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m e t h o d o l o g y
A R C H A E O LO GY  A N D  ACC E S S I B I L I T Y
The National Museum’s new archaeological database is accessible for all
by Attila Kreiter and Zsolt Kulcsár 
p. 45

¶ Objects collected in the course of archaeological excavations end up in museum storage, with 
the finest and most fortunate perhaps being put on display. What about the other finds and 
all the relevant documentation about archaeological sites? How are they used in archaeology 
and how can they become known to interested parties?

¶ In recent decades archaeology has developed a great deal, with the result that today finds of-
ten throw new light on whole periods. History books don’t change as quickly as scientific 
knowledge, but an archaeological data base accessible for all can provide up-to-date results. 
With that aim in mind, the National Museum has created an online archaeological data base 
(http://archeodatabase.hnm.hu). Now anyone can discover what archaeological sites there 
have been near their place of residence, which can be interesting, since it is by no means well 
known that Hungary is one of Europe’s richest countries in terms of such sites. Currently 
there are around 1700 sites, 850,000 documents are awaiting analysis with 230,000 search 
words, while the volume of uploaded information continues to grow. A delay of 20 years is be-
ing made up for in creating the data base in the field of digital archaeology, and there is still 
much to do. The initiative is not Hungarian. The notion that it would be worthwhile identify-
ing on a map the archaeological sites of Europe first appeared elsewhere. The National Mu-
seum recognised the value of creating such a data base and joined the EU-funded ARIAD-
NE project, in the framework of which it created the National Museum Archaeological Data 
Base. The project involves 24 archaeological and heritage protection institutes in 16 countries.

¶ ARIADNE gives a huge impetus to European archaeological research and international archa-
eological cooperation, since the data base includes not only information about sites, but also 
related documentation (specialised material, maps, drawings, photographs, reports of inves-
tigations and much more), which otherwise is very difficult to access in the museums of diffe-
rent countries. However, the tasks affecting Hungary have not been without difficulties. The 
most common problem is caused by an ‘unwritten law’ of domestic archaeology, whereby con-
sulting the archaeological documentation is not possible without the agreement of an excava-
tion’s chief archaeologist, nor is online access ensured. The National Museum has the possibi-
lity of making documentation accessible for education and research purposes. Nevertheless, 
joining the data base is entirely voluntary on the part of archaeologists. Furthermore, in view 
of professional and ethical considerations, it is deemed important that those creating the do-
cumentation agree that it be made accessible, namely – with the exception of short summaries 
–colleagues are asked for permission for their material to be made accessible in the data base.
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m e t h o d o l o g y
T E AC H I N G  A I D S  A S  A RT  CO L L E C T I O N
Research at the University of Fine Arts
By Ádám Albert
p. 49

¶ The organisation into a collection of the educational resources of the Artistic Anatomy, Dra-
wing and Geometry Department of the Hungarian University of Fine Arts began in 2011. Re-
cords have been made of individual items and the preservation of objects has been emphasi-
sed. To avoid damage and to ensure it for educational purposes, the entire collection has been 
transferred to the geometry lecture hall, which is also used by the Anatomy Department. Our 
endeavour is to turn this into a collection and use it as such, and for the objects due to their 
age and rarity to be kept in high esteem. Identification and organisation of the objects, and 
the creation of an inventory are currently underway.

¶ Thus the objects of the collection are teaching aids, ‘tools’, which the institute has accumula-
ted over time, such that with their use students can much more readily understand and get as 
complete a picture as possible of the taught objects and disciplines. Previously, these objects 
could be found scattered in different university rooms. They were always used essentially for 
educational purposes, as illustrative means for the subject of study, and kept in study rooms. 
The main elements of the collection reveal in what kind of structure and methodology the 
educational use of drawing-anatomical, geometrical and architectural objects was integra-
ted into teaching and the education of artists.

