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THE HISTORIOGRAPHY OF CHINESE ART IN HUNGARY
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Since the late 19th century, much has been written about Chinese art in western languages, but
there has been no comprehensive history of it to date. This paper focuses on the historiography of
Chinese art in Hungary. The aims of the study are as follows: to establish a periodisation, to char-
acterise each period by presenting the main works and their authors in order to reconstruct the
course of changes in collecting and the taste for Chinese art in Hungary in the 20th century, and fi-
nally to investigate the role of the Oriental public collection (Ferenc Hopp Museum of Eastern Asi-
atic Arts).

Key words: historiography, itinerary, expedition, world exhibitions, exoticism, taste, connoisseur-
ship, archaeological approach, sociological approach, aesthetic autonomy, Janos Xantus, Lajos
Loczy, Aurel Stein, Ferenc Hopp, Zoltan Takacs, Pal Miklos.

Historiography is hardly an unknown area of Sinology. Since the late 19th century,
much has been written about Chinese art in western languages, but there has been no
comprehensive work to show its history (Pierson 2000). This paper — as a prelimi-
nary study' — concentrates on the almost one hundred years of the historiography of
Chinese art in Hungary. There were four aims of the article: (a) to establish a periodi-
sation of the historiography of Chinese art in Hungary; (b) to select and assess the
main works of each period; (c) to describe the main trends of collecting Chinese art
objects and to examine the changes in tastes as reflected in the main works; and
(d) to discuss the role of the Ferenc Hopp Museum in these efforts. I will thus attempt
to demonstrate the importance of historiography as one of the primary sources in
which objects can be authentically investigated.

* Gybrgyi Fajcsak, Ferenc Hopp Museum of Eastern Asiatic Arts, Budapest, H-1450,
P.O. Box 3, Hungary, e-mail: fajcsak@netquick.hu

" This work is a preliminary study for a Ph.D. dissertation entitled History of Collecting
Chinese Art in Hungary (1850—1945).
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1. The beginnings of historiography
(from the turn of the 19th—20th centuries to 1919)

The first period of the historiography of Chinese art in Hungary spanned from the
late 19th and early 20th centuries to 1919, with the foundation of the Ferenc Hopp
Museum of Eastern Asiatic Arts. Itineraries, reports of Oriental exhibitions and arti-
cles on Oriental art form the primary historiographic sources of the period.

The first traces of the historiography of Chinese art can be found in a series of
travellers’ itineraries. Famous Hungarian travellers and scholars with wide-ranging
interests wrote about the Far East and strongly influenced public awareness. The seri-
ous interest in Asia and the strong scientific interest in Oriental culture were fostered
by the tradition and theories of the Eastern origin of the Hungarian nation. First of
all, the activities and works of Janos Xantus, Béla Széchenyi, Lajos Loczy, Jend Zichy
(1837-1906) (1897; 1905) and Jend Cholnoky (1900) had a great impact on the read-
ing public. Accounts and books of scholarly travellers described their expeditions.
Even though none of them had had training in Oriental art or religion, their accounts
made clear that they quickly recognised the artistic importance of many sites and
monuments. However, the goals of their travels differed.

In the context of the historiography of Chinese art, two expeditions were sig-
nificant. Janos Xéantus (1825—1894) was a naturalist and a self-made ethnographer
who travelled as a member of the Austro-Hungarian joint enterprise to the Far East in
1869—1871. Jozsef Eotvos, Minister of Religion and Public Education, had charged
him with establishing a new museum for ethnography in Hungary and collecting the
items it would hold in Asia. Xantus published his accounts of the expedition in sev-
eral newspapers (see Xantus 1869a; 1869b)* and after his return exhibited the East
Asian material in 1871 (Xantus 1871). His aim was to promote Hungarian craftsman-
ship by bringing about a rebirth of Oriental traditions and introducing quality exam-
ples of Oriental craftsmanship. His notion of the rebirth of Hungarian craftsmanship
was supported by the strong influence of the World Exhibitions as well. In 1862, the
World Exhibition held in London was the first in the history of the World Exhibitions
to focus on Chinese and Japanese arts (applied arts, primarily). From this time on,
World Exhibitions demonstrated to Westerners the impressive cultural achievements
of East Asian countries (Koppelkamm 1987) which influenced the tastes and artistic
views of the time.

