traditional trousseau was assembled and maintained within the framework of the household, but with the application of more modern means, including independent income. A similar phenomenon has been described in Greece, among other places (Lambiri-Dimaki 1985).

				
				
					390	This occurred in the same way that farming had been gradually displaced as a family enterprise by collectivisation. Even after much land was reclaimed in the 1990s, few returned to the ways of the time prior to the 1960s. Children, for example, were rarely involved in farming, and even those who were tended to help out only as the occasion arose.

				
				
					391	Since the early 2010s, most local mothers have been working eight to ten hours a day outside the village, commuting in the same manner as their husbands. Today, the lives of girls in Inaktelke are similar to that of urban children, except that the grandparents are consistently within reach. Like adult family members, they commute to school from the age of ten or, in some cases, live in the city and return home from school only on weekends.

				
				
					392	Primarily by selling animals or land (Fél-Hofer 1969a).

				
				
					393	Greece during the 1980s is another example (Lambiri-Dimaki 1985).

				
				
					394	Bogártelke: B gara; Méra: Mera; Magyarvista: Vi tea; Mákófalva: Mac u; Türe: Turea; Körösfő: Izvoru Cri ului. These villages are all found in Kalotaszeg, in Kolozs County.

				
				
					395	Medgyes (Szeben County): Media (jud. Sibiu)

				
				
					396	E.g. beads and sequins from Turkey purchased from a businessman in Méra or Chinese merchandise available from stores or fairs.

				
				
					397	Although the Fél-Hofer study includes a one-sentence reference to this (p. 34), the exact relationships are not specified.

				
				
					398	For a similar phenomenon in relation to confirmation, see Turai 2005. Representing an exception are cashmere headscarves, for which the associated gift system is, on its own, suited to mapping out the intricacies of the local concept of kinship (Fülöp 2000).

				
				
					399	The registry is necessary because of the longterm nature of the reciprocal gift-giving custom; in fact, it is the need to return gifts in due course that keeps the system alive.

				
				
					400	These were later painted green and placed in the kitchen, then eventually stored in the barn until they were sold to door-to-door antique dealers in the early 2000s.

				
				
					401	A hierarchy could, of course, be established based on monetary value alone.

				
				
					402	Fél–Hofer 1969a. 30–33. It should be noted that this custom was part of the wedding ceremonies at both extremes of the social order. The public presentation of a trousseau was also common among families of the aristocracy, who competed in assembling them, each trying to outdo the other in producing the most fashionable textiles from the finest materials, with even fashion magazines reporting on the trousseaus of individual aristocratic brides (F. Dózsa 1975. 103). The same competitive tendency characterised villages that took a dynamic approach toward the development of traditional festival wear, such as those of Kalotaszeg. Although around the turn of the 20th century, the press only reported on a few peasant weddings, a few illustrated news reports have survived. In the rural world, the role of press exposure was played by local, or in some cases regional publicity, word of mouth, and human memory.

				
				
					403	This custom involved a plate of flour tied in a decorative cloth, a symbolic contribution to the traditional holiday egg bread. It was customary to take flour in this way on the day before a baptism, wedding, or funeral.

				
				
					404	See: Tötszegi 2009.

				
				
					405	Kresz 1944 (see the inventory of a girl’s confirmation clothing given in the appendix); Fél-Hofer 1969a. 27; Fülöp 2001. 20; Tötszegi 2009. Though there are other records available, none of them are adequate for the purposes of comprehensive comparison (Gönyey 1942; Vasas 1993. 45).

				
				
					406	Fél-Hofer 1969a. 34, in reference to Jack Goody.

				
				
					407	Today, one notes a degree of chaos among the objects in some households, as the former rules regarding cleanliness and order have become more relaxed.

				
				
					408	This also explains how many Romanians in Kalotaszeg bought second-hand clothes from Hungarians. Early 20th century photographs preserved by Romanian families show young couples wearing Hungarian coats and aprons (as per a field study conducted in Nádaspapfalva, Popeşti in 2002).

				
				
					409	Since around middle of the 20th century, due to the declining number of births, children have, in fact, themselves become objects of prestige. Moreover, over the past two decades, the will of children has increasingly prevailed over that of their parents. For past and present examples, see: Vasas 1979; Keszi Harmat 1979; Jávor 1981; 1999; 2007.

				
				
					410	The conflict between the individual and culture that arises when objects are sold (KOPYTOFF 2008. 117) is a highly emotional one that is often left out of consideration. The sale of a trousseau constitutes ‘converting downward’ (i.e. from a higher sphere of exchange values to a lower one; see: KOPYTOFF 2008. 119), a source of conflict not only between the individual and the group, but also between the individual and him/herself. It takes the death of one’s ancestors for certain changes in (among other things) his/her material world to begin moving forward.

