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It gives me great pleasure that the presentation of the Miklós Zsolnay collection will highlight to 
Turkish scholarly and public opinion an episode in the history of Turkish-Hungárián relations which has 
been little known even in Hungárián art history. 

Research is based primarily on archeological finds, on centuries old written sources, and on artifacts 
preserved in museums and priváté collections. Little is known of that rare and productive moment in the 
meeting of Islamic and European cultures where the interest was not political, but primarily aesthetical 
in motivation. Architects and artists travelling to Turkey in the late 19th century had the objective of 
becoming familiar with a civilization with a great past and an amazingly rich artistic heritage. 

Miklós Zsolnay was not unfamiliar with the splendid world of colour and forms of Turkish ceramics: he 
knew it from foreign collections and from the popular Orientalized products of other European ceramics 
factories. Zsolnay's ceramics alsó utilized elements of the flowery Iznik style, a style which was especially 
appealing to Hungárián taste, as it evoked motifs favored and commonly used in Hungárián folk art. 

This material, presenting both Turkish tile materials and Orientalized Hungárián ceramics, is an 
example of the survival and interaction of traditions illustrating quite clearly the productive effect of the 
meeting of different cultures and the organic development of artistic processes. Following the success-
ful showing of the exhibit in Hungary, I hope that Turkish visitors will alsó enjoy this collection of 
Turkish ceramic art as seen through the eyes of a Hungárián traveller more than a hundred years ago. 

Our exhibition is in honour of the Turkish Republic celebrating the 700 years anniversary of the 
Ottoman Empire. 

Miklós Zsolnay Koleksiyonu'nun tanitimi sayesinde Türk bilim cevreleri ve ilgilenen ziyaret9ilerin, 
Türk-Macar ili^kileri tarihine ait olup §imdiye kadar Macar sanat tarihinden de gizli kalan bir epizodu 
tanima olanagina kavu§masi benim i?in büyük bir sevin? kaynagi oluyor. 

Önceki ara^tirmalan her §eyden önce arkeolojik buluntulara, yüzyillarin yazili kaynaklanna, müzel-
erde ve özei koleksiyonlarda korunan degerli nesnelere dayamr. íslám ve Avrupa kültürlerinin bulu§tugu 
ve gösterilen ilginin politik degil de öncelikle estetik nedenlerle olu§tugu böyle ender ve verimli bir an 
hakkinda bilinenler pek azdir. 19. yüzyilin ikinci yansinda Türkiye'yi ziyaret eden mimarlar, uygulamah 
sanatlann ve güzel sanatlarin uzmanlari, uzun ge9mi§i olan bir uygarhgin harika zenginlikteki mirasini 
tanimayi ama? edinmi§lerdi. 

Türk seramiginin muhte§em renk ve bipim dünyasi Miklós Zsolnay iipin bilinmiyor degildi, <?ünkü 
yabanci koleksiyonlardan, Avrupa'nin ba§ka seramik fabrikalarinm Dogu'msu moda ürünlerinden bun-
lan tammi§ti. ^ifekli íznik stilinin ögeleri Zsolnay seramiklerinde de kullanihyordu. Bu stil Macarlara 
özellikle cazip geliyordu, ?ünkü bunlarda Macar halk sanatlannin sevilen ve ?ok kere yinelenen motif-
lerini görüyorlardi. 

Türk 9inileri ile Dogu'msu Macar seramiklerini birlikte sunan bu derme, geleneklerin ya§amini 
sürdürmesinin ve kar§ilikli etkilerin öyle bir örnegi oluyor ki, bu, degi§ik kültürlerin bulu§masimn 
yaratici etkisini, sanatsal süre9lerin organik olu§umunu her §eyden daha a?ik bir bifimde algilandinyor. 
Macaristan'daki ba§arih gösterimden sonra, Türk seramik sanatini yüz yildan fazla bir süre önceki Macar 
gezgininin gözüyle yansitan bu görünümün Türk ziyaret?ileri de etkileyen bir am olacagini umarim. 

Osmanli Imparatorlugu'nun 700. Kurulu§ Yildönümü'nü kutlayan Türkiye Cumhuriyeti'ne bu sergi-
mizle saygimizi ifade etmek istiyoruz. 

Árpád Göncz 
President of the Republic 

of Hungary 

Árpád Göncz 
Macaristan Cumhuriyeti 

Cumhurba?kani 



Gxhibit organization: Ibolya Gerelyes, Orsolya Kovács 
Consultant: Géza Dávid 

Translation Hungárián to English: Ervin Dunai, Steve Starkey 
Translation Hungárián to Turkish: Gülen Yilmaz 

Photos: István Fűzi 
Catalogue design: Orsolya Kovács 

Sergiyi düzenleyen: Ibolya Gerelyes, Orsolya Kovács 
Lektor: Géza Dávid 

Macarcadan íngilizceye ?eviren: Ervin Dunai, Steve Starkey 
Macarcadan Türk^eye Qeviren: Yilmaz Gülen 

Fotograflar: István Fűzi 

Sorumlu yayimci: Müze Müdürü Zoltán Huszár 
Janus Pannonius Müzesi, Pécs, Macaristan 

© Her hakki sakhdir 

Publisher: Zoltán Huszár, county museum director 
Janus Pannonius Museum, Pécs, Hungary 

© Ali rights reserved 

ISBN 963 7211 49 7 



Contents 

12 
Hungárián Applied Arts in the 19th Century 1 5 

The Zsolnay Factory 19 

The Journey of Miklós Zsolnay to the Middle East 2 5 

The Wall-Tile Collection 30 

Further Reading 33 

Summary in Turkish 41 

Catalogue 

I^indekiler 

30 

Kaynak$a 33 

Zsolnay Fabrikasi 34 

Miklós Zsolnay'nin Yakin Dogu yolculugu 3 ? 

Duvar Qinileri koleksiyonu 3g 

Miklós Zsolnay'nin yolculugunun fabrikadaki faaliyetlere etkisi 

Katalog 





The Zsolnay collection is one of the most valuable treasures preserved in Janus Pannonius Museum, 
Pécs and alsó in Hungary. The approximately fifteen thousand items of the collection include orna-
mental ceramics, archival documents, designs, and architectural ceramics. Both in Hungary and abroad, 
the Zsolnay ceramics collection is considered by experts and laymen alike to be an outstanding accomp-
lishment in Hungárián and universal applied arts. The Zsolnay "phenomenon" is one of the positive 
expressions of Hungárián national pride. 

The material presented in this exhibit represents the strong Ottoman influence on applied arts and 
architecture in 19th century Europe, including Hungary. In order to become more familiar with Turkish 
ceramic art as well as to make new commercial contacts, Miklós Zsonay visited the Turkish Empire from 
October 1887 to February 1888. 

The exhibit presented here was a great success in Pécs and in the Hungárián National Museum, 
Budapest, in 1999. Both occasions were opened by His Excellency Ender Arat, the ambassador of the 
Republic of Turkey in Budapest, who was of invaluable assistance in the organization of the exhibit in 
Turkey. Here I would like to thank Ambassador Arat for his unselfish assistance. 

It is a great pleasure for us that we can present in Istanbul, the center of Ottoman art and culture, the 
Orientál ceramic materials, considered an exclusive part of the collection, and the impact they had on 
Zsolnay ceramics. It is a special honor for Janus Pannonius Museum and its colleagues that the exhibit 
is displayed at the Türk ve Islam Eserleri Müzesi. 

For their effort in realizing this Istanbul exhibit I would like to give special thanks to Dr Pál Éliás, General 
Consul of the Republic of Hungary in Istanbul, and to Dr Nazan Ölger, director of the hosting museum. 
I trust that we will be able to draw attention to a new area of our historical connections which will serve 
as an example in both countries for present and future generations alike. 

/ U í l u 
Zoltán Huszár 

County Museums Director 

Pécs'te muhafaza edilen Zsolnay Koleksiyonu yalniz Janus Pannonius Müzesi'nin degil, fakat 
Macaristan'in da en degerli sanat eserleri dermesinden biridir. Yakla§ik 15 bin pa^adan olu§an kolek-
siyon, süs seramikleri, ar$iv belgeleri, dizayn Qizimleri ve in§aat seramiklerini i<?eriyor. Macaristan'da ve 
yabanci ülkelerde uzmanlar ve müze ziyaretqleri Zsolnay seramik koleksiyonunu gerek Macar gerekse 
evrensel uygulamah sanatlann seíjkin bir ba§arisi olarak amyorlar. Zsolnay "görüngü"sü, milli Macar 
övüncünün olumlu anlamda yansimasidir. 

Sergilenen nesneler, ge<;en yüzyilda Osmanli sanatinin Avrupada ve bu kapsamda dogal olarak Ma-
caristan'da da uygulamah sanatlarda ve mimarlikta biraktigi gü?lü etkiyi temsil ediyor. Miklós Zsolnay'nin 
1887 Ekim'i ile 1888 $ubat'i arasinda Osmanli imparatorlugu bölgelerinde yaptigi yolculuk, Türk seramik 
sanatinin daha iyi taninmasina ve ayni zamanda ticaret ili§kilerinin de artmasina katkida bulundu. 

Burada düzenledigimiz sergi daha önce 1999'da Pécs'te ve Budape?te'de Milli Müze'de büyük ba§ari 
kazandi. Her iki sergiyi Türkiye Cumhuriyeti Budape?te Büyükel<?isi sayin Ender Arat a9ti ve Türki-
ye'deki serginin örgütlenmesinde de kendisinin unutulamayacak erdemleri var. Sayin Büyükelq Ender 
Arat'a fedakár yardimlarindan dolayi burada da te§ekkürlerimi belirtmek istiyorum. 

Koleksiyonun özgün bir bölümü sayilan Dogu seramigini ve bunun Zsolnay seramigine etkisini 
Osmanli kültürünün, sanatinin ba§kenti istanbul'da sergileme olanagina kavu^mamiz bizim i?in büyük 
bir sevin? kaynagidir. Sergiye Türk ve islám Eserleri Müzesi'nin evsahipligi yapmasi, Janus Pannonius 
Müzesi ve mesai arkada§lari ipin onur kaynagi sayiliyor. 

Istanbul sergisinin gerQekle§tirilmesinde gösterdikleri ^abalar nedeniyle Macaristan Cumhuriyeti 
Istanbul Ba^konsolosu sayin Dr. Pál Éliás'a ve evsahipligini üstlenen müze müdürü bayan Dr. Nazan 
Olpere ayrica te§ekkür ederim. Her iki ülkenin §imdiki ve gelecek ku§aklanna, tarihsel ili§kilerimizin 
őrnek olabilecek özellikteki yeni bir alanim bu sergimizle tamtabilecegimizi umuyorum ve buna güveniy-
orum. 

/ U L ^ j 
Zoltán Huszár 
íl Müze Müdürü 
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Authors' acknowledgements 

First of all we would like to thank Dr Nazan Olcer, director of the Türk ve Islam Eserleri Müzesi, for 
making it possible for the Miklós Zsolnay collection to be displayed in Istanbul. This collection can be 
especially interesting for the Turkish viewer, since Zsolnay, during his journey which ended with a 
lengthy stay in Istanbul, visited a number of countries and cities which had belonged to the Ottoman 
Empire since the 16th century. The objects collected during the journey are a praise of the craftsman-
ship of the Ottoman masters. The 16th and 17th-century Damascan tiles which constitute the majority 
of the collection reflect the Iznik workshop. 

The Istanbul presentation follows two highly successful showings in Hungary in 1999, at the Janus 
Pannonius Museum in Pécs and the Hungárián National Museum in Budapest. The Hungárián showings 
were accompanied by a catalog published in two languages (An Unknown Orientalist. The Eastern 
Ceramics Collection of Miklós Zsolnay, and in Hungárián Egy ismeretlen orientalista. Zsolnay Miklós 
keleti kerámiagyűjteménye, Pécs-Budapest, 1999). This catalog is based on the previous work, adapted 
to presentation in Turkey. 

We owe a debt of thanks to all those who contributed to the appearance of the earlier and/or present 
volume, and who supported the project and publication financially as well. 

Yazar ve derleyenlerin te§ekkürü 

Miklós Zsolnay Koleksiyonu'nu ístanbul'da sergilememize olanak sagladigindan ötürü her §eyden 
önce Türk ve tslam Eserleri Müzesi müdürü bayan Dr. Nazan Ö^er 'e te§ekkür bor?luyuz. Türk 
ziyaret9iler i?in bu Koleksiyon özellikle ilgin?, ?ünkü Zsolnay ístanbul'da uzun süre kaldiktan sonra 
yaptigi yolculuk sirasinda, XVI. yüzyildan itibaren Osmanli ímparatorlugu'na bagli olan birtok ülkeyi ve 
kenti ziyaret ediyor. Yolculugu boyunca topladigi nesneler Osmanli ustalarmin hünerini kamtliyor. 
Koleksiyonun büyük bölümünü olu§turan §am 9inileri iznik imalathanelerinin etkisini yansitiyor. 

ístanbul'daki sergiden önce 1999'da Macaristan'da Pécs kentinde Janus Pannonius Müzesi'nde ve 
Budape§te'de Milli Müze'de düzenlenen iki sergi büyük ba§ari kazandi. Macaristan'daki sergilere iki 
dilde yayimlanan bir katalog e§lik etti (Macarca 'Egy ismeretlen orientalista. Zsolnay Miklós keleti 
kerámiagyűjteménye' ve ingilizce 'An unknown Orientalist. The Eastern Ceramics Collection of Miklós 
Zsolnay. Pécs-Budapest 1999). 

Bu <?ah§mamizi Türkiye'deki gösterimize uyacak bi<?imde yeniden düzenleyerek §imdiki 
katalogumuzu hazirladik. 