Besides Janos Xantus, Lajos Loczy was another famous Hungarian traveller
and explorer of his time. He was invited by Béla Széchenyi (1837-1918) (Kreitner
1881) to join his expedition to India, Southeast Asia, China, Central Asia and Japan
(between 1877 and 1880) with the aim of collecting data on geography, geology and
anthropology. In fact, Széchenyi intended to follow in the footsteps of Alexander
Csoma de Koros (1784—1842) who had wished to reach Chinese Turkestan in search
of the Uygurs, whom Csoma believed to be related to Hungarians. Happily, the ex-
pertise of the young Loczy turned the trip into a scientific success. It was he who

% For further details on the expedition, see Sandor (1951).
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bore in mind the scientific aim of the undertaking, the geographical and geological
description of western China, and thus carried out geological research and collected
soil samples (Russell-Smith 2000, p. 348). The Hungarian expedition travelled to the
western provinces of China. They visited several Buddhist monuments on their way
and recognised their artistic importance. Even though Ldoczy had not been trained in
Oriental art, he described large Buddha statues along their route in Gansu Province
and the site of Buddhist cave temples at Dunhuang.” It was he who drew Aurél Stein’s
attention to the site at the international conference of orientalists in Hamburg in 1902
(Miklés 1959, p. 9).

In the context of the historiography of Chinese art in Hungary, the influence of
Stein was significant. Although he became a British national in 1904 and spent much
of his working life in the service of the British government, books written about his
successful expeditions were published in Hungarian as well. Loczy had a great in-
fluence on Stein: it was at Loczy’s suggestion that Stein visited the Buddhist cave
temples at Dunhuang and made the most important discovery of his career, the
library of manuscripts sealed in cave No. 17 (Stein 1908b, p. 92). In recognition of
Stein’s expeditions, Loczy initiated the Hungarian publication of his books. The
Sand-buried Ruins of Khotan appeared in 1908 (Stein 1903; 1908a), Ruins of Desert
Cathay. Personal narrative of explorations in Central Asia and Westernmost China
(Stein 1912; 1913) was published in 1913, and the report on the third expedition was
published in 1923 (Stein 1923). Before World War I, Stein was invited to Budapest
several times to hold lectures at the Geographical Society of Hungary, of which Loczy
was president. Through these lectures, the society and its president played an impor-
tant role in introducing various countries and alien cultures to Hungarian audiences.

By the late 19th and early 20th centuries, journeys around the world and to the
Far East in particular had become a viable option for such intellectuals as architects
and journalists. They often published journals of their experiences. Such a report was
a book written by the famous Hungarian architect, Robert Karoly Kertész (1876—
1951), who travelled around the world in 1904. The aims of his travels were summa-
rised in the introduction to his book: “In the course of studying the architecture of the
eastern nations, I desired to visit these close but different relatives and see face to
face their immortal constructions” (Kertész 1906, p. 4).* Kertész, as a member of a
group of architects known as “The Young” (Fiatalok), researched the roots of Hun-
garian architecture. It was through this project that Kertész’s interests turned to Asia.
The aim of his journey was to study the relationship between nature and a con-
structed environment. He spent only a few weeks in China and visited the most sig-
nificant seaports: Hongkong, Canton, Shanghai and Tienjin. His descriptions of the
monuments and temples focused on their exoticism and strangeness, thus reflecting

3 Lajos Loczy (1849—1920), geographer and member of the Széchenyi expedition. He pub-
lished a report of the scientific findings of the expedition, which was a systematic description of
Chinese geography (Loczy 1886). William Wells had published the very first geographical work on
China entitled The Middle Kingdom in 1848.