¶ One of the main units of the collection comprises anatomical specimens, including both human 
and animal bones. The main object of artistic anatomy is the human body, its functioning, the 
statics of the bone structure and the muscular system enabling movement. Another part of 
the collection contains architectural models mainly made of wood primarily as an aid for ar-
chitectural drawing, as well as other models and regular geometrical objects. The third group 
comprises plaster copies. The collection’s objects all reflect the current teaching in the basic 
drawing, artistic anatomy and artistic geometry courses of the Artistic Anatomical, Drawing 
and Geometry Department. Naturally, the academic model and earlier methodology have led 
to educational principles based on other artistic conceptions, which appear not in a pure form 
but in a new manner, in a paradigm breaking with the past. We are trying to maintain the basic 
classical teaching of drawing, the creative approach to drawing, while at the same time trying 
to integrate the virtues of technical image creation. Thus in the course of teaching there is spa-
ce for resources nearly a century old relating to anatomical perspectives, as well as 3D models. 
Apart from the drawing of plaster casts, a new dimension has appeared in terms of inter-de-
partmental cooperation. Damaged plaster casts are used not as objects of still life, but as reso-
urces for students of statue restoration in relation to modelling, ethical and technical issues. 
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m e t h o d o l o g y
E X H I B I T I O N S  A S  A  F O R M  O F  E X P O RT
“A bit of functioning capitalism within socialism” (Pál Antal, graphic artist)
Eszter Szőnyeg-Szegvári
p. 65

¶ From the 1960s to the end of the 1980s, the Hungexpo Hungarian Trade Fair and Information 
Office’s Foreign Exhibitions Directorate organised commercial and industrial exhibitions, as 
well as others boosting the country’s image abroad. The exhibition genre represented a speci-
fic export in the pre-1989 era. It was not simply one of the forms of opening towards a market 
economy, but also a highlighted medium of communicating information, which could pre-
sent the economic and cultural achievements of a country. Those events reflected upon the 
whole of the Kádár era, as well as the approach of the designers. From the specialist literature 
and archive documents you can see that although the activity of the Foreign Exhibitions Di-
rectorate was of great importance and was strictly monitored, the design and planning – wit-
hin the framework of the commission – was undertaken without hindrance. Graphic and inte-
rior design received little skilled attention in the socialist era, especially given the ephemeral 
nature of exhibitions. Supervision of the exhibition’s planning frequently got tied up with 
the definition of the ideological message and the promotion of the country’s attractive side. 

¶ The ‘conquering’ of western markets on the part of trade exhibitions and fairs engendered a sig-
nificant status. The genre and the buyer-seller relation, by means of market simulation advan-
ced to a regional macro and global economic factor, which in the circumstances of the New 
Economic Mechanism of the 60s assumed a more significant role in economic liberalisati-
on. Hungarian participation in foreign fairs repositioned the commercial and political pro-
paganda efforts of the Kádár era, which promoted the exhibition genre to an ambassadorial 
rank of trade and communication on the international scene. Designers of Hungexpo exhibi-
tions made an attempt to define the criteria of a ‘good’ exhibition, which specifically applied 
general museological conventions. Fundamental concepts and characteristics of design were 
primarily valid for exhibitions which were staged on a large floor space with a general theme 
and were independent national product shows. In those cases design practice and exhibitory 
intention were given the opportunity to make an intelligent space and visual environment of 
exhibitions. Defining a trade exhibition as an independent genre officially raised it to a pro-
fessional rank for exhibition design practice; thus efforts surpassed the space-specific con-
ventions of exhibition policy. At the same time, in essential matters exhibition staging ten-
dencies corresponded with the museological principles of the period. The practical problems 
of design created their coherent connection. A structural system of approaches was formed, 
which was able to establish an effective contact between the intentions of exhibitors and visi-
tors in the interpretational medium of exhibitions. 
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k á d á R ’ s  s m a l l  p R o v i n c i a l  w o R l d s
T H E  ‘ LO C A L  H I S TO RY  M OV E M E N T ’
Monographic undertakings as historical documents of an era
By Róbert Keményfi, ethnographic researcher, professor, Debrecen University 
p. 75

¶ From the early 1970s natural historians, historians of the modern era, archaeologists, art his-
torians and ethnographers worked in small research institutes within several county muse-
ums and local museums in large provincial towns. Although the publishers of local history 
monographs were generally not the museums themselves – rather the local (community, town 
or county) councils, along with the Patriotic People’s Front and even under the auspices of the 
local organisation of the ruling party – the writing was done mainly by specialists in muse-
um organisations. In order to interpret local history monographs as period sources, we need 
a scientific paradigm, which through these texts brings to light the intellectual environment 
which determined the nature of research in the given period.