Daha önceki ve §imdiki kataloglarin yayimlanmasinda yardímci olan ve bunlarin hazirlanmasini, 
basilmasim maddi yönden de destekleyenlere te§ekkür bor?luyuz. 



Hungárián Applied Arts in the 19th Century 

As part of the multinational Austro-Hungarian Monarchy, Hungary became a régiónál power 
after the Compromise of 1867, rapidly going through a substantial economic and cultural trans-
formation. At last, the Hungárián industry got rid of the guild system, a severe impediment to 
íts development, thus allowing the emergence of "applied arts" as understood in European 
sense. Besides the existing economic possibilities, the leading theoreticians alsó influenced the 
direction of development with their critical comments and guidelines. Their overall concept was 
simultaneously characterised by an eagerness to jóin the contemporary European movements 
and the need to create an art of national character, with distinctive overtones added to the lat-
ter ini the name of separation from Austrian culture and preservation of national identity, as 
manifested in the vanous genres of applied arts. This intention did not, however, exclude the his-
toricizing treatment of historical styles, with special regard to Renaissance elements surviving 
well into the 18th century ' . 

Stylistically, the applied arts of a "national character", which emerged by the mid-1880s, bor-
rowed much from so-called folk art. Discovered by Romanticism and first popularised in the lite-
rature ot late 18th century, peasant culture flourished in 19th-century Hungary: parallel with the 
gradual impovenshment of peasant holdings and their increasingly outmoded economy, the 

1 L r í n r f « S 0 C Í a l g r O U P g r e w e x t r e m e | y r i c h 2 - R e | W partly on factory produced 
Z Z l T u T ^ P e ? m C r a f t s m a n s h i P - « new decorative style emerged. displaying orientál 
features both in its lav.shness and in its ornamentation 

° f f ° l k , a r t W 3 S g Í V C n f u r t h e r i m P e t u s > w h e n ^ e folk material, primarily peasant 
m s Z PHrKv 1 a S 3 f 0 r m 0 f ' " n a t i 0 n a l d o m e s t i c crafts" at the Viennese World Fair of 
pean a'pplLd art's m ° m e n t ° U S n 0 V e l t i e s f r o m «»e viewpoint of the development of Euro-

the ' t ime fh T ^ u ^ T " n a t Í ° n a l S t y ' e " t h e of 1885 meant a turning point. That was 
a ' b U m e n t U l e d ^ ^ díszítő stílus"("Hungarian Decorative 

h i s t heo re ic w i ^ ^ t h e l i b ™ y of the Zsolnay family had a copy of this book.) 
peasant costumes C a m e t o t h e conclusion that the ornamenta t ion of certain 

identi 1 2 ^ he " h T P U r e S t S O U r C C S o f Hungárián" ornamenta t ion . Through 
l a s f i and H 'C C ° m e n t * C e r Ü d n m ° U f s < « * a c o c k ' « * » « « hoped to prove the 
tnrian , 1 ' " 1 " " " a n c e s t r y o f t h e Hungárián stock. Huszka himself was an amateur his-
« ^ a " a " , e a c h e r - H e « < * * " -he pre-his-

experts wh i l ed rawinof J T ™ " * i l l u s i o n s - a n d h i s « « broadly rejec.ed by 
the age The orlemal ^ v o u r a r e s P o n s e s Oom .he public in ,hű in , with .he national spirit * 
arts d u r i „ g h e " a " , o , h r t e , r b f " m e ° " e o f , h e Hungárián a p p M 
ren. way" ' n d ' Z í ^ i n K a ? V ' h T " * " W Í ' h " 0 r i e n l a l " i n , " P r e l e d m ™ " ' f 
Wes.ern E u r o p e T L s .h n 7 W " H ' h C ^ " ^ n ü and ar . S and craf ts movements of 
from the London and v h " J " * " M u s e u m o f APP''<=^ Arts purchased an "Arabic room 
previous' y e a Z n 1 ™ w T Í " " " C ° m w M a w < * C o ' ' A f a " i c room featured in í|W 
to reveal in e S po„ ' " h J h l " r ' a " d l h e « * » • * » <* infcfm. .k>n the company was able 
a female.4 t h e M u s e u m s i n « u i r V was that the furni turc had probably belenged to 

for the ae^lCtic0v0aTuehsa d
andTd " í * * 0 " ™ c o n t e m P o r a r y circles. with high esteem expressed 

resented the luxury of E a r r n n f ^ y r 3 " ^ 1 1 5 , * M k n ° W , e d g C o f t h e f a c t l h a t i l h a d ^ 
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"We have just about had enough of colourlessness, of the lifelessness of fossilised forms. The 
revived sensibility of our age wants to throw off the fetters of artificiality", a critic wrote in maga-
ziné Művészi Ipar (Industrial Art) . Then, on a more generál level, he summed up the inspiring 
power of orientál culture: "Where else could we find examples of a more masterful application 
of colours, of a more poetic fashioning of decoration, than in the cradle of civilisation, in Asia? 
The distinctive magic of this continent fascinates us; the manual dexterity of craftsmanship, the 
great ideas and world views which gave birth to bourgeois development and the new trends of 
culture all had their origins here, before making their way to the West." Finally, the author could 
not resist to drawing a lesson for contemporary Hungárián applied art: "Where should we turn 
to, if we want to develop our art industry along the lines of our surviving traditions? The answer 
can be found in the colourful floral ornamentat ion inspired by a fertile imagination, which folk 
tradition has preserved on peasant chests and on the felt cloaks of shepherds, lavishly decora-
ted with tulip ornaments . The kindred spirit of these decorations with Persian and Arabic art 
cannot be denied."5 

In a five-part series of articles entitled "Arab díszítmények" (Arabian Ornaments , in the 
issues of 1888 and 1889), which was alsó published in the magaziné Művészi Ipar the architect 
Miksa (Max) Herz presented the architectural details of the minarets of Cairo, the collection of 
the Vakf Museum, and the tiles made in the manufacturing f i rm of Damascus, Damiette, and 
Bursa, with a number of drawings illustrating the topic.6 

The Museum of Applied Arts purchased the photographic collection of Dániel Szilagyi in 
1888, as reported by Jenő Radics in the 1888/2 issue of Művészi Ipar. The 47-piece collection 
contained photographs of miniatures, book plate and other drawings. 

Still earlier and more distant was the Museum of Applied Arts ' connection with orientál art 
through János Telléry. One of his letters addressed to the Museum reveals? that he helped direct 
a museum in Jaipur. In his letter he proposed an exchange between the two museums, pointing 
out that such an exchange was taking place on a regular basis between his museum and the 
Kunstgewerbemuseum of Vienna. He concluded his letter declaring that he was offenng his 
services both as a "patriot" and as a lover of orientál art. 

Telléry's name pops up in Teréz Zsolnay's correspondence, alsó: in 1885 Vilmos Zsolnay 
purchased a collection of Indián woodcuts from the engineer born in Pécs.8 

On the basis of the intensive theoretical groundwork of the late 19th century, the vanous 
applied arts museums and colleges were established one after the other in Europe. The tirst 
such institution was the South Kensington Museum in London, founded in 1852, followed by 
the Österreichisches Museum für Kunst und Industrie in Vienna in 1863; the Budapest Museum 
of Applied Arts gained independence in 1891, and moved into its final locat.on, a building 
designed by Ödön Lechner, in 1896. In line with European practice, the collections of the muse-
um and the associated library were used by Hungárián designers as a source. 

13 



Notes: 

'In the words of the period's leading art critic, Gusztáv Kelety:"... we must have Renaissance, as that 
style is the one closest to our hearts, and since we would be unable, anyway, to substitute it with an archi-
tecture bearing the marks of contemporary, and especially national art." Kiss 1972, p. 102-109. 

2Hofer, 1975. 
3Actually, in the 1890s the company alsó produced ceramics, using, among others, the lustre tech-

nique rooted in Islamic art. At the end of the century it was regarded as the world's largest manufactur-
er of tiles. 

4The Archives of the Museum of Applied Arts. Inventory book, 1886, II. 12, item 49. In the same 
year Mawe and Co. tried to sell a Japanese lacquered cabinet and a bronzé to the Museum. 

5Boncz, 1885-86. p. 200-203. 
6In his letter written on December 20, 1887 from Cairo, Miklós Zsolnay mentioned their meeting: 

"Yesterday I visited the cemetery of the caliphs and this afternoon architect Herz will show me the old 
mosque." According to the Inventory book in the Archives of the Museum of Applied Arts, Miksa Herz 
offered more than 300 items to the Museum for sale in 1891. 179. 1891. XI. 19. 

7Inventory book of the Archives of the Museum of Applied Art, 1883. 672, V/6. 
8Zsolnay 1974, p. 132. "Since he influenced our development as designers, I would like to mention 

the engineer Teliéri, a native of Pécs who went to live in India and who, after leaving the service of the 
Maharaja of Jaipur, settled in Bombay; it was in that year that he first looked us up. The purpose of his 
visit was to buy ornamental vessels for his shop from us. He purchased a large number of our goods, 
introducing our artistic products to the Far East. The reason why I write about him is that he brought 
with him a book of old Indián woodcuts, which he had compiled with excellent taste. Juliska (Júlia 
Zsolnay) was dying to lay hold of the book. Our father finally bought it for her, and it was this collec-
tion that inspired many of her beautiful designs in Indián manner. The influence of this style of decora-
tion could be felt on numerous wonderful eosin pieces." 
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The Zsolnay Factory 

In the 1840s Pécs was a town with a population of a mere 15,000; at the same time, it posses-
sed a significant handicraft tradition, which was partly due to the heritage of the Ottoman pen-
od. The two crafts that continued to have a decisive influence on the town's life in the 19th cen-
tury were the leather and pottery industry. 

A local trader, Miklós Zsolnay, established the Zsolnay factory in 1853. Alsó belonging was 
a clay works and a brickyard. His son, Ignác, inherited the firm, which produced building cera-
mics, glazed water pipes and alsó pottery, both kitchenware and ornamental . Truly dynamic 
development began when the factory passed into the hands of Ignác's brother, Vilmos Zsolnay 
in 1865. Vilmos was a wealthy tradesman, who transformed the high-street shop he had inheri-
ted from his father into a multi-story depar tment store; he set out to develop the manufactory 
with equal dynamism. Although he invested all his revenues from his other businesses (timber, 
railway construction, coal mining, banks) into the factory, he was still dogged by a shortage of 
capital for decades, with the lack of direct trade connections alsó hampenng his efforts. 

The breakthrough finally came when, under a contract signed in 1880, the Viennese mer-
chant Ernst Wahliss was given monopoly to meet the growing demand in Vienna and then in 
the entire land of Austria. Through Wahliss' connections eighty per cent of the production was 
sold abroad. Jules Houry was Zsolnay's Paris representative, while in London his Viennese part-
ner opened a branch in 1883. . 

The distinctive artistic quality which earned him a silver medál at the Viennese World Fair 
of 1873, and alsó the Third Class of the Francis Joseph Order, rested on several pillars. 
Interpreting historicism, a characteristic feature of the age, in the broadest possible manner, 
Zsolnay tried to incorporate every technique and every vocabulary of form that they encoun-
tered. Special emphasis was laid on peasant ceramics and orientál art in the factory's represen-
tative works. 

The Viennese World Fair mentioned earlier contributed to this significantly. It was here that 
Zsolnay encountered the work of Th. Deck, along with the brilliant turquoise-blue, plum-blue 
and yellow glazes of Minton & Co of England. Dated from after the World Fair, we can find 
Teréz Zsolnay's drawings made after Chinese pattéra in the factory's design album. 
^ "Japanese style" in the first half of the 1870s was represented at the factory by the painter 

Claven's airy composit ions of floral motifs. , . . 
The distinctive style revealing the influence of Persian and Ottoman art was developed1 in the 

second half of the 1870s, parallel with the technological advances and inventions. O f t h e s e , a 
high-fired enamel technique, the so called Scharffeuer Enamel (earthenware with enamel , should 
be mentioned first, which was awarded the Grand Prix at the Paris World Fair of 1878, alsó recei-
ving the Légion d 'honneur from the French government. This technique was invented by 
Professor Vince Wartha of the Budapest Technical University, who was a fnend and colleague 
of Vilmos Zsolnay, and who described the process as follows: "After the fine faience comes 
Zsolnay faience This product is made using a material of large viscosity, and its production 
technology differs from that of other faience in that the vessels dried in air - just like porcelam -
are first baked at a low temperature, and are placed in high-temperature stove only after getting 
their coat of decoration and paint. In this regard they are very much like porcelam. Their gla-
zing contains no lead, melting down only at a slightly less temperature than porcelain; as a con-
sequence, Zsolnay was able to use metal-oxides in his paints, which would have otherwise evapo-
rated at the stove temperature of porcelain. The basic material of the Pécs porcelain does no 
melt at the high temperature, and in that it is different from the material of proper porcelain. 
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The Journey of Miklós Zsolnay 
to the Middle East 