* The original is in Hungarian. Translations from the Hungarian are by the present author.
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the view of his time. However, his travels and interest in Asian art represented a new
awareness of the aesthetic dimensions of non-European art (Kertész 1905; 1908).

This interest was reflected in exhibitions of Oriental art as well. The first joint
exhibition was mounted by Kertész at the Hungarian National Museum in 1904.
Seven travellers and collectors — Kertész, Benedek Barathosi Balogh, Ferenc Hopp,
Emil Delmar, Ernd Kilian, Sigfried Komor and Arthur Kuhn — contributed Indian,
Southeast Asian, Tibetan, Chinese and Japanese objects. All of the exhibited items
were thought to be characteristic of the Far East: furniture, house altars, Buddha stat-
ues, prints, ceramics, lacquer wares, etc. The exhibition was intended — as Schwab
put it — to display an original, high-level culture (one culture!) and its art, which was
worth studying for all who dealt with the arts in Hungary (Schwab 1904, p. 351). The
most admired Oriental objects (mainly souvenirs) were hand-made items with perfect
form and functionality. On the one hand, these Oriental objects were models of na-
tional craftsmanship as Xéantus had announced several decades earlier; on the other
hand, they represented cultures outside of Europe which served to balance European
culture.’

In the first decade of the 20th century, the most significant exhibition of Ori-
ental art was The Exhibition of Private Collectors in 1907 (Radisics 1907). It was
mounted by the Museum of Applied Arts and the objects were collected and de-
scribed by Kéaroly Csanyi, its curator (Csanyi 1907). Only collectors from Budapest
were invited. The significance of Oriental art can be demonstrated with two numbers:
more than 661 Oriental objects were exhibited, which was almost 20% of all the hold-
ings and two of the 62 collectors — Emil Delmar and Ferenc Hopp — exhibited only
Oriental art objects (Csanyi 1907). The exhibition proved to be a great success. The
museum’s director, Jend Radisics, recognised the important role of East Asian arts in
shaping contemporary art. He believed that the selection and exhibition represented
an attempt to offer a new perspective to collectors. In order to demonstrate the vari-
ety of Oriental art, a wide range of the Oriental crafts were displayed (bronzes, metal
wares, lacquer wares, ceramics, textiles, carpets, instruments, etc.). During the selec-
tion process, the organisers focused on objects that they thought were characteristic
and special, such as incense burners, Buddha statues, snuff bottles, carved lacquer
wares, netsukes, inros, etc. Their main goal was to foster appreciation for the arts and
crafts of the Far East even though the fine arts, such as painting and calligraphy, had
not yet attracted the interest of collectors. Traditionally, ceramics dominated the field
of Oriental connoisseurship, which was reflected in the quantity of the exhibited ma-
terial. However, in the catalogue, Csanyi did not distinguish between ceramics from
China and Japan. They were not divided into classes, and the few items that were de-
scribed were done so in quite general terms. Art lovers mainly admired the ornate
and colourful curios produced during a period of declining aesthetic quality. The
overall layout of the decoration was apparently suited to contemporary tastes. By se-
lecting a wide range of Oriental art objects, the organisers inevitably intended to pro-
pose new directions in collecting.

> There were other Oriental exhibitions in Budapest. See reports on them: Keleti kiallitas
[Oriental exhibition] (1911); Rippl-Rénai (1911); Passuth (2001).
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A pioneer in collecting Chinese and Japanese art in Hungary was the optician
Ferenc Hopp (1833—1919). In the first report on his collection, Zoltan Takacs dis-
cussed the areas of special interest to Hopp (Takacs 1914). He collected fine carvings,
lacquered artifacts, objects made from cloisonné enamel, precious stones, and ivories
as well as fine ornamented bronzes and ceramics. In the first description of his col-
lection, Takacs, an art historian, recognised the significance of this Oriental collec-
tion.” He wrote, “Arts of China and Japan are more important for us than those of the
nations of Western Europe. ... To foster contemporary art and to investigate its roots
is a matter of life and death...” (Takacs 1914, p. 68).”