¶ The standard way of scientific presentation for understanding the past in itself is insufficient. 
The conditions must be shown, or given an interpretation, which relate to the process of un-
derstanding itself and the potentialities. The contents, which had been treated as seconda-
ry, help understanding. Contrasting the text corpora regarded as primary and the annotati-
ons relating to the former relations takes us closer to clarifying the background of meaning, 
which may not have been recognized in the given period. Recent decades have seen a radical 
modification of the traditional concept of ethnography’s field and new research has shown a 
number of possibilities in interpreting (physical, imaginary and virtual) space and time. The 
field may be the archive itself or the communal process of making a museum installation.  
If according to this principle the local history volumes are regarded as a field, a well-applicab-
le opportunity can be accessed. With its help these undertakings can be interpreted as period 
historical documents, i.e. the volumes are analysed as written registers.

¶ Thus the historical fabric of the volumes include the knowledge, the conscious and unconsci-
ous contents relating to the conditions of the former research. Thus we can have an idea abo-
ut the nature and development of the former social imagination appearing through the way of 
writing. This concerns the zeitgeist which by now has gained ground in Hungary’s science and 
which refers to the dominating, defining use of language – in local history writing in this case 
– as well as the way of thinking and mentality in a period. Historiographic works listing the 
writings and chapters focusing on the layers of folk culture emphasise their stop-gap signifi-
cance, their fundamental research resulting in an incredible amount of new data and, as alre-
ady mentioned, scientific historical retrospections also reveal that these types of work prac-
tically defined the 60s and 70s. Moreover, those large-scale projects implemented with other 
related professions presented almost the only possibility for field research.
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t h e m e  c o u n t y  m u s e u m s
F I F T Y  Y E A R S  O F  E X I S T E N C E
The birth and characteristics of the county museum structure
The situation of provincial museums
By Beatrix Basics
p. 99

¶ After 1945 the issue of Hungarian museums, including provincial museums, was dealt with 
for the first time in 1948, when a statutory decree covered the entire professional field. In the 
spirit of that, in 1949 all Hungarian museums were nationalised and the situation remained 
the same until the end of the 1980s, albeit with some modifications.

¶ Museums were placed under the National Centre for Museums and Monuments (NCMM), which 
functioned from 1950 to 1953. At that time the principles of modern museology (involving re-
cord keeping, the collection system, the protection of objects and the required documentati-
on) were formulated. The Museums Department of the Cultural Ministry, established in 1953, 
took over from the NCMM. With the creation and strengthening of local organs of public aut-
hority (councils), their efficiency and expansion of sphere of authority, not to mention financial 
considerations, the decentralisation of museums in the counties and their transfer to councils 
took place in 1962. In 1962 two-thirds of the entire stock of Hungary’s more than three million 
art objects were held in county museum collections, with specialist sections covering archaeo-
logy, natural sciences, numismatics, ethnography, history, and fine and applied arts. Of course, 
all the material could not be clearly compared in this respect. The annual funding at the time of 
establishing the county system also took place in 1962. The sum allocated for Baranya County 
was particularly high, the reasons including the local ‘model project’ begun in 1958. Baranya re-
ceived 2.1 million forints which is striking in comparison with the 70,000 for Komárom-Eszter-
gom County or even with the others which didn’t receive much more than that. A later evalua-
tion by Nándor Ikvai call the decision on decentralisation unprepared and unregulated, which 
the county councils were not ready for. In addition to the often highlighted economic motives, 
the new functioning frameworks and their arrangement weren’t developed over time but were 
delayed, appearing only in 1965. A decree of 1968 aimed to improve the situation, whereby a su-
pervisory system was established with the participation of the national museums, but under 
ministerial direction. In 1962, 52 provincial museums came under county authority and by the 
end of the year a museum network with museum directorates had been formed in 16 counties.

¶ Nándor Ikvai’s 1987 bold and plain-speaking overview came after the county museum structure 
had existed for a quarter of a century. It became a core document clearly showing how many 
changes had occurred with museums over those 25 years. By the 50th anniversary, there was 
already talk of abolishing the structure. That occurred during one of the speeches delivered 
by some former leading figures of museum organisations at the Federation of Hungarian Pro-
vincial Museums’ conference on 2 March 2015. 
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t h e m e
M U S E U M  F OU N D E R S  F R O M  B E LOW 
– museums established during the Kádár era due to non-governmental initiative
Marianna Berényi 
p. 109