The route of Miklós Zsolnay can be reconstructed 
almost exactly, based on his diaries - written in 
Germán, kept in the archives of the family, and today 
the property of the Janus Pannonius Museum of Pécs 
- and based alsó on the 54 letters (in G e r m á n ) he sent 
home to his family. Along the journey he purchased a 
large amount of ceramics of high value. The collec-
tion of 170 wall tiles1 and the Fustat ceramic material 
consisting of a couple of thousand pieces- which was 
taken first to the priváté museum of the family, and 
later to the museum of Pécs shows the competency 
and the good taste of the owner. Obviously the num-

ber of objects is small compared to the material collected by the great European museums 
(mostly by the ones in London) at the end of the last century, but the quahty of the objects 
shows little difference. It seems that Zsolnay - considering both the way of his t n p and how he 
sorted the material - followed the artists, art collectors, curious consuls, and army officers who 
roamed the legendary East. One of them might have been Lord Frederic Le.ghton, English 
painter. Lord Leighton visited Rhodes, Bursa, Smyrna (Izmir) in 1867, Egypt in 1868, and 
Damascus five years later. Zsolnay followed exactly the same way among many others. In one 
of his letters written in Cairo he notices with surprise that he met with the same people there as he 
did in Constaninople . It cannot be an accident either, that at the farewell party held in the 
Sephards Hotel, in Cairo on the 25th December, 1887, Major Myers appeared, who later sold 
a serious amount of ceramics originating f rom Syria and Egypt to the Victona and Albert 
Museum in London. There are several pieces among them which represent the same type as 
somé in the Zsolnay collection. The identity of sources and places of purchase can be proved 
by other examples, too. One of the most obvious examples is the tiling of Lord Le.ghton's house 
in London. At the beginning of the 1870s on behalf of Lord Leighton, R.chard Burton, out-
standing poet, and translator of the Arabian Nights, bought objects for the painters studio in 
London, which was under construct ion at that point of time. Burton complains in one of his let-
ters written in Damascus, that the merchants learned the values of articles in demand so well, 
that he was unable to get cheap wall tiles f rom demolished houses.2 Despite this fact an "Arabic 
Hall" in Leighton's House was built decorated by connected tile-panels f rom Damascus. Somé 
of these tiles were prepared for the Sinan Pasha Mosque built in Damascus in 1586-91,3 j u s t 

as somé pieces in the Zsolnay collection. 
The first letter of Miklós Zsolnay was written on Hungárián territory, in Mohács, on the 18th 

October, 1887. His letters cover even the smallest details. He wrote home almost every day, send-
ing the letters concerning business to his father, the travel reports both to his parents and to his 
sisters Júlia and Teréz. Based on these letters he arrived in Constant inople on the 24th October. 
He got to know Rudolf Seefelder here, who represented his family. In his letter dated the 26th 
of October he informed his f a the r : " According to the information I received f rom the consulate 
the Seefelder f i rm is known to be the most reliable and seems to have credit. Rudolf Seefelder, 
the head of the company with whom I walked through the town, is a very sympatethic young 
man, competent in art, especially in old Persian tiles. He has piled up a great collection which 
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, n h e r e a r e a l o t o f o l d P e r s i a n , i l e s h e r e «•» s u i t a n A h m e < 

m e t e r T o f tí L ™ f C ° r r e C ' d í " e i S l 6 0 9 - 1 6 l 6 » ' « " with thousands of square 
" ! W a n t S t 0 8 e t i n T O l v e d i n o u r n ™ "nd wants to represent us here. 

yesterday to Wahliss * ^ ^ ° f ' h ° U S a n d ° ' d W a r e S f r o m ™ 1 * J ~ " T T U1111UJ, 

During his one-month stay in Cons tan t inople he spent mos t of his t ime visiting the mosques 
ot the Turkish cap.tal. He studied the revetments with great en thus iasm. He was even permitted 
to prepare drawings of the tiles. He worked especially in the mosques of Sultan Ahmet , Yeni 
valide and Rustem pasha, and in the türbe of Süleyman the Magnif icent . The archive of the 
Janus Pannonius Museum still posseses these drawings on t raced papers he sent h o m e to his 
sisters d u n n g journey. Zsolnay gives an account on this work in his letter written to Júlia on 31 

Í T T n t u b y S C n d y ° U 3 f 6 W c o p i e s o f o l d T u r k ^ h tiles. Of these I will make a lot of 
^ k m T 15 ° f b a d q u a l i t y ' b u t o n e c a n g e t o n ' y this kind - but I have no doubt , that 

Z r I n t 0 , ' a w t h e m a s n i c e l y a s t h e o r i 8 i n a l o n e s with the help of your experience and 
nowieage ot Orientál style. The composi t ions are really beautiful I honé they will inspire 

y o u t o design a s e t o f Turkish tiles." ^ a sei 01 lurkish tiles." " 

t i . e - p : S ; " ^ ; i T n C ! e n " a n d t h e d i a r i e s ' w e h a v e relatively little da ta concern ing his 
k e n p i e c e f rom Í T ^ Z V ^ ^ ^ ^ f ° r S U r e t h a t h e ^ t a couple of bro-
mosque One I Z a Z ! n , ^ M ° S q U e a n d f i v e i n t a c t tiles f rom the Yeni Validé 
that it is m o e h a n o r ° r Í g Í n a t e s r e a l l y f r o m the latter building, and 
question arises where d d T ^ d e C O r a t e d t b e Sultan Ahmet mosque. The 
P ' aceo fbuy ingüTes L l r P U H f ° f t h e C o l l e c t i o n " 1 1 is obvious that the major 
ceramic-vessels made in | 7 l ™ ™ ' ^ f ° l l o w i n 8 the old t radi t ion, both wall-tiles and 

28 October in which Z J n T ^ W e r e a v a i l a b ' e - Tha t is proved by the letter dated 

"Yesterday I spent the entire 'd b ° U g h t " P e r s i a n " w a l | - t i l e s a n d faience-vessels: 
it because of its enormous si7 ^ T h " ^ ^ B a Z 3 r ' Ö U t 1 a m s t i U u n a b l e t o o r i e n t m y s e l f 

world. Actually the price of a 6 h V a l u a b l e t h ' n g s are ra ther expensive as all over the 
a wonderful Turkish silk G o ^ r d e p e n d s o n i t s a g e and origin. I bought somé Persian tiles, 
the nicest pieces in the collecti t i V a n ° U S k ' n d S o f T u r k i s h fa ience vessels." These might be 

At the beginning of November h . t T * f m m Í Z n Í k m a d e i n t h e 1 6 t h century. 
studying and copying the \ u 3 t W o - d a y " t r i P to Bursa, where he spent most of his t.me 
he bought 10 Quran pages and Y e S h Í ' M ° S q U e a n d T ü r b e - F r o ™ his diary we know that 

in the collection made with Z Ü * * * ° f t l l e t h e r e ' T h i s might be o n e of the most exotic objects 
Not only in the c o l l é g Z í d S E „ Holf 

Seefelder became clearer I n h k 7 P r ° C e e d ' b u t a l s o h i s business relat ionship with Rudolt 
in the value of 2 - 3 thousanrk p d 1 N o v e m b e r he urged a set to be sent to Seefelder 

Chris tmas. W a h l i s s a c c e n t e d t h P ; n n l S , S Í n C e S e e f e l d e r w a n t e d to put it on the markét b e f ő * 
and informed Zsolnay via tcleZ rT™ ° f f e r e d b y S e e f e l d e r ( w i t b a dividend of 10 p e r c e g 
floor-tiles. In November he w m ^ t h S e e f e l d e r wanted jardinieres, vases, jugs. an^ 
business negotiations On the 8th h m i l y m a n y t 'mes how he was gett ing along with W 
Minister of Cultural Affairs I nni T W n t e S : T ° d a y e a r l y morn ing I got to meet Münif Pash j 
a cabinet meeting will be held I h i ^ ^ g Í f t S f ° r t h e S u l t a n a r e i n h Í S p a I a ° e " T ° m " 
In his letter dated 18 Nnv.mK T ° a n m f o r m y o u a b o u t the result in two or three days-
Pasha,6 a n d about his n | a n 1 h a b ° U t t h e o u t c o m e of his discussion with M u " 

Seefelder fírm w a s interested in t . 8 t h e C e r a m i c s f a c t o r y Cons tan t inop le , and how th* 
that I a m t h e o n e w h o d e ; t e d l n t h l s e nterpr i se . He wrote to Wahliss: "I have got to the P ° n t 

dete rmines the condi t ions. I can choose the site I have found a b á r r a * 
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Mr. Seefelder and finH °tü Á S ' a n S ' d e ° f t h e t o w n " 0 n S u n d a V ' will have time to go with 

capital. According ó h I ' h T f1"130'6 P ' a C e " A $ t h e l e t t e r s a y s t h e S e e f e l d e r f i r m g 3 V C 

Italy a couple of decades Tarli^ 7 f C a ° H n W a S ° f g 0 ° d a n d w a S e x p ° r t e d t 0 

to Costant inople. 3 y t h ° U g h t t h e r a w m a t e r i a ' * should be brought from Pécs 

f a m i l y ' h e a r d ' f r ^ h f n T t h - l ^ C ° n s t a n t i n o P | e da ted on 21 November . The next time his 

November. On 25 Novemh u *** ° " 3 V ° y a g e ° n t h e A e « e a n S e a a n d w r o t e h i s l e t t e r ° n 2 4 

the following three w e e k s h 7 T ® ^ , Z m Í r < S m y ™ 0 , on 30 f rom Larnaka, Cyprus. In 
salem, Jaffa, P o r t Said r w , ° n t h e W a y t h r o u g h t B e i ™ t , Baalbek, Damascus, Jeru-
the collection the two mn a m V e d t 0 C a i r ° o n 1 9 December . From the point of view of 
of items of the great acm.ul t ^ 1 P ' a C e S W e r e D a m a s c u s and Je rusa lem. The detailed üst 
•887 he bought 105 wall t T T D a m a s c u s s t a n d s in the diary. Accordingly on 5 D e c e m b e r 

the collection below the se I I , S ° t h e r ° b j e c t s " A s i l t u r n s o u t f r o m t h e a n a ' y S Í S 

f rom the 15th centu™ H e r l T u l 6 ~ 1 7 t h c e n t ^ y locally made objects and 16-piece tile-set 
on 15 December With en thn . i 1 ^ p u r c h a s e s i n Je rusa lem in his letter written in Jaffa 

D ö m e of the Rock from its guard^ ^ ^ n a r r a t e S t h a t h e g 0 t t 0 b u y S O m e ° ' d t Í I e S ° f 

In the letters written in n a m 
a b o u t his business P l a n s [ n , T ' P U r C h a s e o f t i l e s i s n o t ment ioned , Zsolnay writes 
f rom Baalbeck to Damascus t C d 4 D e c e m b e r he wrote: "In the 14 hour train tnp 
antique buildings inspired me tn e n ° U g h t i m c t 0 t h i n k a b o u t P | a n s - T h e enormously largj 
for buildings which posteritv c - J ' T * S ° m e t h i n g s 'mi lar ly great in ceramics industry producert 
the Zsolnay factory became stenif ^ ^ C O n s u m e r g ° o d s and luxury vessels produced by 
commissioners who can afford K h ' S t ° r y - T h e m a i n i s s " e * to get commissions, and 
we follow to receive commiss ions f " 8 ° f h Í g h q U a l i t y " T h e i s w h a t P a t h S h ° 
Plan is the following: I want to « * ' h ° ' 3 m t h i n k i n g of churches . Conce rn ing this, my 
a conversation with him and show h T ™ t h e P o p e ( P i u s X ) i n R o m e . if possible to have 

On 5th December he wrote f rom n P ' C t U r 6 S t a k e n i n M á r i a f i ü v a V 
of lower quality than what the n o í e n / T u * ™ * ^ t h e ° r d e r e d w a r e s h a d a r r i v e d b u t t h e y * * 
In Constant inople , Zsolnay presented M - P a r t n e r s o f t h e Z s o l n a y f a m i l y c o u l d e X P C C t ' 
pasha supported him in managine hi< T P a S h a W i t h m a n y l u x u r y ceramics, because the 
prolonged. "The wares sent to the su t ' ^ h e l p i n g h i m h a v i n g h i s residence permit 
me, how many of them I could sell1 ' T ^ 3 b e t t e r F a t h e r ' k s e e m s t h a t y ° u w a n t * * 
pasha and relates about the fu r ther w« ' e t t e r h e W r i t e s i n d e t a i l s a b o u t t h e g i f t s f o r B ' U n 1 

t ionship with Seefelder is continuous h ^ S ° ' d t h r ° U g h a b u s i n e s s m a n . His business rela-
ner, but this t ime larger and more valu bl * ^ * c o n s i 8 n e m e n t for the Austrian part-

—o— " " " """re valuable pieces. f EgyP1' 
In his letter da ted on 19 December he ment iones Blum pasha, t he F ináncé Minister o 

w h o was of Hungár ián origin, and who led him to the high society of Cai ro . 8 Blum P a S
 t 

r Herz ™ 
duced him to Max (Miksa) Herz, a Hungárián architect, too.9 In the company oi . . with 
to know the mosques of Cairo, and Herz alsó helped him building his business relations i 
the Khedive. Wahliss remained in touch with him, sending samples to a salesman l r ° n ^ e ( j all 
called Dienisch, who worked for the Lloyd Agency. According to Zsolnay the agent lac ^ 
kind of experience concerning art wares. "He thinks tha t selling luxury ceramics is just like s 
sugár or coffee." He was right, Dienisch failed. o n 28 

After spending Chr i s tmas in Cairo, Zsolnay left for a two-week t r ip on the Nile ^ 
December 1887. His letters and drawings sent f rom here show he admired the ancient b g ^ p t 
culture. He re turned to Cai ro on 10 January 1888. He does not men t ion any purchases m 
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either in his letters or in his diary. During the first days of his stay in Cairo he noticed tha he 
was not going to buy a lot. "I can hardly f ind any good Arabian pieces and I am not inte este 
in old Egyptian rarities at a l l . 'Therefore we do not have any data concerning when exactly and 
under what c i rcumstances he bought the ceramics-collection of more than three thousan 
shards f rom the 9 - 1 5 t h centuries originating f rom Fustat ( the old Cairo). On 12 » 
writes about his coming trip to Athens: "I hope I can get aid to visit ^ ^ e n i a n n A t a h e 
is said to be an odd person, maybe I can ask him to show me somé shards f rom his 

His last letter f rom Cairo is dated to 17 January. Next he wrote f rom Athens and after a short 

stay in Romé he re turned to Hungary in February 1888. 