In 1914, a special exhibition of objects on loan opened at the Museum of Ap-
plied Arts. These objects were contributed by a German collector, Olga Julia Wege-
ner, and consisted of paintings, textiles, bronzes and earthenwares. The organisers
emphasised the significance of Chinese painting as Jené Radisics wrote in the cata-
logue (Radisics 1913). They intended to balance the exhibitions of Chinese applied
arts with an exhibition that basically represented the fine arts of China. However, the
collection was not an uncommon one by the early 20th century. Most of the paintings
were late copies.

The first period of the historiography of Chinese art in Hungary reflected a
new appreciation of East Asian art in the early 20th century. Expeditions and travels
of the late 19th and early 20th centuries, on the one hand, and Oriental exhibitions,
on the other, constituted a valuable base for the establishment of a public collection
of Oriental art. The gathering of an East Asian collection in Hungary was spurred on
in large part by the World Exhibitions, which fostered appreciation for the arts and
crafts of the Far East.

2. Chinese art as described by art historians (1919—1950s)

The second period of this historiography commenced with the founding date of the
Ferenc Hopp Museum, which became the center for efforts tied to Oriental art and
research into the history of Far Eastern civilisations. In accordance with Hopp’s will,
his house and Oriental collection were bequeathed to the Hungarian state in order to
house an Oriental museum and institute.®

The first director of the Ferenc Hopp Museum of Eastern Asiatic Arts was Zol-
tan Takacs (1880—1964), advisor to the founder as well as curator of the Museum of
Fine Arts. He was the driving force behind the new museum. Though he was a self-

® Takécs began his career by cataloguing the Vay Collection, which had been gathered in
Japan in the early 20th century. Count Péter Vay (1864—1948) had access to public funds to pur-
chase Japanese objects (such as paintings, wood-block prints, statues, etc.) for the Museum of Fine
Arts. The collection was organised by Takacs and exhibited in 1910. See Takacs (1910).

" The original is in Hungarian. It was translated by the present author.

8 “[Tlhe objets d’art of Eastern Asian (Chinese, Japanese and Indian) provenance, i.e. the
majority of the collection, may serve as a foundation for a museum of Eastern Asiatic arts, and is to
be made accessible to the general public with the aim of promoting cultural education.” Last Will
and Testament of Ferenc Hopp. Archives of the Ferenc Hopp Museum/A.97.
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educated Oriental art historian, his aims were well-suited to the task at hand. His main
principles in building the Oriental collection were to paint a representative picture of
the Oriental arts and to use Oriental aesthetic quality as the main criterion for select-
ing material.

This period of the historiography of Chinese art is well represented in the mu-
seum’s publications. The first permanent exhibition was opened in 1923 and pro-
vided a good opportunity to publish a catalogue to describe the collection as a whole
(Takacs 1923). This catalogue was both a detailed description of the main parts of the
collection (Chinese, Japanese, and Indian), which consisted of almost 4,000 items,
and an introduction to the history of Oriental (primarily Chinese) art. A prominent art
historian of his time, Takacs himself wrote the guide. In the Chinese section of the
catalogue, the author gave a short introduction to the characteristics of Chinese art.
He dealt with the Chinese classical period (Shang dynasty), the dominance of orna-
mentation and calligraphy, the role of tradition, and the connection between nature
and art. All of these notions were compared to western ideas. This was followed by a
discussion of the rooms in the exhibition with descriptions of the main groupings of
the Chinese objects — stone carvings and other objects of stone, lacquer wares, wood
and bone carvings, glass wares, cloisonné, bronzes, examples of the Daoist and Bud-
dhist plastic arts, jades, paintings and ceramic wares — with an emphasis on the promi-
nent areas of Chinese art. The highlights of the Chinese collection were accentuated in
this context. This conception partly based on the characteristics of the collection partly
reflected the ideas of Stephen W. Bushell.” Bushell was renowned for his writing on
Chinese art and possessed first-hand knowledge of it through his post as a physician
for the British legation in Beijing. He began to treat Chinese art — and primarily
ceramics — as an independent subject, his ideas relying on original Chinese texts
(Bushell 1910). He emphasised classification according to crafts and individual wares
and reflected Chinese perspectives; however, his classification was often based on
visual differences. It should be noted that Takacs adopted Bushell’s classification,
whose approach was based more on connoisseurship than Sinology. The conception
for the first catalogue was apt for the time and clearly reflected Takacs’s knowledge
of the literature on Chinese art in western languages.