¶ In Hungary after 1945 previous autonomous social organisations with strong traditions were 
regarded with suspicion and were persecuted. Although the constitution of 1949 ensured the 
right of association, the party-state preferred to direct society, the economy and culture itself. 
Despite the fact that in 1959 foundations as institutions were abolished, and their pre-war 
property nationalised, some associations were able to function. The related laws were often 
adjusted and their functioning was continuously monitored. Although before the end of the 
1980s it was possible only for state-controlled organisations to legally exist, there were always 
independent initiatives. In addition to initiatives coming from above (the party, local councils 
and the People’s Front), in many localities individuals appeared who formulated the need for 
documenting the past, and organised collections and the display of research results in con-
nection with them. In 1974 the Council of Ministers decreed that those folk monuments pre-
viously assessed and preserved in situ would pass into state ownership where there was no ot-
her means for their maintenance. In the roughly decade and a half before the end of the 1980s, 
an estimated 100 buildings, more precisely peasant houses, were thus preserved.

¶ At the same time, for the community the establishment of a folk museum often provided  
a stronger experience during the common work than while operating it, since after collecting 
the process of analysis was no longer undertaken by the founders. In vain could a collection be 
integrated into the county museums system, given that filtering, decision-making and clas-
sification, and later the maintenance of the museum was not done by the founders. The com-
munity involuntarily found itself removed from the envisioned self-representational institute 
and the random collection was not in its place of origin. The data in the inventory often beca-
me detached from the descendants of the former users and the remaining objects and desc-
riptions represented merely fractions of information for the next generation. Thus these ins-
titutes often became symbols of collective amnesia, rather than collective memory. The folk 
museum and the local history collection became the symbol of missed opportunity, the lost 
past and the community’s history, which had not been learnt. They also presented an increa-
sing burden for the funding bodies. The renaissance of folk museums experienced over more 
than a decade proves that these types of institution are viable if their communities relate to 
them again, if they become a communal place and if they offer projects which not only invol-
ve the message of the past. Today, for communities aiming to stage high-standard exhibitions 
and events, the Hungarian Open Air Museum and the Federation of Folk Museums provide  
a background, which they can securely rely on in the long run. 
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t h e m e
K Á DÁ R’ S  S Z E N T E N D R E   –  H U N GA RY ’ S  S H OWC A S E
How did Margit Kovács teach the country to visit museums?
by Tamás Kende
p. 127

¶ “All of Szentendre is a museum – absolutely so. The temples in this museum-mass are just like 
iron cables holding a concrete tent or like a skeleton supporting flesh and muscular tissue.”1 
Thus enthused Lehel Szeberényi, an emblematic writer of the period. At the time a single, not 
so old, provincial museum operated in the “museum-mass” and it was not yet decided that 
a decade later Szentendre would become a museum town, a tourism centre and the “jewel of 
the Danube Bend”. 

¶ From the second half of the 1960s tourism in Hungary could not be imagined without Szentend-
re, and since then Szentendre has certainly been unimaginable without tourism. Lehel Szebe-
rényi was not alone in discovering the “single museum” – the 1960s was the period of disco-
vering Szentendre. A variety of noted politicians also found Szentendre for themselves at the 
time. It was a town which for several reasons ‘slept through’ the eras of enforced industriali-
sation of both capitalism and state socialism. Szentendre, built as a Serbian traders’ market 
town, became a partly agricultural and partly sleepy commuters’ town by the end of the 19th 
century, and the Serbian element was gradually relegated to the background, so much so that 
after the First World War its original Serbian feature became an object of memory. 

¶ It was no coincidence that Szentendre had to be discovered at that time. It did not attract either 
tourists seeking experiences and monuments or holiday makers wanting to relax until the se-
cond half of the 1950s. The town, which was highlighted in all the Hungarian and foreign lan-
guage guide books from the 1970s, was not mentioned in earlier Baedekers.2 The travel wri-
ting of the Modern Age also ignored the town. Hungary’s significant tourist attraction of the 
recent past and the present was not a destination worth mentioning for centuries.