Notes: 
'In the collection of the Zsolnay family further fifty tiles can be found f ^ r T Z y l Z 

(14- 16th centuries), but in the family archive there is no data concerning when and where they we 
bought. There is no reason to relate them to the journey of Miklós Zsolnay in 188/-»a. 

2Leighton 1996, 16. 
3Otto-Dorn 1957, Fig.84 . . . . _f t h p i 9 t h Cen-
4This detail of the letter shows a good example of the Iran-centric concept of the end 

tury, which regarded even the tiles of the Sultan Ahmet Mosque as Persian pieces^ 
5The envoys of Gábor Bethlen (1613-1629) and György Rákóczi I ( V 

Transylvania bought a great amount of wall-tiles in Istanbul. See: G e r v e r s - M o l n a r 1978 366 ^ ^ 
6Münif pasha was Minister of Cultural Affairs in 1878, and between 1884-1892 _ i n 

tioned Hamdi bey might be the same as Osman Hamdi bey founder of the Archaeological Museum 
thank Géza Dávid for this data. . t h e e i e m e n t s of the 

7Neogothic church reconstruction based on the plans of Imre Steindl, wn 
mner design were produced in the Zsolnay factory (1887-88). Amtro-Eevptian Bank 

8Gyula Blum was born in Pest in 1843, from 1869 he was the director of the A u ^ E g y p h 
m Alexandria. In 1877 he became under-secretary and two years later pasha and M ^ s t e 

9Max (Miksa) Herz was born in 1856 in Ottlaka (Arad county). He ^ud.ed rch ectu ^ ^ 
^ d later in Vienna. He arrived to Cairo in October 1880 in the company of a Hungarm ^ ^ ^ 
1881-90 - during Zsolnay's stay as well - he worked in the Technica retirement Herz followed 
architect. Following the advice of Julius Franz pasha, head of the office, M u s e u m ( t o d a y islamic 
him in 1887 in all of his positions. In 1892, he was named the director of the Arán 1 9 1 9 ) I n : 

^ t Museum). See: Ormos, 1, Egy magyar építész Egyiptomban: Herz Miksa pasa (18* 
Keletkutatás (in progress). 





The Wall-Tile Collection lne wai i - inc v. — 
a long history in Islamic art. 

Using tile-panels on the inner and outer walls of buildings has a ^ ^ b e g i n n i n g of the 
T h e earliest remains are f r o m the 9th century. Along excavations m ^ ^ ^ J a w s a q a l -
20th century m a n y f r agmen t s under good condi t ion were tou ^ t h i s p a i a C e main-
Khaqani built by Cal iph a l - M u t a s i m ( 8 3 3 - 8 4 2 ) in Samarra Seveni ^ ^ ^ A f e W 

ÍV the hárem - a p l a C e reserved for women - were d e c o r a t e d w i t n d 8 ^ ^ ^ l u s t r e 

decades later, in the second half of the 9th century masters tr<>m >» « i n X u n i s i a . i 
tHes covering the mih rab n iche of the still existing Great Mosque v ^ ^ d e c a d e s o f t h e 

The first remarkably impor t an t era of Islamic tilework c o i n c ^ n _ K h a n s (1250-1353) . 
J i g n of the Grea t Seljuq dinasty (1038-1194) and to the p e n o d ot in ^ q u a n t i t y of lus-
The kilns working in the town of Kashan in central Iran p r o d u c w ^ ^ a n d m a u . 
t r e tües in a special eight-pointed star shape and cross form, decora b ^ ^ ^ a n d t u r q u 0 Í s e 

foleums. The tiles m a d e with a unique technique, which m w n t P - n " " * P ersian miniature-
e u " d e r opaque glaze and overglaze lustre illustrate the u i n o n f i g u r a ü v e ones fine-

Painting. The figurái tiles show both h u m á n and animal motits, on ^ ^ i t i s p r obab-
V drawn flowery o r n a m n e t a t i o n a n d a lmost abstract des.gn can De • ^ ^ ^ e x a m p l e s 

l e that the figurái tiles were mostly adapted for secular use the opP i n s c r i p t i o n on the 
especially in Shiite shrines. T h e major i ty of the tiles have a n a * ü d o - insc r ip t ions^ 

horders, verses f rom the Qur ' an , or many t imes lyrical poems, so®e p o p u l a r a m o n g t h e 

c The K a s h a n tiles f rom the 13-14th centuries have been er' a n m U s e u m s pos-
E ^ o p e a n collectors since the end of the last century. Therefore rna y ^ ^ s t y l i s e d 
S

fi
ess a ^ e a t Kashan tile collection. T h e piece in the Zsolnay c o l l e c t i ^ ^ ^ f 

ai motifs has an incript ion - a Persian poem - in white on - b e c a u s e o f t h e blue 
t h * type are found f r o m 1266-1328.3 T h e other Zsolnay P ^ c e i s s p e a 
^Prus dividing the picture and because of the two b i r d - s h a p e d t X n a s t y the Timurids (1405-
, In the first years of the 15th century a previously u " k n ° T J U 1370-1405) declared hun-

> appeared. Thei r founding father, Timur Lenk (or l am ^ h i s c a p i ta l . From 138U, 
f l f emperor of Transoxiana in the town of Samarqand he chos ^ A n a t o l i a a n d won enor-

r more than two decades he led victorious campaigns rr ists as well. He gatne 
territories. Though he was a cruel warlord he was a pa t ron o ^ ^ ^ ^ o f t h e „ 

ntasters and artists of conquered lands in the town ^ ^ ^ ^ style - was förmed 
m ° n work a new style - the so called internat ionai " a § w e l l . 4 Because ot m 
h was character ised by Chinese and tradit ional I s l a m c e l e m e n ^ ^ ^ o f T i m u r started 

f i o u s suppor t of the ruler and because of the activity of t h e a r ^ s u r f a c e s i s i m p 0 r -
0 develop. T h e fact that the newly cons t ruc ted bui ldmgs all had tu y ^ ^ u s e d A 

t a " t in the history of wall-tiles. In the same building even two or t ^^ ^ c o n s c r i p t e d masters 
C o u P l e of years af ter T imur ' s death, in 1411, his grandson, ^ g

m i c s „ t e c h n i q u e s used on the 
[ e t ü r n to their homes . T h e masters af ter leaving, spreaa u.o w ^ r e g i o n _ 5 M a n y 

huildings of Samarqand . and the features of the almost no precedents-
e x P 'a in through this fact, tha t in the first half of the 1 5 t . c e n t u r y ^ ^ f a e o f 

" e w wall-tüe types appeared in Anatolia, Syria, and Egypt d i n t h e first half of the 
h e buildings became fashionable. About 12 such b u i l d m g s r - c o n ^ ^ ^ n < j t l d t a l 

century - are known in these countries, which are a f y G h a r s a , - u m 
"les. One of the best known example is the mausoleum o - . ^ h e x a g o n a l waü-tnes 

hl a l -T a wriz i (died in 1420), in Damascus , which was decor ^ ^ ^ ^ ^ m e n . 
Painted under opaque glaze with blue, green, and black. r 



tioned in Zsolnay's diary as having purchased in Damascus originate from this b u i l | | i n * 
motifs on these tiles show both Chinese and traditional Islamic elements. The lotus bios . 
the stylized Chinese clouds, feathery stalks, spirál stems reveal the world of the Chinese p c 

lain of the Ming era, while the geometric designs or the use of the first letter of the ^ 
alphabet the "alif as a decorative motive show the affect of the Islamic art. This hybriü 
of Chinese and Islamic elements features the "international Timurid" style. . 

In the 1420s alsó effected by the masters of Samarqand, tiling with other techniques appe^ ^ 
One of them was the so-called cuerda seca technique using an oily substance to p r e v e

B u r s a ) 

coloured pigments from running while firing. It was an especially often used technique in ^ 
the first capital of the Ottoman Empire. Ali bin Ilyas Ali, the leader of the potters w h 0

(
P í , P

l n a y 

the tiling of the Yeshil Mosque built from 1412-1419 alsó spent years in Samarqand. 
might have bought the only piece of the collection made with the cuerda seca technique in ^ 

It is worth considering that the potters who made the tiles of the Yeshil Mosque ca e ^ 
selves "masters of Tabriz" as the inscription beyond the niche says. Probably it is not y ^ ^ ^ 
that the man who had the above mentioned mausoleum built, Ghars al-Din Khalil a 
was alsó from Tabriz. Besides the theory of masters spreading out of Samarqand, ano ^ ^ 
nation can be accepted, according to it, in the first decades of the 15th century potters ^ 
Tabriz (Iran) roaming from place to place prepared the "new-fashioned" tiles.7 A r n ° ^ e m a S -
might have been people conscripted by Timur Lenk and returned home. Nevertheless ^ 
ters from Tabriz played a major role in wall-tile manufacture of Anatolia, Syria, an 
the mid 1500s. hrnen1 

One of the biggest architectural projects in which they were involved was the re ur ^ 
of the Döme of the Rock in Jerusalem. Commissioned by Süleyman the ^ a g . p r 0 . 
(1520-1566) between 1545-1552 a group of potters from Tabriz led by Abdullah l a ^ ^ t h e 

duced tiles on the site for the drum of the Döme and for the retiling of the upper P a ^ ^ ^ 
outside walls. During their work they used three techniques: besides the above m e n t i o n e ^ ^ 

seca and underglaze painted tiles, the so called tile mosaic. From the tiling of the Do ^ 
Rock a couple of pieces went to Europe, and as it was mentioned in the introductio ^ 
Zsolnay bought somé pieces too. The renovation of the Döme of the Rock was part o ^ ^ 
scale architectural programme supported by Süleyman the Magnificent from the 1- ^ t he 
time in the Ottoman Empire a new workshop was born about a hundred kilometers 
capital, in Iznik, which was able to satisfy the needs of the royal court. . n o r t h ^ e s t 

Iznik, the ancient Nicaea, surrounded by mountains is a silent small town m t a n C e 
Anatolia. Its history goes back more than two thousand years. and it preserved its» ^ m a j 0 r 
throughout the centuries.8 In the flowering of Iznik its geographical position p W ^ fifst 
role. As one of the first centres of the rising empire Iznik was more than importan ^ ^ ^ g 
decades of the 14th century. Iznik though claims worldwide fame because of the ki j ^ e f l 1 

here in the 16-17th centuries. It has often been asked why the choice feli upon th ' s ^ ^ 
when a place for a ceramic centre was wanted for royal use at the turn of 15th-1& ^ 
T V , « — * — i — • J .. . materi' , i i ' c The natural environment gives the answer since the place supplies all the raw ma ^ a l s 
firewood necessary for the operation of the kilns, fine white sand of good Quahty a ^ tfce 
needed for the production of pigments. A factor in the choice could have been, w ^ 

« f i t . i i . i i - ^.f rf*G v,. r \ uiLivii 111 l i i c V.1IUIVV w ' - " . ^ f i c l a > ' " .^jC 

end of the 14th century kilns worked here making simple. everyday vessels o ^ ^ a f t i ^ 
though were entirely different from luxury ceramics prepared on a high tec i ^ n g e oCcU 
levél coming out from the Iznik workshops in the 16th century. The qualitative. ^ ^ 
as the result of outside influence. Supposedly masters from Tabriz h a V i n g ' i c a j kno* l e 

in Edirne (Adrianople) settled down here with their more developed tec m 
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t h e effect of another Besides innovating t h e technioue m e ^ b ü i l t ^ ^ „ ( M 5 1 „ , 

the last quarter of the century close co" foun"? „,e V„ the develop.™"' d ,„ 
the "nakkash-hane", the P ^ ^ u a n had a specalJ* «> masters we«u 
studio created and maintain«lby the Sutt the aW«renC

 h° eaves and 
s.eal Ottontan art. Styles of the ' ^ J s o m s , 
almost every fteld of art. From the Kg ^ c h l „ e s e lotuso ^ jn lznlk A of 
motifs were used in t he nakkasn-n^. ^ ced on prouu- - a r c h i t e c t u r * , • flowers and the tradiüonal arabesquc-a due to * . of hign aru- d 
mainly tableware was produced. From royal dynasty ̂ ^ in Iznik as ̂  ^ 
Süleyman the Magnificent, the nee d reshaped the ^ the mosques of 
and of large quanüty increased. Th s d e m e r e c t e d m or m t h ^ d. 
to manufacture mostly wall-üles. In the^^mg ^ his Hu ^ can be ob both 
the Magnificent (1557), in the türbe o ^ of the classica e

 oCCUrred 
Rüstem pasha (1546) - the out by £ ^ foUr 
At the same üme that the emphasis sn ^ ^ style * ll0n. The c became 
style and technique. From the 1560s tne ^ ^ ceramics P plumtree flowe ^ ^ 
artist of the nakkash-hane. Kara Memi, and later an, ^ maoc were 
flowers were tulip, carnation, hyaanth an<l r n di he at m W ^ 
popular. The most brilliant examples m o d i f ^ o ^ ^ ^ 
the second half of the 16th century. j ; and Wh«e — f blue, tum-»- fcv, 
important too. The previously used underglaze ̂  ihe different. *^y_collection ^ 
changed for more vivid colours by i»w> bole». In the L* the 
green, and the relief red known as ^ by the e ^ ^ 
classical wall-tiles but they were of high Q of Iznik m 0 S q u e the t ^ m 

The last great accomplishment of he w ^ S u U a n Ahm ^ of the H«PP ̂  work. production of more than 20000 wa - i on 

mosque". The foundation of the W - T J , o r d e r s arm- " p[oh,h,te.Istanbul, was started in 1609, but as can, - l6l7) many - of tne u ̂  UeS 
shops of Iznik. During the reign of Ahmet H1 ̂  lhe inner e v ^ o f ^ 
facture of tiles for anyone 

but the Sultan." lhe lechnic- - , desig» ^ a captivating impression, but the m o t i t - w u ^ cla8Sical ag*- ^ r e peateu, 
does not reach the level of the ones maű* g the patterns m mosque 
hlooming flowers, fruits, and cypresses. a raptUres °ver . fragments-
eolours of the previous age faded. Zsolnay went í buy s0tne ti b. 