With regard to Far Eastern (and especially Chinese) art, two related problems
arose in publications put out by Takacs. One of them was the investigation into the
influence of nomadic art (that of the Huns and Scythes) (Takacs 1925; 1935), and the
nature of the so-called special Oriental spirit (Takéacs 1924). The other problem was
the idea of greater Asia or, as Okakura wrote, “Asia is one”. Takacs was fascinated
by the spiritual force of the Far East linked to Buddhism and its reflection in the vis-
ual arts. He saw Buddhism as the common language of Asia. This idea was summa-
rised in the catalogue for the anniversary exhibition entitled The Art of Greater Asia
in 1933 (Takacs 1933). Takacs studied the comparisons between the arts of the West
and the East, the appearance of ancient cosmic symbols, the representations of man,
the motif of the tree of life, and the forms and transformations of mythological ani-

° Bushell (1904, first edition; 1909, second revised edition).
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mals. He focused on the roots of Asian and especially of Chinese art'® and presented
the subject in a wider context following changes in motifs through Asia.

In addition to catalogues from the Ferenc Hopp Museum, handbooks written
in collaboration with Takacs served as the main sources of information on Chinese
art between the two world wars. Takacs wrote the Oriental entries for the Handbook
of Art (edited by Laszl6 Eber) published in 1926. He was also a significant participant
in the team that wrote The History of Art in 1926 (Barat — Eber — Takécs 1926), pub-
lished in several revised editions in the 1930s. Takacs wrote the third part of this
popular handbook entitled The Art of the East, which was also published separately
in 1943 (Takacs 1943). The importance of this last publication cannot be overempha-
sised. Chapters of the handbook included: The Art of Greater Asia; Prehistory, An-
cient Times and the Migration Period; Pictorial Art in China and Japan; The Plastic
Arts of the Far East, Both Great and Small: Jades and Bronzes; Furnishings and Arti-
cles from Chinese and Japanese Buildings; Silk and Lacquer; Earthenware and Por-
celain; and The Art of Islam. Takacs followed a chronological line and emphasised the
main areas of Chinese art (bronzes, jade carvings, paintings, lacquer wares, textiles,
and ceramic wares) reflecting the fundamental principles of their aesthetic notions.
In order to demonstrate what made each distinct, he compared Chinese and Japanese
tendencies and continuously referred to western trends.

Takacs’s method of description followed the former classification based on
Bushell’s work as well as adopting a new approach, an archaeological one. The ar-
chaeological approach had been pioneered by the American archaeologist and Si-
nologist, Berthold Laufer, who spent three years in China from 1901 to 1904 and
made important excavations. Based on his field work, he published important books
on Chinese ceramics and jades: Chinese Pottery of the Han Dynasty (Laufer 1909),
Chinese Clay Figures (Laufer 1914) and Jade. A Study in Chinese Archaeology and
Religion (Laufer 1912). He concentrated on early China (the Han period) and em-
phasised the material culture of the early periods, which represented a completely
new orientation in Sinology at the time. Much later, the archaeological approach be-
came widely adopted, but in the 1920s it was considered a departure, one tied to Ta-
kacs’s main area of research, the migration period (3rd—9th centuries AD) and the
influence of the art of India and Eastern Asia on the art of the migration in Hungary.