¶ Remembering Szentendre, the painter Andor Kántor recalled a pleasant small town in the clo-
se vicinity of the capital where time had stopped and there was no tourism. “What was Szent-
endre like then? A quiet small town, partly Baroque, partly with Balkan features, dusty stre-
ets, neglected houses, evocative nooks and crannies, and pleasing surrounding countryside. 
(…) Only the parish feast of the Preobrazhenska church on 19 August attracted visitors, when 
relatives and friends gathered from the neighbourhood…”3 Endre Bálint mentioned a simi-
lar experience. Looking back in the 1970s he regarded pre-war tourism in the town as trifling, 
“At the time Szentendre’s tourism was represented by ourselves, at least in the eyes of the lo-
cal residents…”4

¶ Although well-intentioned comments about the foundation of museums could be heard now 
and again from the end of the 19th century, they remained ignored until 1951. Even then the 
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first municipal museum was founded with empty storerooms without a collection, despite 
the will of local residents. 

¶ Due to lobbies and “regulated” market processes, which most often operated with them in har-
mony, by the middle of the 60s Szentendre had become a national public issue. In 1966 The 
Szabós, an iconic radio soap opera, devoted a special part to the town that its editors thought 
to be Szentendre. The appearance of the Szabós in Szentendre and the appearance of Szent-
endre in The Szabós seemed incredibly important. “‘This town has a wonderful atmosphere. 
Only in Italy have I seen such awfully romantic mews and alleys.’ Thus the Szabós were ama-
zed. They wanted to see the Serbian churches (…) and they had some lángos, which left a las-
ting grease stain on the young woman’s coat.” Even a few errors “do not lessen the joy of us ha-
ving been included in the life of the Szabós”.5 The enthusiastic writer of the local paper rightly 
noted that the Szabós’ outing in Szentendre was an important event in the town’s history.  
It was the editors, makers and those who commissioned the broadcast rather than the lower 
middle class of the Kádár era who discovered Szentendre with the Szabós: the cultural, poli-
tical and economic elite of the period discovered the town, for the time being as a destination 
for tourists and holiday-makers.

¶ All that launched dramatic processes, which in a short time changed the image and social struc-
ture of the town and its vicinity. When it was decided to locate the Open Air Museum in Szent-
endre in 1967 its surrounding countryside, which rapidly and radically began to change af-
ter the start of construction, was an important factor. “The appearance of the museum made 
the local plot owners extremely ‘active’. They incredibly quickly divided the plots and built 
second homes mostly without licences. The initial, idyllic environment became increasingly 
unsuitable for the original goal. … The protection of the museum’s surroundings required a 
green belt. However, the privately owned plots and the high appropriation costs made the de-
velopment of the protective green belt difficult. The clarification of financial matters concer-
ning the appropriation of the protective green area delayed planning, which concluded with 
a compromise in the end.”6 This characterised the outskirts of the whole town.

¶ By the end of the 60s an outing to Szentendre, strolling and ‘dawdling’ there became journalistic 
commonplaces. Befitting the consolidation of the Kádár regime, writers and journalists who 
became property owners in the area played a rather significant role in that.7 There were some 
among the capital’s writers and journalists who tried to look behind the evident attraction 
and face contemporary problems. At the same time, it can be suspected that problems appe-
aring behind the usual attractive images – especially if they were asked to be rendered by the 
authorities – were also the result of contemporary and local lobbying activity. This is shown 
by a long report entitled ‘Szentendre – a Town or a Little Town?’ appearing in February 1964 in 
the weekly Élet és Irodalom (Life and Literature), written by Ernő Bajor Nagy.8 This very popu-
lar journalist wrote about the anguish of Szentendre’s transformation and urbanisation. He 
quoted an interviewee “on the most filmed main square in Hungary” who said “dallying with 
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protected buildings should be stopped; rather write about the fact that Szentendre still lacks 
a sewage system”. Further in the article the question what made Szentendre a town was put to 
the deputy chairman of the council. According to the official answer, it was due to the popu-
lation’s predominantly industrial way of life. Bajor Nagy did not actually deny it when ment-
ioning the data, but he refined the statement while questioning the function of public institu-
tions in forming the town. Having listed his contradictory points, an interviewed teacher then 
raised the basic issue: “Life started here only 5-6 years ago. It is not yet known precisely whet-
her Szentendre should be built for the pleasure of its residents or the tourists.” Looking at it 
today, the paucity of local cultural life and the locals’ indifference to culture may seem surp-
rising. The final answer to Bajor Nagy’s question was given by the president of the local coo-
perative, that is Szentendre was only a little town in the shadow of the capital in 1964, which 
did not provide much perspective for its residents and those living in its vicinity. The journa-
list knew that he himself could have ‘dallied’ about the town since “its artists’ colony would do 
honour to any large city in the country” and its museum and library had a rather large num-
ber of visitors. Yet for the little town to become a town the many listed monuments and mu-
seums were not sufficient. Ending his report about Szentendre he quoted a young teacher:  
“No generation can be content with merely preserving and showing what the ancestors crea-
ted. Am I right?” And the journalist’s answer was yes.