As it was mentioned in the previous chap * even go io ^ ^ be dat 
as ̂ e result of his bargains with the m ^ s h o W similar sigtlS of 

the collection there are a couple ot piec ^ declined- tne e of to the same era, as 
the ones in the mos*- w ( , shopS 0t izu - the sigx; - üle. 

öuring the 17th century the production ofthe ^ e8s in ^ w d-ay appeared as the quality ofthe t ^ J ^ ^ t h , 
nakkash-hane of the Seraglio decreased̂ exp ag£ is a comP bunCh t t 0 

*akerS, the motifs became simpler. The featu e ot ^ ^ £ repetitive ^ 
rePeated on a wall surface over and over andl sh f mollVe was glaze of ln lhe a settled between two cypresses. Another P P^ mode8t, the ^ ^ tQ d o m ^ ^ ^ 
stylized flowers. The technical execution ai blue 
eJa faded, and the previous vividity dtsappeareü' ̂  born ln the flrst half 0f the century outstanding artworKs 
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Istanbul the Revan (1635) and Baghdad (1637-39) kiosks, and the revetments o f ™ n y
 j n 

in the Hárem got finished by this time. Similar type of tiles decorate the c h | n ™ M ° V i r 0 

Üsküdar (Scutari) built in 1640. The transportation of large amount o f b l u e - w h i t e tiles ^ 
in the mid 1600s must be considered as a great achievement. Following the tashion o ^ 
Ibrahim Agha had the mosque in Cairo (built in the 14th century) renovated and covere ^ ^ 
such tiles in 1652. The last building covered with such type of tiles was the Yeni V a l i d é 

in Istanbul finished in 1663. „ proba-
The Zsolnay collection includes examples of both above mentioned motif types. ln ^ 

bility the piece decorated with sprays of carnation in a vase can be traced back to ^ ^ 
Validé Djami. The origin of the other tile is doubtful since Zsolnay could have bought it 
well as in Cairo. , p r o j e c t 

While in Iznik the workshops were prospering, from the 1550s a great architectur ^ 
was alsó initiated by the Sultan, took place in an important Ot toman provinciai to 
Damascus - inspiring the ceramics manufacture. There is n ° 

Before the Ottoman conquest ceramics manufacture had old traditions in Syria. ^ d u l l a h 
doubt that local potters received a major boost, because the group of potters led by ^ 
Tabrizi after finishing work on the Döme of the Rock in Jerusalem did not return ° i n 

continued its work in Aleppo and in Damascus. On the tile panels of the Great 1 4 Q n e 
Aleppo the same kind of stenciles can be observed as the ones on the D ö m e ot the o • ^ 
of these tiles belongs to the Zsolnay collection. The first group of buildings in Damascu ^ 
ded by the Ottomans is the Takiya al-Suleymaniya bearing the name ot Suley ^ ^ 
Magnificent.15 This building complex (1554-60) was completed with a medrese by a j s 0 

(1566-74) in 1566-67. The tiles used here are closely related to the cuerda seca t e c h " u l
c e n t u r y 

appearing on the revetment of the Döme of the Rock. In the second half ot the 1 ^ classi-
series of tile revetments were produced in Damascus. The motif repertoire f o l l o w e d t ^ ^ 
cal Ottoman patterns including the ones preferred in Iznik, alsó using the e l e m e n t s ^ ^ ^ 

flowers" style. This can be proved by the example of somé pieces in the Zsolnay collec ^ t ije 

rated by classical tulips, roses, rose leaves, plum tree flowery branches. One of these ^ g r a p e s 
depicting the "wind-blown garden". Using the motives of grape-leaves and bunches n ( j e „ 
alsó can be traced back to Iznik prototypes. These can be observed - as a Chinese m ^ ^ 
on the blue-white dishes made in Iznik in the first half of the 16th century, on the wa - » ^ ^ 
became fashionable at the end of the century. The well-known example is the P 1 1 1 1 ^ a n d 
Takkedji Ibrahim Mosque in Istanbul made in 1592. About the same time between ^ r 
1591 the Sinan Pasha Mosque in Damascus was constructed which shows alsó the 0f 
istic grape leaves and bunches on its tiles in a coarser execution.16 Another popular ^ ^ 
the classical Ottoman art was the so called chintamani motif originated f rom Buddhis _^ . t a t i n g 
bolizing power and strength. The wavy lines indicating tiger stripes and the triple-bal a f t 
leopárd spots were used in the first half of the 16th century in all branches o f

 maScüS-
including pottery. This tradition lived on in the 16th century on the tiles made in a

 á a 

Later on the masters of Damascus started break up with the Iznik prototypes, and a
 s es 

more naturalistic style. The motifs of chalices, vases, f lamboyant bunches of flowers, <:y ^ ü l e S 

next to the vases, even living creatures: parrots, birds, fish, and frogs were popular.1 ' bright 
were underglaze painted but they could not achieve what Iznik could be proud of: ise, 
green and the bolus red. The spectrum of the tiles of Damascus consisted of blue, t ^ ^ 
pale green, and manganese purple and this is what can be observed on the pieces ot ^ 
collection. 
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Summary 

The wall-tile collection was considered to be a valuable group of Persian art objects by 
Miklós Zsolnay, his family and even his descendants.i* T h i s view is not surprising, since in the 
second half of the last century Iran was thought to be the cradle of Islamic art, all kinds of 
ceramics objects were of ten labelled Persian.>9 The scholars and following them the wider pub-
Hc slowly varied this hypothesis as they got to know more. As we have seen already besides the 
three pieces made in Kashan there were no tiles originating f rom Iran. Considering his route 
and his chances of purchase it was not even possible. It is surprising how little amoun t of clas-
sical Iznik tiles he bought during his long stay in Cons tan t inople although he adm.red what he 
saw there. With few exceptions, including the set of hexagonal tiles f rom the 15th century, 
Zsolnay's collection consists of 16th-17th century tiles made in Damascus representing the 
Provinciai O t t o m a n ceramics manufacture . In this view it has an outs tanding impor tance which 
can be compared to the ones of the collections of the great European museums. 

Notes: 

'Porter 1995, 25-26. See the description of the lustre technique in the next chapter. 
2Watson 1985, 130-142. 
3Robinson 1988, 158. 
4Necipoglu 1990, 137. 
5Golombek 1993,250. 
6Carswell 1998, 16. 
7Meinecke 1988, 214. 
8The first generál synod was held in Nicaea in 325. 
9Of the origins of the workshops of Iznik many sources are known. 
10Atasoy- Raby 1989, 14. 
"Gerelyes 1994, Fig. 110-111. 
12Goodwin 1992, 349. 
13Inventory numbers: JPM 51.257.1., 51.198.2., 51.201.1., 51.208.12., 51.196.1. 
14Rogers 1995, 191-194. 
15Meinecke 1978, 580. 
l6Otto-Dorn 1957, 87. 
"Leighton 1996, 10. 
18Hárs 1997, 37. and see the letters of Miklós Zsolnay quoted in the prev.ous chapter. 
l9Atasoy-Raby 1989, 71. 
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Zsolnay Fabrikasi 

Zsolnay fabrikasini Pécs'li tacir Miklós Zsolnay 1833'te kurdu. Pécs'in dogu sininndaki bu 
imalathanenin kendi kii ocagi ve tugla f innt da vardi. Oglu Ignác'a miras kalan fabnkada in?aat 
seramikleri, su §ebekesi i?in sirlanmi? borular, harciálem e§yalar ve süs seramikleri üretiyorlardi. 
Asil geli§me, fabrikanin 1865'te Ignác'in erkek kardeji Vilmos Zsolnay'nin mulkiyetine 
ge?mesinden sonra ba§ladi. Vilmos varlikli bir tacirdi; kentin ana meydanmda babasindan miras 
kalan dükkáni birka ? katli magaza haline getirdi ve bütün gücüyle fabrikayi geli?tirmeye gin§ti. 
Diger bütün giri^imlerinin (kereste üretimi, demiryolu yapimi, kömür madenciligi, bankacilik) 
kazancini fabrikaya yatirdi. Onyillar boyunca bir yandan sermaye sikintisiyla did.ndi, ote yandan 
dolaysiz ticaret ili§kilerinin yetersizligi yüzünden zorluklarla ugra§ti. 

Zsolnay seramigi, ?e§itli temellere dayanan özgün sanatsal karakteri nedemyle daha 1870 
Viyana Dünya Fuannda hem gümü? madalya, hem de III. derece Franz Josef Ni§ani almi§ti. 

Vilmos Zsolnay, ? aga özgü Tarihselciligi en geni§ anlamda dikkate alarak gözüne 9 arpan her 
teknigi, her bi9 imi ke?fetmeye 9ah§ti. Fakat fabrikanin süs e ?yalannda özellikle koylu seramigi 
v e oryantalizm agir basti. 

Bu egilimde yukarda degindigimiz Viyana Dünya Fuannin etkisi az olmadi. Zira 1 h. Deck in 
9ah ?malanni burada tanidi, íngiliz Minton Firmasi tarafindan imal edilen turkuaz, mor ve san 
renkte harika sirlan burada gördü. Fuardan sonra Teréz Zsolnay'nin g i n kökenh dkorneklere 
dayanarak yaptigi 9izgi resimler fabrikanin nümune kitaplarinda yer aldi. 

„Japon üslubu"nu 1870 yillannin ilk yansinda Zsolnay fabrikasinda 9ah?an ressam Claven, 
temel yüzey görünümünü, seyrek olarak serpi§tirilmi§ natürel 5Í?ek motifleriyle temsü ediyordu. 

íran ve Osmanli Türk etkisini yansitan özgün üslup, teknolojik geli§melere ve bulu§lara para-
lel olarak 1870'lerin ikinci yansinda olu?tu. Bunlar arasinda ilk önce, Vilmos Zsolnay nin bulu$u 
olan „porselen-fayans"! anmamiz yerinde olur. Esas olarak porselene yakin mtehkteki porselen-
fayansla hazirlanmi? olan özei toprak e§ya yüksek sicakhkta sirla bezenmi§t , . V.lmos 
Zsolnay'nin bu teknikle hazirlanmi§ olan seramik e§yalan 1878 Paris Dünya Fuannda hem 
Büyük Ödül kazandi, hem de Fransiz hükümetinden 'Légion d 'honneur ' ni^am aldi. 

Giderek yetkinle?en teknik, hem sanatsal düzeyde dizaym gerektiriyor hem de buna olanak 
Varatiyordu. Teréz ve Júlia Zsolnay, amatör arkeolog Pécs'li avukat Antal Horváth vasitasiyia 
Avusturya'l. sanat tarih9isi Jákob Falke'nin yazilanm- ve sonra da kendisini tamma firsatini bul-
dular. Falke'nin talimatina uyarak Dogu sanatim incelediler. Júlia bir Viyana gezisinde artik 
e trafin, dikkatle gözden geQiriyordu. í§te o sirada ünlü 'Lehmann und Wenzel kitabevinde 
tesadüfen L. Parvillée ve Prisse d'Avennes'in tezyinat hakkindaki §ahane eserim buldu. 

Dogu kökenli - en ba ? ta íran ve Osmanli-Türk asilli - bi5imlerin ve bezeme motinerinin kul-
l ammi, Zsolnay süs seramikleri üslubunun belirleyici ögesi oldu. 

Avrupa'nin büyük seramik fabrikalar.nin yaptigi gibi, Yakin Dogu seramik sanatim yerinde 
incelemelerinden ba§ka, büyük bölümü Avrupa fayans ve porselenlerinden olu§an ara§ t trma 
koleksiyonlannt Dogu seramik sanatinin orijinal par ealanyla zenginle§tirmelen de a 9 ik ? a 
^a9inilmaz görünüyordu. . .. , _ i c ö ^ ' t , , 

Dona dayanikli in§aat seramigi ile, yani daha sonraki pyrogranit He denemel 8 te 
S l a d i . Fakat Vilmos Zsolnay buna paralel olrak Iran süli demlen ^ i l e r m renldi s r lanm 
Zenginle§tirme ?abalarin, da sürdürdü. Denemeleri sonucunda in§aat seram g n m oze k 
ú r n ő j é n yap.daki dona dayanikli malzemesi ger9ekle?ti ve bu malzememn hem sír i , h e m ^ 
h i t l e r i de hazirlandi. Artan talep üzerine 1895'te Pécs'teki fabnka sahasinda aynca bir 
fyrogranit Fabrikasi kuruldu. 
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Miklós Zsolnay'nin Yakin Dogu yolculugu 

Vilmos Zsolnay'nin oglu Miklós 1887-88 yillannda muhtemelen inceleme amaciyla ve yeni 
ticaret ili§kileri kurmak umuduyla Yakin Dogu yolculuguna 9ikti. 

Miklós Zsolnay'nin yolculugunu, aile ar§ivinde saklanmi§ olan ve bugün Pécs kentindeki 
Janus Pannonius Müzesi 'nin mülkiyetinde bulunan Almanca yazilmi§ güncelerini izleyerek, 
ayrica yolculugu boyunca ailesine gönderdigi gene Almanca yazilmi§ ellidört mektuba daya-
narak - a§agida denedigimiz gibi - nispeten kolaylikla canlandirabiliriz. 