It was the explicit aim of Takacs to lay the groundwork for art history research
and critical appreciation of Far Eastern Art. In order to build a representative Oriental
collection he asked for help from German and English colleagues (Butz 2001). The
first director of the East Asian Art collection in Berlin, Otto Kiimmel (1874—1952),
and the famous archaeologist and leader of the Turfan Expeditions, Albert von LeCoq
(1860—1930) maintained close contact with him (Takacs 1937). These acquaintances
assisted him in developing his orientation in Oriental art and provided a valuable base
for the founding of a new library. Takacs collected books, catalogues, and periodicals
on Oriental art and established — as part of the Ferenc Hopp Museum — the only li-
brary in Hungary devoted to Oriental art.

10 See itinerary by Takacs (1938)
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In 1929, the Association of Hungarian Collectors and Friends of Art mounted
the first comprehensive exhibition of Oriental art in the Museum of Applied Arts.
Between 1920 and 1945, Budapest boasted around 2,000 private collections, and one
fourth of them can be well reconstructed (Mravik 2001, p. 175). A significant number
of collectors had taken an interest in Oriental art, and this was borne out by their hold-
ings. Prominent figures in this group belonged to the middle classes — wealthy law-
yers, architects, publishers, journalists, antiquarians, etc. After the Ferenc Hopp Mu-
seum was founded (1919), its collection represented the model for collectors’ efforts.
As its first director, Takécs played a significant role in widening appreciation of Ori-
ental art and developing new ways of collecting.

From the early 20th century on, China was becoming physically more accessi-
ble and thanks to railroad construction many tombs had been “excavated”. A signifi-
cant number of burial objects and artifacts had now been exposed. In the 1920s, col-
lecting Chinese art became more widespread, a new orientation in collecting was
forming: collectors and dealers began to specialise. It was to introduce these develop-
ments to the museum-going public and provide a new perspective for collectors that
the Association of Hungarian Collectors and Friends of Art mounted its representa-
tive exhibition of Oriental art. The catalogue for the exhibition consists of more than
900 items from Turkey, Persia, India, China, and Japan owned by 69 private collec-
tors and antiquarians (Csanyi — Takacs 1929). The catalogue was edited by Csanyi
and Takacs. They selected and described the objects, bearing witness to their strong
ties to the collectors. Indeed, all of the prominent collectors of Oriental art in Buda-
pest loaned objects for the exhibition (Jozsef Csetényi, Emil Delmar, Odon Farago,
Jozsef Fleissig, Baron Bertalan Hatvany, Henrik Herz, Baron Mor Lipot Herzog,
Baron Moéric Kornfeld, Alfréd Perlmutter, Vilmos Szilard, etc.). The conception of
the catalogue was based on the ideas of Takacs as reflected in his book The Art of
the East. The catalogue selected the material according to the main cultures (Turkey,
Persia, India, China and Japan) and followed a chronological line in describing the
items. The largest collection of the exhibition was the Chinese. Almost two-thirds of
the exhibited material (570 pieces) represented Chinese art and 40% of that material
comprised ceramics. Chinese ceramics still formed one of the most popular areas for
collectors; however, selection focused on pre-Ming ceramics: burial wares, Song and
Yuan wares, and monochromes. A good selection of the Buddhist plastic arts, late
Chinese bronzes and jade carvings were also exhibited.

Collecting East Asian art was prevalent in the 1920s and 30s. Baron Bertalan
Hatvany (Deutsch) (1900—1980) was one of the eminent collectors and connoisseurs
of Oriental art in Budapest. He also contributed Chinese objects to the exhibition,
among which was a selection of his burial objects and Buddhist statues. His col-
lection basically consisted of sculptures: tomb figures, Buddhist statues. Although
sculpture was widely employed in China, it never enjoyed the high status such as
painting and calligraphy. Due to the quite different attitudes to sculpture in China
and in the western world, western collectors often collected Chinese sculpture as
main representations of the Chinese fine arts. Hatvany was interested in Asian art and
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civilisations as a whole, and his ideas on Asian arts and cultures were propounded in
a book entitled Spirit of Asia (Hatvani 1935).