¶ The town’s museums, similarly to its tourism, flourished or came into being during the deca-
des of state socialism.9 The first one, the Károly Ferenczy Museum was founded in 1951. Foun-
dation of the museum took place against the intentions of the town fathers at the time. Befo-
re the force of political will made Szentendre a museum town, the exhibition policy had been 
similar to that of other provincial small town museums. The archaeological finds of Szent-
endre and its surroundings complemented with items from today’s lapidarium constituted 
the core of the displays. Exhibitions including ethnography and local history ending with 
the early Middle Ages, as well as the travelling exhibitions of the Central Museum Directo-
rate, were established. Naturally, anniversary exhibitions, which were characteristic of the 
period, supplemented permanent exhibitions displaying the institute’s originally archaeo-
logical and ethnographic core collection.10 Due to the absence of a relevant collection, even 
furniture was brought from the Museum of Applied Arts and the library was based on spare 
copies from other institutions. Although from the first year art exhibitions made up the ma-
jority of temporary exhibitions, such a change of character in the town’s only museum took 
place at the very end of the 60s, and then it was also a cultural-political decision. The munici-
pal museum’s new permanent exhibition Landscape and Man in Szentendre and its Vicinity ope-
ned in 1967. According to the still-existing exhibition text it was a decent local history disp-
lay with an emphatic archaeological and ethnographic character, but it was closed hardly 
a year later, on 20 August 1968, and then dismantled. The author of the only study11 of the 
museum’s history wrote about the Károly Ferenczy Museum’s radical change of character as 
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being necessary “in the interest of a higher quality display of artworks, on the initiative of the  
County Party Committee…”.

¶ So by the end of the decade when a local history permanent exhibition based on a local collec  - 
tion was staged with difficulty, Szentendre had already been discovered by The Szabós and the 
elite of the Kádár era. That was when it was decided Szentendre would become the showcase 
of the country and the second home of the new class, instead being a quiet, provincial small 
town. For that another attraction was suddenly required. Characteristically for the era, the po-
litical decision was explained by the will of the working communities. “As a result of the inc-
rease in the number of artworks and the growing interest in them, the museum increasingly 
provided an opportunity for local artists to exhibit. Therefore, due to the lack of space, the 
possibility of displaying archaeological, local historical and ethnographic objects gradually 
decreased and then almost fully ceased. Yet both residents and visitors to the town miss the 
complex local history exhibition.”12 The absence, very politely stipulated in 1975, has existed 
for four decades. While Szentendre became a real museum town the continuous absence is 
the result of the town’s tradition concerning museums or of the former absence of bourgeo-
is development, not to speak of the effects of central cultural policy, which was regularly tan-
gible in the town since the 1970s. That cultural policy resulted in the fact that the so-called  
Register of Museum Institutions of Hungary included the following:

Institution Year of establishment
Ferenczy Museum 1951
FM Imre Ámos – Margit Anna Exhibition 1984
FM Jenő Barcsay Exhibition  1977
FM Béla Czóbel Exhibition 1975
FM János Kmetty Exhibition 1981
FM Margit Kovács Pottery Exhibition  1972
FM Folk Arts Centre 1976
FM Roman Lapidarium 1970
FM Szentendre Picture Gallery 1977
FM Vajda Lajos Memorial Exhibition  1986

¶ In parallel with the Szabós’ ‘outing’ in Szentendre, a biased journalist at the county paper who 
was well-informed about Szentendre’s matters wrote the following with regard to the final 
decision to establish the national Open Air Ethnographic Museum in Szentendre: “This de-
cision can open enormous perspectives regarding the development and significance of the 
town. Only it has to be made good use of. Our town has no great industrial potential. The area 
itself does not provide great opportunities for development. (…) Let tourism be our ‘indust-
ry’…”13 The Szabós and the possible appearance of the Open Air Museum in Szentendre and 
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planning further institutions with county and national significance resulted in the journa-
list being able to express in 1967 the desire: “Let not one of the country’s smallest towns be  
a small town.”14