				
				
					411	See: Schneider 1985; Bausinger 2005. 13

				
				
					412	 The idea of the ‘extended self’ – i.e. the concept which claims that the objects that make up an individual’s property are, in fact, a part of that individual – is a helpful one in grasping this particular phenomenon (Belk 1988. 145). 81 B  2012. 86

				
				
					413	Berta 2012. 86

				
				
					414	A region of Northern Transylvania inhabited by Romanians; Avas: Oaş; Máramaros: Maramureş.

				
				
					415	Lambiri-Dimaki, 1985, discusses a similar phenomenon in Greece.

				
				
					416	With this decision, they also sought to allay such doubts and remorse as they felt regarding the sale.

				
				
					417	Also considered ‘worthy’ in the manner of a museum is the theatre environment: families would rather sell their traditional costumes to a folkdance ensemble than to Romanian women in Avas.

				
				
					418	This study was actualized through the OTKA research project entitled, Material Culture of Immigrant Groups in Budapest (K84286) (Bevándorló közösségek tárgykultúrájának vizsgálata Budapesten).

				
				
					419	For this, I strived to utilize the data I acquired through field research I conducted in Yunnan, in 1988 and 1990 respectively, in part, with reference to the Hmong.

				
				
					420	There is much literature on the Hmong (as well as ethnographies), most especially, from the 1980’s onwards. (Tapp 1988; 1989; Nompus Thao 1993; Quincy 1995; Symonds 2004; Dearborn 2008).

				
				
					421	Other than the story cloth presented here (2012.51.2) and a single embroidered table cloth (2012.51.1), the Museum of Ethnography owns 6 pieces of clothing, which were added to its collection in 1981, and which were displayed from 29 June – 31 December 2000 for the exhibition Festive costumes in Yunnan, China. The pieces are listed as follows: women’s coat (81.125.58), skirt (81.125.59), apron (81.125.60), women’s belt (81.125.61), and a men’s coat (81.125.63). See Vargyas–Wilhelm 2000.

				
				
					422	For more on the circumstances of exhibition design, see: Mohay 2015.

				
				
					423	For a few Hungarian and international examples, see: Berényi 2015.

				
				
					424	Canvas bag of salt (Museum of Ethnography, 63.3.319). Artefact selection and description: György Máté.

				
				
					425	Folk doll clothes (Museum of Ethnography, 2002.2). Artefact selection and description: Emese Szojka.

				
				
					426	Bridal chest (Museum of Ethnography, 61.148.3). Artefact selection and description: Margit Kiss.

				
				
					427	Mirror (Museum of Ethnography, 113391). Artefact selection and description: Mónika Lackner.

				
				
					428	Plate (Museum of Ethnography 97.44.2). Artefact selection and description: Gabriella Vida.

				
				
					429	‘Hungarian yoyo’ or similabda (Museum of Ethnography, 2012.30.88). Artefact selection and description: Emese Szojka.

				
				
					430	Song book by István Illyés (Museum of Ethnography, 68.154.3). Artefact selection and description: Krisztina Pálóczy.

				
				
					431	Ottó Herman: A magyar halászat könyve [Book of Hungarian Fishing]. Artefact selection and description: Zsófia Frazon.

				
				
					432	Postcard from Belényes (Museum of Ethnography, F 24286) Artefact selection and description: Péter Granasztói.

				
				
					433	Long flute (Museum of Ethnography, 75.5.4). Artefact selection and description: Krisztina Pálóczy.

				
				
					434	Shoe (Museum of Ethnography, 2010.15.22-1-2). Artefact selection and description: Zsófia Frazon.

				
				
					435	Mugs and pins (Museum of Ethnography, 2015.1). Artefact selection and description: Hannah Daisy Foster.

				
				
					436	The WINDOW team: Script and curatorial work: Mónika Lackner, Zsófia Frazon; Concept: Zsófia Frazon; Graphics and visual design: Zsófia Szentirmai-Farkas; Artefact selection and description: Hannah Daisy Foster, Zsófia Frazon, Péter Granasztói, Margit Kiss, Mónika Lackner, György Máté, Krisztina Pálóczy, Emese Szojka, Gabriella Vida; Transcriptions: Kata Krasznai; English text: Rachel Maltese; Installation: Zsófia Szentirmai-Farkas and the staff of the Artefact Conservation and Restoration Department (Műtárgyvédelmi és Restaurálási Főosztály); Photo credit: Krisztina Sarnyai; Exhibition management: Diána Darabos.
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