The partly professional periodicals of the period inspired and sparked the
interest of the Hungarian antique fair of Oriental (Chinese) objects. Miibarat (Art
Lover) was published from 1921 to 1927, and then Miiérté (Art Specialist) between
1927 and 1932. The editor of both periodicals was Vilmos Szilard, antiquarian and
private collector.

The second period of the historiography of Chinese art in Hungary can be
characterised by the creation of a museum for East Asian art. Takacs’s intention was
to establish a representative Oriental collection, to provide an overall, balanced pic-
ture of the Oriental arts (first of all by focusing on the ancient — Han and Ordos —
bronzes) and to introduce the aesthetic views of these alien cultures to Hungarian art
lovers. He represented a new perception of Far Eastern art: an awareness of its aes-
thetic dimensions.

3. Chinese art as described by Sinologists (1950s—late 20th century)

After the Second World War, Hungary in the 1950s saw the ascendance of a new
generation of Sinologists. This period represented a new era in western Sinology, as
John A. Pope summarised in his seminal article, “Sinology of Art History. Notes on
Method in the Study of Chinese Art” (Pope 1947). Pope spoke of a new attitude to
Chinese art and to the history of Chinese art and called for a reorganisation and re-
evaluation of Chinese art collections on the basis of texts on Chinese aesthetics.
Toward this end, Pope emphasised the importance of a knowledge of Chinese.

The third period of the historiography of Chinese art in Hungary dates from
the 1950s, when an impressively knowledgeable young generation of Sinologists be-
gan their work. The most prominent member of this generation was Pal Miklds,
whose oeuvre was strongly linked to Chinese art. His books and publications present
a sort of guideline for the period. One of his main areas was the history of Chinese
painting and calligraphy, and this choice represented an authentic Chinese view of
art. Miklos’s most famous book, The Dragon’s Eye, was published in 1973 in Hun-
garian. Its subtitle is Introduction to the Iconography of Chinese Painting. His ap-
proach to Chinese pictorial art was novel in that it added a completely new dimen-
sion to the subject. In the introduction to the book, he states that we were trained
within the western culture; the ‘Six Laws’ of Chinese painting should, nevertheless,
form our attitude to Chinese art. Without chronological guidelines he focused on the
art objects as they were and examined them from artistic and sociological points of
view. Two methodological ideas are joined in the book: investigating the differences
between Chinese and western paintings and explaining the differences in the context
of Chinese culture. The three main parts of the book are the painter (his materials and
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social status)'', the painting (techniques, subjects, and related forms), and the recep-
tion (forms of painting, mountings, and forgeries). The Dragon’s Eye was published
in 1973 and remains the standard text on the subject to this day. Though it was written
in Hungarian and later published in French (Miklos 1987a), German (Miklos 1982)
and Polish (Miklos 1987d), the book was in many ways just as important as those of
March (1935), Acker (1954) and van Gulik (1958), members of an outstanding gen-
eration of Sinologists trained through the classical Chinese texts. Like his models,
Miklos also used Chinese sources in his research.

Besides traditional Chinese pictorial art, Miklos was interested in modern Chi-
nese art as well. He first encountered contemporary Chinese painting in the course of
his study of Chinese art in Beijing (1951-1954). Those years spent in China meant
more than seeing art objects and monuments in person; it also provided him with an
excellent opportunity to meet famous Chinese painters such as Qi Baishi, Xu Bei-
hong, and Li Keran. In 1962, he published a monograph on Qi Baishi (1862—1957)
(Miklos 1962), which summarised the trends represented in 20th-century Chinese
painting. He also demonstrated the strong ties between traditional and modern Chi-
nese art through the exhibitions he mounted (Miklds 1987c).