Zsolnay gezilerinden yurduna eli bo§ dönmedi. Yolculugu boyunca önemli miktarda pek 
degerli seramik e§ya satin aldi. Önce özei aile müzesinde, sonra da Pécs kenti müzesinde 
korunan koleksiyonu - 170 adet duvar ^inisi3 ve binlerce par 9 adan ibaret íslám seramigi dermesi 
- i§inin ehli ve zevk sahibi oldugunu kamtliyor. Bu koleksiyon boyutu bakimindan elbette 9 ok 
daha kü 9 ük olmasina ragmen, ge9en yüzyüin sonlarinda, yüzyíl dönümü siralannda, ba§ta 
Londra müzeleri olmak üzere Avrupa'mn büyük müzelerinin topladiklari nesnelerle hem niteligi 
hem terkibi a9 is indan yari§abilir özellikte. Anla§ilan Zsolnay - gerek güzergahi, gerekse 
malzeme se9 imi bakimindan - ge9en yüzyilin ikinci yarisinda „Masal gibi Dogu"yu gezen 
sanat9ilari, sanat eserleri koleksiyonculanni, merakli konsoloslari, subaylan izlemeyi yegledi. 
Bir9oklannin takip ettigi ve böylesine itibarda olan bir yol, herhalde íngiliz ressami Lord 
Frederic Leighton'un izledigi güzergáhti. Lord Leighton 1867-de Rodos, Bursa ve Izmir'e, 1868-
de Misira'a, 5 yil sonra da §am'a gitmi?ti.4 Zsolnay de diger bir 9oklan gibi sonuna kadar bu yolu 
izledi. Kahire 'den yazdigi bir mektupta, daha önce ístanbul 'da kar§ila§tigi hemen de aym insan-
lara orada da rastladigim olduk9a hayret i9 inde anlatiyor. Herhalde Kahire'de Sephard Oteli 'nde 
25 Aralik 1887-de verilen veda ziyafetine Major Myers'in katilmasi da sadece bir rastlanti 
sayilamazdi. Londra 'daki Victoria and Albert Müzesi daha sonraki yillarda Major Myers'ten 
büyük miktarda Yakin Dogu kaynakli ve en ba§ta da Suriye ve Misir kökenli seramikler satin 
almi§ti. Bunlar arasinda, Zsolnay koleksiyonunda da bulunan türden bir9ok par 9 a var. Ba§ka 
örnekler de kaynaklann ve bunlann satin alindigi yerlerin aym yerler oldugunu belgeliyor. En 
gőze 9 arpanlardan biri, Lord Leighton'un Londra'daki evinin duvar 9inileri. "Bin bir gece masal-
l a r f n i n tercümani, gününün ünlü §airi Richárd Burton da ressamin o siralarda Londrada 
yapilmakta olan stüdyosu i9 in istemesi üzerine e§yalar satin almi§ti. Burton §am'dan yazdigi 
mektubunda, aranan e§yalarin degerini saticilar artik 9 ok iyi bildiklerinden yikilan evlerden 
ucuza duvar 9inileri temin etmeyi bo§una denediginden yakiniyordu.5 Fakat Leighton'un evinde 
biteviye paneller halinde §am 9inileriyle bezenmi§ "Arap Holü" gene de in§a edildi. Duvarlari 
kaplayan 9 inilerin bir kismi, aynen Zsolnay koleksiyonunun bir9ok par9asi gibi, aslinda §am'da 
1586-91 yillari arasinda kurulan Sinan Pa§a Camisi i9 in hazirlanmi§ti. Miklós Zsolnay ilk mek-
tubunu daha Macar topraklanndayken, 18 Ekim 1887-de Mohács ' tan yazmi§ti. Her ufak olayi 
aynntilanyla kaleme alan gen 9 Zsolnay, i§le ilgili olanlan babasina, yolculuk izlenimlerini 
özetleyenleri ise kismen annesine ve kismen de kizkarde§leri Júliá ile Teréz'e adresleyerek, 
hemen de her gün eve mektup yaziyordu. Mektuplara bakilirsa ístanbul 'a Ekimin 24'ünde 
varmi§ti. Ailesinin §irketini temsil eden Rudolf Seefelder ile orada tani§ti. 26 Ekim tarihli mek-
tubunda, ailesine §u bilgileri veriyordu: „Konsolosluktan edindigim bütün bilgilere göre 
Seefelder Firmasi en güvenilir f i rma olarak taniniyor ve öyle görünüyor ki, itibari var. §irketin 
müdürü Rudolf Seefelder 9 ok sempatik bir gen9 , §ehri onunla beraber gezdim, sanatlardan ve 
en ba§ta da eski Íran 9 inilerinden 9 ok iyi anliyor. Sirf merakindan muazzam bir koleksiyon 
yapmi§ ve bunu 1889'da Paris'te sergilemek istiyor. Burada 1603'te (daha dogrusu 1609-1616 
arasinda) in§a edilen Sultan Ahmet Camisinde eski íran 9 inilerinden 9 ok var, caminin binlerce 
metrekaresi 9iniyle kaplanmi§.6 Seefelder bizim fabrikayla 9 ok ilgileniyor ve burada bizim tem-
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silciligimizi almak istiyor. Saniyorum, depodan ona eski mallardan birka? bin adet satabiliriz, 
fákat hesabi bizimle görmek istiyor, onun i?in dün Wahliss'e bir mektup yazdim." 

Zsolnay ístanbulda kaldigi bir ay boyunca vaktinin önemli kismini camileri gezmekle ge?ir-
di. Yapilarin ?ini duvar kaplamalanm büyük bir hayranlikla inceledi. Hatta bu ?inilerin resim-
lerini yapabilmek i?in izin de aldi. Özellikle Sultan Ahmet, Rüstem Pa ?a ve Yeni Validé Camisi 
ile Kanuni Süleyman Türbesi 'nde ?ok ?ali?ti. Burada yaptigi ve daha yolculugu sirasinda 
kizkarde? ine gönderdigi krokiler bugün de Janus Pannonius Müzesi belge dermesinde korun-
maktadír Júliá'ya gönderdigi 31 Ekim tarihli mektubunda Zsolnay bu incelemelen hakkinda 
?unlan yaziyor: "...Sana eski Türk ?inilerinden ?ikardigim birka? kopyayi göndenyorum. 
Bunlardan daha pek ?ok kopya yapacagim. Kagitlar olduk?a kötü, ama insan ancak bunlan bula-
biliyor, ba ? ka olanak yok. Gene de Senin, büyük pratiginle ve Dogu stilindeki deneyiminle bun-
•ann resmini asil lanna benzer güzellikte yapabileceginde ku§kum yok. Kompozisyonlar ?ok 
güzel, u m a n m bir Türk ?ini koleksiyonu projesinin hazirlanmasinda özendirici olur." 

ístanbul 'daki ?ini a l imlan hakkinda mektuplardan ve güncelerden bize kalan venler pek az. 
Sadece ?u kadan belli ki - 31 Ekim tarihli mektubuna ve güncedeki 8 - 9 Kasim tarihli notlara 
bakihrsa - Sultan Ahmet Camisinin ?inilerinden birka? kahntiyi ve Yeni Validé Camisinden 5 
adet saglam ?iniyi yerinde satin almayi ba ?armi§ t i . Bizdeki koleksiyonun bir par?asi ku?kusuz 
bu son camiden kalma ve ?ini par 9 a lannin bir kisminin aslinda Sultan Ahmet Camisinin bezek-
lerinden oldugu kuwet le muhtemel. Fakat burada, koleksiyonun diger par?a lanm nereden 
ságiadig, sorusu ortaya ?ikiyor. Herhalde satin aldigi ba^lica yer, duvar ?inilerinm de, Iznik ve 
Kütahya e§yalar.n.n da sat.ldigi Kapali?ar ? i idi. Bu tahmini, Zsolnay'nin satin aldigi „Iran 
duvar 9 inileri ve birka? fayans nesne hakkinda 28 Ekimde ailesine yazdig. §u mektup da 
dogruluyor: „Dün bütün gün Kapah?ar?idaydim, fakat her tarafi dola§tig.m halde burayi hala 
gerektigi gibi bütünüyle kavrayamadim...Güzel ve ger9ekten degerli e?yalar dunyan.n her 
yaninda oldugu gibi burada da ?ok pahali. Aslinda e§yalar i5 in, eskiliklerinin ve kökenlennin 
fiyati ödeniyor. Arada birka? íran ?inisi, ipekten güzel bir Türk gobleni, sonra ?e§itl. Türk 
fayanslari satin ald.m." XVI. yüzy.la ait en güzel iznik e?yalar.ni tam o s.rada almi? olmasi ihti-
«nal diS. degil. Kas.m.n ba ? .nda Bursa'ya iki günlük geziye gitmi?ti ve vaktin.n ?ogunu Ye?il 
Cami ile Türbe 'de duvar ?inilerini incelemekle, bunlar.n resimlerini ?ikarmakla ge?irmi?ti. 
Güncesindeki notlara göre orada bir Kur 'an sayfasi ve bir ?ini satin a lmiéi . Bu ?im, koleksiy-
onunda bulunan, cuerda seca denilen teknikle hazirlanmi? olan XV. yüzyildan kalma par?anin 
kendisi olabilir. , „ . , , c , . , . 

Zsolnay yalniz koleksiyon i?in e ?ya toplamakla kalmadi, bu arada Rudolf Seefelder ile 
'li§kileri de ana hatlanyla a?.khga kavu§tu. 1 Kasimda yazdigi mektupta Seefelder i?in bir an 
önce 2 - 3 0 0 0 Korona tu t annda koleksiyon gönderilmesini istiyor ve Seefelder in Zsolnay urun-
lerini daha Noel bayram.ndan önce pazarlamayi dü ? ündügünü belirüyordu. Seefelder m oner-
d ® ko§ullar, (%10 pay almasin.) Wahliss kábul etmi? t i ve Zsolnay ye gönderdigi telgrafta 
bununla hemfikir oldugunu bildirmi?ti. Miklós, jardinier'ler, vazolar, kupalar, testiler ve yer ?mi-
leri gönderilmesini istemi§ti. Kasim ayi i?inde i§ görü§meleri hakkinda ailesine bir?ok kere bilgi 
verdi 

Zsolnay 8 Kas.m tarihli mektnbnnda bu konuda 5unlar, yaz.yordu: " B n g ü n nihayet sabah erk-
="den kültür bakan, Münif pa5a ile bulu5abildim. ' §imdilik sana soyleyeb.l ceg m tek ey 
Padisah hazretlerine Sulian'a vermeye niyetlendlgimiz hediyelenn sarayda^,nlu dugn^ Aynca 
vann b a k a n l a gorüsecegim. n m a n m 2 - 3 gün sonra sonucu hakkmda 

Münif p a 5 a ile sürdürülen konn5malar,n sonucu hakkmda Ismnbul da f a b r t o knrnlmast 
p ' a n ' y l a igili olarak nitekim 18 Kas.m tarihli mektubunda b.ig, 
a n ' a§i ldigin a göre bunda Seefelder f i rmas .mn da menfaat, vard, ve plan, Wahliss e de 

35 



tanitmi§lardi. Zsolnay, „ §art lan artik benim ileri sürebilecegim a^amaya vardim. Yerini ben 
se9ebilecegim. Bir ki§layi gözüme kestirdim, ama ne yazik ki ki§la Anadolu yakasinda. Pazar 
günü bütün gün Seefelder beyle beraber uygun bir yer aramaya vaktim olacak." diye yaziyordu. 
Mektuba bakilirsa sermayeyi Seefelder Firmasi verecekti. Hamdi beyin anlattigina göre 
mahallindeki ocaktan 9 ikarilan kaolin 9 ok iyi kalitedeydi, hatta yillarca önce buradan ítalya'ya 
ihra 9 ediyorlardi. Zsolnay'nin kanisina göre hammaddeler Türkiye'ye asil Pécs'ten ihra 9 edil-
meliydi. 

ístanbul 'dan gönderilen son mektup 21 Kasim tarihini ta§iyordu. Bundán sonra ilk haber 24 
Kasimda Ege Denizindeki yolculugu sirasinda geldi. Sonra 25 Kasimda ízmir 'den, 30 Kasimda 
da Kibris'tan Larnaka'dan eve mektup gönderdi. Ardindan Beyrut - Baalbek - §am - Kudüs -
Yafa - Port Said - Kahire yolculugu yakla§ik ü 9 hafta sürdü. 19 Aralikta ailesine gönderdigi 
mektupta Kahire'ye vardigini yaziyordu. Bu yolculugun koleksiyon a9 is indan en önemli iki 
duragi §am ile Kudüs oldu. §am'daki ali§veri§inin aynntih listesi Zsolnay güncesinde yer aliyor. 
Buna göre 5 Aralik 1887'de bir9ok e§ya ile birlikte 105 tane duvar 9inisi almi^ti. Koleksiyonun 
daha sonra ayrintih olarak incelenmesi sonucunda anla§ildigina göre, 9ogunlugu XVI-XVII. 
yüzyilda yerinde imal edilmi§ olan nesneleri ve aynca XV. yüzyildan kalma 16 par 9 adan ibaret 
9 ini dermesini bu alimlari sirasinda saglami§ti. 

Kudüs' te neler aldigini 15 Aralikta Yafa'dan gönderdigi mektupta yaziyordu. Heyecanla 
anlattigina göre Kubbet-üs-Sahra'nin bek9 i lerinden birka9 eski 9 ini satin almayi ba§armi$ti. 