¶ From the 1970s Szentendre became the Kádár regime’s showcase in parallel with the process 
whereby the town was discovered and partly occupied by the new class. It was mainly a shop 
window set up for western diplomats and politicians in János Kádár’s Hungary. That was the 
history of Szentendre during the era, moreover outlived it right up to the end of the 1990s. 
Eighty-eight guided tours of exhibitions were organised at the request of the Foreign Affairs 
Ministry in 1974 alone. Naturally the Margit Kovács Museum was the main attraction, besides 
the mass of museums. A journalist of Pest Megyei Hírlap (Pest County News) summarised the 
place and role of the small museum well: “The Danube Bend, with Szentendre being its capi-
tal. Szentendre is a special town with its special facilities. It belongs to the whole country! (…) 
Szentendre is a small town but it is on a human scale. (…) In the summer, I think, the sunlight 
is most glittering and the silence-stars fall most softly in the night. (…) Here in Szentendre, 
Margit Kovács taught a whole country to visit museums.”15 

¶ Besides the role of the museum town as a shop window, characteristically for the era Szentend-
re and especially its Baroque centre and main square functioned as a set. At the end of the 60s 
theatre people from Budapest discovered the then Marx (today Main) Square for establishing 
the Szentendre Theatre, whose auditorium fully occupied the town’s main square in the sum-
mer, practically excluding the locals.

¶ Film makers had discovered Szentendre before the theatre. The 1955 film A harag napja (The Day 
of Anger) was mainly shot there.16 At the very beginning of the consolidating Kádár era, in 
1961 a journalist from Budapest found film makers in the main square. He immediately fan-
tasised about the town possibly becoming the Eldorado of film production. It was not the last 
time observers from Budapest saw a “socialist Eldorado” in Szentendre. A significant part of 
the American-Hungarian coproduction The Golden Head, directed by Richard Thorpe in 1963, 
was also made in the town.17 The county paper reported about Frigyes Mamcserov’s film mu-
sical Csak egy telefon (Only a Call) made in Szentendre as a provincial sensation.18 Several sce-
nes of Hungary’s cinema classic Szindbád, directed by Zoltán Huszárik in 1971, were shot in the 
main square in Szentendre’s centre and in its narrow streets.19

¶ Television also used the town, both as a set and a theme. The graphic artist and local patriot Imre 
Szánthó wrote about the close relationship between the town and television in the 1980s: “To-
day television viewers almost know Szentendre better than locals. Reports, short colour films, 
picture guides, information about listed buildings, scientific, architectural publications and 
leaflets in Hungarian and foreign languages, printed advertising posters, colour photos and 
postcards inform you about this small town on the Danube almost every day, and the proxi-
mity of Budapest as well as the constant growth of car owners result in an increasing number 
of visitors to Szentendre on Sundays.”20 Szentendre’s streets and houses, the Danube Bend, 
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the local artists and their studios, famous new and old Szentendre residents and the Theatre 
entered Hungarian families’ lives due to television. Regular state visits to Szentendre shown 
in TV news bulletins took Margit Kovács and the town to Hungarian homes. Thanks to tele-
vision Szentendre not only became a visual public affair but also turned into a visual cliché.

¶ “Szentendre, as the town of artists, is more popular today than ever before. At the same time it 
has become a favoured centre for tourism with all its advantages and drawbacks. Today the 
problems of its art raise the question whether it can go beyond its traditional neo-Romantic 
attitude and whether it remains merely a ‘post-Szentendre’ tourist attraction or can create a 
content that corresponds to our age and society…”21 Lenke Haulisch grasped the new Szent-
endre substance based on the impetus of the state socialist new class in the consolidated Ká-
dár era and labelled it “post-Szentendreism”. When examining Szentendre’s art and placing it 
in the context of the town and wider social history, she also aptly described the town’s identity 
problems prolonged for decades, as the place became a favourite centre of tourism at the time.

¶ Szentendre emerged as a museum town during the consolidated Kádár era, so to say by imple-
menting the concepts dreamt up by its mayors who came from outside the town in the 1920s. 
The process of Szentendre’s transformation into a museum town and a tourist centre did not 
originate in an organic process starting from the concept of urban development in the 1920s, 
yet at the very end of the Kádár era and in the texts about Szentendre in the 1990s this myth 
of origin was constructed. The process itself came from a ‘surgical intervention’ and post-
1956 social development. The relationship referring to the inter-war period still appeared and 
could be constantly felt in the town. The Margit Kovács Museum became its iconic location 
and object. The artist had no connection with the town in the 1930s when she became suc-
cessful. Yet a museum devoted to her oeuvre, which was rooted in the inter-war period, ope-
ned there in 1973, a year after Lenke Haulisch warned of the possible side effects of spectacu-
lar “post-Szentendreism” or “new Szentendreism”. She saw precisely that the Szentendreism 
she researched was radically changing at the end of the 1960s and the beginning of the 1970s.