The third period of the historiography of Chinese art is represented clearly in
publications on Buddhist art. The first book by Pal Miklos dealt with the Thousand
Buddha cave temples at Dunhuang (Miklés 1959). He followed the generous tra-
dition of Hungarian explorers (Russell-Smith 2000) — Béla Széchenyi, Loczy, and
Stein — and spent a considerable amount of time in Dunhuang preparing sketches and
descriptions of the caves. Miklos’s interest in Buddhism found expression in the
1970s and 1980s when he focused on the Buddhist texts and problems of Zen art. In
1978, he published a book entitled Zen and Art (Miklos 1978) and translated several
basic Chan texts into Hungarian with the title Wumen guan (Pass without a Gate)
(Miklés 1987b).

Attention to the Chinese texts characterised the third period of the historiogra-
phy. Several important Chinese texts were translated into Hungarian. Ferenc Tdkei
compiled and translated the first anthology of aesthetic theories (Heart of the Beauty)
which consisted of early texts (mainly details) on Chinese painting written by Zong
Bing, Wang Wei, Xie He, Guo Si (son of Guo Xi), and Tang Hou (Tékei 1973). Ferenc
Toékei also published a study of the work of Guo Si, entitled Linquan gaozhiji (Tékei
1969), and Péter Polonyi studied the ideas of the famous 17th-century monk-painter,
Shidao (Polonyi 1967).

On the 70th birthday of Pal Miklos, Tokei turned again to publishing a bilin-
gual volume of selected Chinese texts on aesthetics (by Zong Bing, Wang Wei, Xie
He, Guo Si, and Tang Hou) (T6kei 1997).

Miklos retired as director of the Ferenc Hopp Museum of Eastern Asiatic Arts
in 1987. His last act as director was to re-open a new Chinese gallery. This new per-

"' The practical craft-based approach was a departure in Chinese ceramic art as well. Mar-
garet Medley published her book in 1976 and presented an up-to-date history of Chinese ceramics
in terms of their technical development (Medley 1976). This was the first time that Chinese ceram-
ics had been seen from a potter’s perspective (Pierson 2000, p. 66).
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manent exhibition of Chinese art focused on the fundamental objects of each period
in the history of Chinese art (Miklds 1987¢). Following the learning of his age, he se-
lected the items with a sociological approach to art, i.e. with an eye to the value at-
tributed to them by the original ‘consumers’ of this art. This is what he endeavoured
to do within the limitations of the traditional character of the collection. He brought
together a series of individual outstanding objects and small specialised collections
of high quality.

The third period of historiography brought a new dimension to research: the
study of Chinese texts on aesthetics. The Sinologists focused on the history of Chi-
nese paintings and their studies were based on original texts. The outstanding Sinolo-
gist of the period, Pal Miklos, attempted to foster appreciation for painting and cal-
ligraphy with his two-part approach: Sinology and technology. However, due to the
lack of significant Chinese paintings in Hungary and the decline of collecting in the
socialist era the role of the Ferenc Hopp Museum was not as dominant in this period
as before.

Future prospects

After an almost hundred-year historiography of Chinese art in Hungary it is perhaps
timely to outline the prospects for research on Chinese art history. On the basis of the
aesthetic autonomy of works of art, the Chinese collection of the Ferenc Hopp Mu-
seum of Eastern Asiatic Arts should be redefined: a strict focus should be made on
the individual objects and on the aesthetic autonomy of each object. In order to re-
flect the context of the objects and present a valid aesthetic quality, research requires
a three-part approach: (1) art history based on a wider scope (history of religions and
history of civilisation); (2) Sinology based on original Chinese texts on aesthetics;
and (3) the history of each object and data on its provenance.

These aims require teamwork with in-depth and wide-ranging investigations
as well as new options for publishing series of thematically unified publications.
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