§am'dan gönderdigi mektuplarda 9 ini koleksiyonu ahmlanndan söz edilmiyor, fakat o nis-
pette de Zsolnay'nin ticaret i§lerine ve meslege ait tasanlannin sözü ge9iyor. 4 Aralik tarihli 
mektubunda §unlari yaziyor: "Baalbek'ten §am'a kadar 14 saat süren tren yolculugu sirasinda 
bir9ok §eyi yeniden dü§ünmek i9 in bol bol vaktim oldu. Muazzam antik yapilann biraktigi izlen-
imler i 9 imde bir özeni§ uyandirdi. Biz de yapi seramiginde, buna benzer §ekilde, gelecek 
ku§aklann hayranhkla anmalari gereken mükemmel bir §ey yaratmaliyiz. Zsolnay fabrikasi, kul-
lanim e§yalan ve süs e§yalanyla sanat tarihi a9 is indan önem kazandi. §u anda kafami kur-
calayan yapi seramigi; ama bu dünyada mimarligin degerini verenler fabrikalar degil; bunlar 
önemli ama yeterli degil. Onun i9 in iyi mimarlara gereksinim var. Ü 9 üncüsü ise, sipari§ler gerek-
li, ba§anyi altinla ödeyen alicilar gerekli. Mesele, sipari§ler almamiz i9 in hangi yolu tutmamiz 
gerektigi. Bundán kastim her §eyden önce kilise mimarisi. Bununla baglantili t a sanm §u: 
Roma'da Papayi (X. Pius) ziyaret etmek, mümkünse onunla konu§mak ve Máriafalva ile ilgili 
resimleri göstermek niyetindeyim".8 

Yine §am'dan gönderdigi 5 Aralik tarihli mektubunda, istedigi mallarin geldigini, fakat 
Zsolnay fabrikasi ürünlerinin kalitesini muhtemel i§ partnerlerine kanitlayacak nitelikte 
olmadiklarini yaziyor. Süresi dolan ikamet izninin uzatilmasi i§lemlerinde Ístanbul 'da kendisine 
yardímci olan Münif pa§aya olduk9a büyük miktarda süs seramigi hediye ettigini belirttikten 
sonra $unu ekliyor: "Sultana gönderdigimiz e§ya 9 ok daha mükemmeldi. Anla§ilan, babacigim, 
bunlardan neleri satabilirim diye beni sinamak istiyorsun." Bu mektubunda Blum papaya hediye 
etmeye niyetlendigi hediyelerden aynntili olarak söz ediyor, sonra da diger mallan bir i§adami 
aracihgiyla satacagini bildiriyordu. 

Kahire'den gönderdigi 19 Aralik tarihli ilk mektubunda gene Misir hükümetinin Macar asilli 
maliye bakanindan, kendisini en se9kin ki§ilerle tani^tiran Blum pa§adan bahsediyordu.9 Onun 
vasitasiyla Macar miman Miksa Herz ile de tani§mi?ti.10 Herz ile beraber Kahire camilerini 
gezmi§lerdi ve - i§ ili?kilerine yardim etmek amaciyla - kendisinden Kedive'ye tavsiyede bulun-
masini rica etmi§ti. Kaldi ki i§ ili§kileri Wahliss sayesinde Kahire 'de geni§lemi§ti. Wahliss, Lloyd 
acentasina 9ali§an Dienisch adindaki bir tacire mai nümunesi göndermi§ti. Fakat bu araci 
Zsolnay'ye göre sanat eserleri alaninda tecrübesizdi, mektubunda "Sanat seramiklerini satmayi 
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da kahve ya da §eker satmak gibi saniyor" diye ekliyordu. 

Tahmini dogru 9ikmi?, Dienisch mallari Pascal adindaki bir kap kacak saticisina teslim 
etmi§ti, fakat Wahliss yüzünden ili§kinin kesilmesinden fekiniyordu. 

Zsolnay Noel bayramini Kahire 'de ge?irdikten sonra 28 Aralik 1887'de iki ha f t ahk bir Nil 
gezisine ? ikmi§ti . Oradan gönderdigi mektuplan ve resimleri eski M I S I T sanatina duydugu 
hayranhgi yansitiyordu. 10 Ocak 1888'de Kahire 'ye döndü. Oradaki a l imlanndan ne mektu-
Plannda, ne de güncesinde söz ediyordu. Hat ta daha Kahire 'de ge?irdigi birinci gün, orada 
muhtemelen pek fazla bir §ey satin almayacagina deginmi? ve „ dogru dürüst Arap e^yalanni 
insan pek bulamiyor, nadide Misir e§yalan ise beni hemen de hi<? ilgilendirmiyor" diye yazmi§ti. 
Bu nedenle, 3000-den fazla par<?adan olu§an, i?erigi ve ya§i bakimindan eski Kahire 'den, yani 
Fusta t ' tan kalma IX-XV. yüzyíl seramikleri dermesini t am olarak ne zaman ve ne ko ?ullarda 
satin aldigi hakkinda maalesef elimizde herhangi bir veri yok. 

12 Ocak tarihli mek tubunda artik Atina yolculugu ihtimalinden bahsediyor ve §unu ekliyor-
du: „Umarim Schl iemann' i ziyaret edebi lmem i f in yardim saglayabilirim. Söylendigine gore 5 o k 
garip bir insanmi?, fakat belki kazilarda buldugu ? ö m l e k kalinti lanni bana göstermesini temin 
edebil i r im."" Kahi re 'den gönderdigi son mektubu 17 Ocak tarihini ta§iyordu. O n d a n sonra ilk 
haberi 28 Ocakta At ina 'dan geldi ve kisa bir süre orada kaldiktan sonra Roma'ya ugrayarak 
§ubat 1888'de Macar is tana döndü . 

Duvar ginileri koleksiyonu 

Miklós Zsolnay 'n in topladigi duvar 5 inileri koleksiyonunu kendisi de, ailesi de, hat ta torun-
lari bile degerli bir í ran hahsiymi? gibi korumu?lardi. Bu yakla§imda §a§ilacak bir §ey yoktu, 
?ünkü ge 9 en yüzyilin ikinci yarisinda í ran ' i ís lám sanat imn „be?igi" saydiklanndan, her Islam 
kökenli seramik nesneye Íran etiketini memnunlukla yaki§ tmrlardi . Bu türden göru§len, bilim 
dünyasi ve sonra da - onun izinde giderek ar tan bilgileri sonucunda - gem ? yiginlar ancak <?ok 
Vava§ degi? t irdi. Zsolnay materyal inde ü ? Ke?an par 5 asi d i ? inda Iran 'da hazirlanmi? bir e$ya 
bulunmuyordu ízledigi yola ve koleksiyoncunun bildigimiz o lanaklanna bakarsak buna pek 
olanagi da yoktu. Zsolnay uzun süre ís tanbul 'da kaldiktan sonra, sirayla öyle ülkelere ve kentlere 
gitti ki, bunlar XVI yüzyildan itibaren Osmanl i ímpara tor lugu 'nun egemenhgi atindaydi. 
Koleksiyonda bulunan, iznik <?ini yapiminm klásik dönemine ait par^a lann yams.ra Kudus ' tek. 
Kaya Kilise'nin Kanuni Süleyman zaman .nda yenilenmesinden kalan birka? p a r ? a ozellikle 
büyük deger ta§iyor. Koleksiyonun büyük kism.m olu ? turan, XVI-XVII . yüzy.la ait §am S im len , 
^ n i k imaláthaneler inin etkilerini yansitiyor. Ger 9 i §am imaláthaneleri Iznik' in renk dunyasini 
aktaramiyorlardi, fakat motif hazinler inde iznik örnekler ine ba^vurduklan a 9 i k e a goruluyor 
Kanuni Suhan Süleyman taraf indan Kudüs 'e gönderilen ustalardan pek 9 ogunun Kubbet-us-
Sahra 'nin kap lamalann yenilenmesinden sonra Halep ve §ama yerle§meleri, orada daha once de 
E t i l e n seramik imaláthaneleri i?in ciddi bir te§vik oldu. Zsolnay koleksiyonu, XVI-XVII . 
yüzyila ait §am ? ini ler ini ve esas olarak ta § ran ,n Osmanl i ? ini ler i imalát indan kalan hat i ra lan 
" luhafaza ediyor. Fakat bu niteligiyle büyük bir önem kazamyor ve Avrupanm buyuk 
rnüzeleriyle aym sirada sayilabiliyor. 
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Miklós Zsolnay'nin yolculugunun fabrikadaki faaliyetlere etkisi 

Ger9i Zsolnay fabrikasinda yapi seramikleri bar langiban beri imal ediliyordu, fakat üretimi 
asil 1880'li yillarin or ta lanndan itibaren hizlandi. Zsolnay fabrikasinin ürünleri Viyana ve diger 
Avusturya kentlerine Carl Habenicht ' in araciligiyla ula§ti. Vilmos Zsolnay Macaristanda en 
se9kin mimarlarla dostluk kurmu?tu. 1884-85 yillarinda büyük boyutlu tarihi eser rekonstrük-
siyonu 9ali§malarina katildi. Buda'daki Mátyás kilisesinde Frigyes Schulek; Kassa (Kosice) ka-
tedralinde ve Vaydahunyad (Hunedoara) kalesinde Imre Steindl restorasyon ve rekonstrüksiyon 
9ali§malarinda özgün dizaynli mimari aynntilarin yanisira büyük öl9Üde 9ati ve mahya 9inisi kul-
landilar. 

1885'te dona dayanikli yapi seramigi - yani daha sonraki pyrogranit - ile deneyler ba§ladi, 
fakat buna paralel olarak Vilmos Zsolnay iran" üslubu 9inilerin renkli sirlanni zenginle§tirme 
yolunda da 9ah§malarini sürdürdü. 

Ilk a§amada hazirladiklan malzemeye Steindel-kütlesi adim verdiler. 1894-ten itibaren ímre 
Steindl Parlamento binasinin di§ ve Í9 süslemelerinde bu malzemeyi kullandi. Artan talepleri 
kar§ilayabilmek igin 1895'te Pécs i?letmesi sahasinda bir pyrogranit fabrikasi kurdular. 
Sipari§lerin giderek artmasinin nedeni, kismen ekonomik büyümeyle birlikte 90galan in^aatlar 
ve kismen de Tarihselci nitelikteki yapilarda in?aat seramiklerinin daha büyük öl9üde 
kullamlmasiydi. 

Tarihselci mimarinin özgün bir gurubunu, ba§kalarindan farkli o lduklanm göstermek ve 
kendi kimliklerini vurgulamak amaciyla renkli seramik süslemelerin uygulandigi yapilar temsil 
ediyordu. "Sirli seramik kaplama elbette esasinda egzotik, Dogu'msu bir 9agri§im yaratiyor ve 
bu nedenle de Monar§i'nin kaphcalari, banyolan, dükkán pasajlari, kahvehaneleri ipin bu 
yabansilligin, bu ali§ilmami§ligin egzotik 9ekici gücü olduk9a elveri^li görünüyordu. Dogu mal-
lan ticaretiyle ugra§an ya da Dogunun ana maddelerini i§leyen §irketler, tarihselciligin "archi-
tecture parlante" anlayi§ina uygun olarak, fakat bu jestin reklám degerini de bilerek, 9ok defa 
Dogu'msu nitelikte, renkli seramik ginilerle kaplanmi§ büro ya da fabrika binalari in§a ettirdi-
ler."12 Kari Mayreder'in projeledigi Zacherl binasinda (Viyana, 1882-1892) Zsolnay fabrika-
sinda üretilen kaplama fayanslari kullanildi.13 1886'da Avusturyah mimar Schmorantz, kont 
d 'Har tcour t 'un mülkiyetindeki Trencsénteplic (Trencianske Teplice) banyolan i^in fabrikaya 
daha büyük miktarda "Iran" üslubunda gini ismarladi. 

Miklós Zsolnay'nin 9ini koleksiyonu, "iran" fayanslarina kar§i talebin giderek daha olgun 
bi9imde ve hem teknik hem sanat a9 is indan her zaman güvenilir ürünlerle kar^ilanmasina her 
vaziyette yardímci oldu. 

Renkli sirli fayanslann yamsira, mimari bi^imdilinin yenilenmesiyle derinden baglantisi olan 
bir 9aba da ortaya 9ikti. Bu ise, Gottfr ied Semper'in "malzeme degi§imi" teorisiyle uyumluydu 
ve belirli bir maddede ger9ekle§en bi9imleme tarzinin ba§ka bir topraga uygulanmasi anlamina 
geliyordu. 

Milli nitelikteki Art Nouveau mimarisinin bÍ9Ímdilinin yaraticisi olan Ödön Lechner, bu 
9abamn okul yaratan temsilcisiydi. Ge9mi§le ilgili ani lannda belirttigine göre Londra South 
Kensington Müzesi 'ndeki Hint ve iran seramik koleksiyonlarini Vilmos Zsolnay ile birlikte 
seyredip gözden ge9irmi§lerdi.14 1895'te Miklós'un üstelemesi sonucunda Vilmos Zsolnay 
Budape§te'deki Fischer seramik fabrikasinin feshedilmesine ve yerine %50 ortakhk payiyla bir 
anonim §irket kurulmasina katilinca, Zsolnay fabrikasinin üretiminde gittik9e daha büyük payi 
olan in§aat seramigi yapimi daha da geni§ledi.15 

Yüzyíl dönümünde degi§en zevk dünyasi, süs seramigi yapiminda yeni beklentileri yüzeye 
9ikardi. 1880'li yillardan itibaren japon bi9im dünyasi ve sir teknigi, en azindan bu öl9Üde 
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Avrupada m o d a olarak yayginla^an Japonizm, ardindan da Sezession (ar t nouveau), Osman l i -
Türk bi<?im hazinesini arka plana itti, fakat buna ragmen yeni üsluba oturtulabilen ögeleri 
ya§amaya devam etti. 

Miklós Zsolnay'nin yolculugunun tecrübesi - seramigin kendi bünyesinde sakladigi ve monü-
mental mimarlik ödevlerinde de uygulanabilecek olanaklar - yüzyíl d ö n ü m ü n d e Macar 
mimarisinin niyetleriyle ve pyrogranitin sagladigi olanaklarla birbirine denk dü§mü§tü. Ger 9 i bir 
mektubunda bahsettigi Papa X. Pius'u ziyaret etme niyeti ancak 1905 yili eylülünde ger?ekle§ti 
ama, Zsolnay in§aat seramigi, en ba§ta kilise mimarisinde uygulanmasiyla degil, fakat kentle§me 
sonucunda yerden mantar gibi biten belediye konaklan, posta merkezleri, sergi salonlan, büyük 
magazalar ve hat ta özei in§aatlar sayesinde modern mimarligin bi9 imdilinin belirleyici ögesi oldu. 

Notlar: 
1 Jákob Falke (1825-1897) sanat tarih?isi. Erlangen ve Göttingen'de filoloji ve tarih ögrenimi gördü. 

1858'den itibaren Viyana'da ya§adi ve orda önce Lichtenberg prensinin kitapligi ve sanat eserleri kolek-
siyonunun müdürlügünü yapti. 1865'te Museum fűr Kunst und Industrie'de müzeolog olarak görev aldi, 
1885'te de Müzenin müdür oldu. 

2 L. Parvillée, Architecture et decoration Turques au Xve siecle. Paris 1874., A.C.Prisse d'Avennes, 
L'art arabé d'apres les monuments du Caire. Paris 1877. 

3 Zsolnay ailesinin koleksiyonundan bize aynca XIV-XVI. yüzyila ait 50 adet Ispanyol kökenli duvar 
9inisi de kaldi, fakat aile belgelerinde bunlan ne zaman ve nereden sagladiklan hakkinda hi<?bir veri bula-
madik. Bu panjalari Miklós Zsolnay'nin 1887-88 yillanndaki gezisiyle baglantili saymamizi gerektirecek 
hi<?bir neden yok. 

4 Leighton 1996, 16. 
5 Atasoy-Raby 1989, 72. 
6 Bu mektup ge?en yüzyíl s o n l a n n d a k i Íran merkezli konsepsiyonunu, hatta Sultan Ahmet Camisinin 

íznikte hazirlanmi§ olan 9inilerini dahi íran ?inisi olarak niteleyen bu yakla§imi ?ok iyi yansiüyor. Daha 
sonraki bir mektubunda (21 Kas.m) aym görü§ü §öyle belirliyor: "Dogu sanatinm be§ig, Iran; insan 
Türkiye'de ne görüyorsa, hepsi íran sanatindan gelme." 

7 Münif pa?a 1878'de ve 1884-1892 arasinda kültür bakanlig! yapti. Yukarda adi geeen Hamdi bey, 
Etnografya Müzesi'nin kurucusu Osman Hamdi bey ile aym ki§i olabilir. Bu bilgiden dolayi Géza Dávid'e 
te?ekkür ederim. 

8 ímre Steindl'.n planlanna uygun olarak neogotik kilisenin rekonstrüksiyonu. Gerekli 19 mimari 
ögeleri Zsolnay fabrikasinda hazirland. (1887-88). Máriafalva: bugün Avusturya'da. 

9 1843'te Pe?te'de dünyaya gelen Gyula Blum 1869'dan itibaren Iskenderiye'de Austro-Egyptian 
Bankasi'nin müdürüydü. 1877'de maliye bakanligi müste§an, iki yil sonra da Pa?a ve Bakan oldu. 

10 Miksa Herz, Arad vilayetinde Ottlaka'da dogdu. Budape§te'de ve sonra da Viyana'da mimarlik 
ögrenimi gördü. 1880 Ekiminde bir Macar ailesiyle birlikte Kahire'ye geldi. 1881-1890 arasinda - yam 
Zsolnay oradayken - Vakif Dairesi Teknik §ubesinde görevli mimar olarak 9ah§ti. §ube muduru Franz 
Julius pa§anin önerisi üzerine, 1887'de pa§a emekliye aynhnca, Herz bütün görevlennde onun yer.ne 
ge9ti. 1892'de kendisine Arap Müzesi'ni /bugünkü íslám Sanatlan Müzesi/ yönetme görevi ver.ldi ve 
Í90l'de resmen müze müdürlügüne atandi. Cah ?malan ve ba§anlanyla zengin hayati hakkinda kr§.: I. 
Ormos: Mis.r'da bir Macar mimar.: Miksa Herz Pa?a (1856-1919). In: Keletkutatás bask.da. 

11 Metinde ge9en mektup par9as.n. Almancadan Macarcaya Orsolya Kovács 9ev.rdi. 
12 Moravánszky 1984, 4. 
13 4. Fáson kitabi. Fáson: 1255. 
14 Lechner 1911. 
15 Ruzsás 1954, 152. 
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Wall-tile Duvar cinisi 
Iznik, 1575 

Faience, underglaze colour painting Fayans, siralti renkli boyali 
27.5 cm x 23 cm 
JPM 51.208.12. 
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Wall-tile Duvar finisi 
Iznik, 1580-1600 

Faience, underglaze colour painting Fayans, siralti renkli boyah 
24 cm x 22 cm 
JPM 52.202.1. 
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Wall-tile 
Damascus, late 16th century 
Faience, underglaze painted 

23 cm 
JPM 

Duvar qnis i 
§am, XVI. yüzyíl sonu 
Fayans, siralti boyali 

x 23 cm 
51.113 
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Border-tile Duvar finisi 
Jerusalem (Kudüs) 1545-1552 

Faience, painted in blue, turquoise, black, white and yellow in cuerda seca technique 
Fayans, cuerda seca teknigi, mavi, mor, siyah, sári ve beyaz renkte sirli 

19.5 cm x 16 cm 
JPM 51.108.1. 

Wall-tile Duvar finisi 
Damascus, late 16th century $am, XVI. yüzyíl sonu 
Faience, underglaze painted Fayans, siralti renkli boyali 

23.5 cm x 21 cm 
JPM 51.218.2. 
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Pair of wall-tiles Duvar (jinisi <?ifti 
Damascus, late 16th century §am, XVI. yüzyíl sonu 
Faience, underglaze painted Fayans, siralti boyali 

27 cm x 13.6 cm, 27 cm x 13.8 cm 
JPM 51.113.51-53. 
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Fragment of a bordér tile £ ini bordűr par^asi 
Iznik, 1575 

Faience, underglaze colour painting Fayans, siralti renkli boyali 
27.5 cm x 12.5 cm 

JPM 51.199.1. 

Wall-tile Duvar 9inisi 

Damascus, late 16th century $am, XVI. yüzyíl sonu 
Faience, underglaze painted Fayans, siralti renkli boyali 

21 cm x 24 cm 
JPM 51.113.8. 
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Wall-tile Duvar finisi 
Damascus, 17th century §am, XVII. yüzyíl 

Faience, underglaze painted Fayans, siralti kobalt mavisi renginde boyanmi$ 
19 cm x 19 cm 
JPM 51.146.1 

Tile £ in i 
Zsolnay Factory, Pécs, 1888-89 

Experiment Deneme 
Porcelain, cobalt blue painting over white glaze Porselen, beyaz sir üzenne kobalt mavisi renginde boyanmis 

19.5 cm x 19.5 cm 
JPM 51.6849.1 

Signed on the back (Arkasi i$aretli): 4.P. 
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Bordér tile Cini bordűr 
Damascus, late 16th century §am, XVI. yüzyíl sonu 

Faience, underglaze painting in cobalt turquoise blue Fayans, siralti kobalt mavisi ve türkuaz renginde boyali 
12 cm x 22 cm 
JPM 51.182.1 

Tile £ in i 
Zsolnay Factory, Pécs, around (dolaylan) 1890 

Hard tile, cobalt and pale turquoise blue painting over white glaze 
Sert toprak, beyaz sir üzerine kobalt mavisi ve a?ik türkuaz renginde boyanmi? 

19.5 cm x 19.5 cm 
JPM 51.6810.1 
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Dish Tabak 
Iznik, 1570 

Faience, underglaze color painting Fayans, sir alti renkli boyali 
Ht: 4.5 cm, d: 28.5 cm Y: 4.5 cm, 28.5 cm 

Museum of Applied Arts, Budapest 14300 

Dish Tabak 
1878-79 

Júlia Zsolnay, high-heat glaze, gilded Porselen-fayans, yüksek ísida sirlanmij 
Ht: 3.5 cm, d: 24.3 cm Y: 3.5 cm, 24.3 cm 

JPM 52.492 



Design page Nümune levhasi 
Zsolnay Factory, Pécs, No.36. 1878 

Gouache, gold paints and pencil on paper, with the cutout forms glued to the page. 
Kagit, gua§, altin yaldiz, kur§unkalem, nümune levhasina yapi§tirilmi? kesme §ekiller 

51cm x 40 cm. 
JPM 61.444.36. 

Decoration (dekor) No. 88 
Shape (fáson) No. 459 
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Ornamental plate with foot Ayakli süs tabagi 
Zsolnay Factory, Pécs, 1881. Júlia Zsolnay 

Porcelain faience, high-fired glaze Porselen-fayans, yüksek ísida sirlanmi? 
Ht: 31 cm, d: 55 cm Y: 31 cm, 9: 55 cm 

JPM 51.1812.1. 
Decoration (dekor) No. 683 

Shape (fáson) No. 736 
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Design page Nümune levhasi 
Zsolnay Factory, Pécs, No. 256. 1881. Júlia Zsolnay 

Gouache and gold paint on paper Kagit, gua?, altin yaldiz 
49 cm x 39 cm 
JPM 61.449.6 

Signed (í§aretli) J.Z. 1881. VI. 20. 
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Jug 
Iznik, 1560-1565 
Faience, painted in colour painting 
Ht: 19.2 cm, d: 7.5 cm 
BTM Budapest 79.49.1 

Ma$rapa 
Iznik, 1560-1565 
Fayance, sir alti renkli boyali 
Y: 19.2 cm 9: 7.5 cm 
BTM Budapest 79.49.1 

Soup Cup 
Zsolnay Factory, Pécs, 1877-78 

Porcelain faience, porcelain paint 
Ht: 7.7 cm, d: 11.5 cm 

JPM 51.1465.1. 
Decoration No. 178 

Shape No. 258 

£orba Kásesi 
Zsolnay Factory, Pécs, 1877-78 
Porselen-fayans, porselen boya 

Y: 7.7 cm 9: 11.5 cm 
Dekor No. 178 
Fáson No. 258 
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Design page Nümune levhasi 
Zsolnay Factory, Pécs, No. 290. around 1877 

Paper gouache and gold paint Kagit, gua$, altin yaldiz 
40.3 cm x 50.3 cm 

JPM 61.449.40 
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4i'tcv Jft V\ 

Design page Nümune levhasi 
Zsolnay Factory, Pécs, 1881. Júlia Zsolnay 

Paper gouache Kagit, gua§ 
40.3 cm x 50.3 cm 

JPM 61.449.56 

- / ) , • <i.J t 

/ 

A 

Vase 
Zsolnay Factory, Pécs, 1920 

Hard earthenware, eosin technique 
Ht: 18.5 cm, d: 13 cm 

JPM 51.4782 

Vazo 
Zsolnay Factory, Pécs, 1920 

Sert toprak, eozin teknigi, yüksek ísida sirlanmi$ 
Y: 18.5 cm, 9: 13 cm 

JPM 51.4782 
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Lamp design Lamba dizayni 
Zsolnay Factory, Pécs, No. 64. 1880. Júlia Zsolnay 

Gouache, gold paint and pencil on paper Kágit, gua?, altin yaldiz, kur$unkalem 
50 cm x 40 cm 
JPM 61.445.14. 

Shape No. 1172. Shape Catalogue No. 2, 1885-87. Fáson No.: 1172. 2.nci fáson kitabi 
Signed: bottom right JZ 1880 22 Í§aretli: jjl. JZ 1880 22 
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Copy of a bordér tile £ in i bordűr 
Bursa, Jeshil Türbe, early 15th century 

From Miklós Zsolnay's collection 
Pencil on tracing paper 

16 cm x 22.5 cm 
JPM Archive 

Legend: Bordűré aus dem Mausoleum des Prinzen Djem in Broussa 

Tile with bordér ornament 
Zsolnay Factory, Pécs, 1888-89 Experiment 

Porcelain, cobalt blue ornaments on off-white base 
9.5 cm x 18.5 cm 

JPM 51.182.1 
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JHJHJB 
US/M 5K 20-6- vgV 

Tile and bordér design £ini ve bordűr nümune levhasi 
Zsolnay Factory, Pécs, No. 937. 1892-93 

Aquarelle, ink, pencil on paper, with the designs appliquéd to the sheet 
Kagit, akvarel, 9ini mürekkebi, kurjunkalem, nümune levhasina yapi^tirilmi? dizaynlar 

40 cm x 50 cm 
JPM 61.462.37. 

Signed (l§aretli): 11.2050,11.2080, 5K20.6.892. 5K Jammer 893 4456 BLAU 4492 GRÜN 1/2 3240/3280 
TÜRK.IS 4556 BLAU 4492 G R Ü N 4714 ROTH 1/2 3240/3280 TÜRKIS 

? T * ^ 
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Colour Separation and Printing 
Reproflex Ltd. 

Pécs, 2000. 