¶ Although faded, Szentendre as a shop window still attracts mass tourism. The history of a small 
town shop window and the possible contexts of its shabbiness can be referred to even in the 
town’s museums as I and Borbála Száva once tried in 2011 in The Szabós in Szentendre – Exhibi-
tion in the Szentendre Picture Gallery. Perhaps successfully.
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d e b a t e
E X H I B I T E D
The emancipation of modern art
By Ágnes Karácsony
p. 143

¶ In the mid 1980s the physicist Lénárd Pál became the cultural secretary of the ruling party’s 
central committee and chair of the arts policy working group. He soon gave a speech, saying: 
“Hungary’s artistic life cannot remain divorced from international norms.” In 1985 Pál offici-
ally opened the door to all types of modernism. A short while before the 1989-90 changes, did 
the party-state herald a change in the arts? For sure, the then exhibition policy openly signal-
led the emancipation of Hungary’s modern art. According to art historian Tibor Wehner, the 
monolithic system of the Kádár era involved determining exhibition policy. The practice of 
the 1950s remained to the end. Vigilant control relaxed only from the mid 1980s.

¶ In 1977 deputy minister of culture Dezső Tóth removed András Wahorn’s The Minister’s Merce-
des Sweeps Past Liquor Shop No. 1124 from an exhibition at the Young Artists’ Club. Yet one year 
later, in October 1978, a joint ministry and fine arts committee rebuked the Nagyatád police 
for damaging a work, when they destroyed – after smearing it with mud and then cutting it 
up – Gyula Pauer’s Forest of Demonstrating Placards composition at the edge of the local forest.  
Pauer remarked: “The police also created this work, not only me.” He ‘planted’ 131 placards in 
Nagyatád. One proclaimed: “What is not important is not prohibited.”

¶ The eradication of the Nagyatád placards was perhaps the last spectacular arts scandal of the Ká-
dár era. According to artist and university professor János Miklós Kádár, the ever-vigilant sys-
tem regarded non-figurative art with great suspicion from the start. In its view, it was alien.  
It was afraid that it was easy for it to contain all sorts of criticism of the system. For a long time 
figurative art was the ‘art trend’ accepted by the authorities. The art of the Great Plain was par-
ticularly liked. Its motionless pastures arguably calmed the system. The comrades could ea-
sily identify with the nodding of the sweep-pole well. While the party-state saw the revoluti-
onary pull of geometric abstraction, realism caused no disturbance. There were exceptions. 
Endre Bálint, for example, was no figurative artist, but he was exhibited – he went to school 
with Aczél. Neither was Piroska Szántó a naturalist, but since Aczél and the poet István Vas 
(her husband) knew each other from childhood, she was free to do what she wanted and she 
thought of good things. Moreover, the more extreme, ‘more experimental’ artists could be ex-
hibited in small state-owned exhibition spaces, such as the Fényes Adolf, the Csók István and 
the Mednyánszky galleries. Such displays functioned as a safety valve. They released, as far 
as was possible, the anti-system steam. At the same time, the majority of artists were not op-
positionists. Nevertheless, they didn’t allow politics to direct the paintbrush in their hand in 
the style of Socialist Realism. 
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c R i t i c i s m
S I XT Y  Y E A R S  O N 
The National Museum’s Exhibition about 1956
By Péter György 
p. 157

¶ Artists and photographers appeared in the streets of Pest during the revolution and after its 
defeat. Between 23 October and 4 November, András Baranyay, Miklós Borsos, Endre Kusztos 
and Richárd Rapaich rendered their drawings, understandably quickly, during demonstrati-
ons, dramatic events and battles in many parts of the city. These could be referred to as sket-
ches if we did not know how and when they were made. The works are political-historical and 
aesthetic documents of the context of concurrence. They are drawings in which the layers, 
separated only in later interpretations, cannot be disconnected. The current meaning of the 
concept of originality involves a sharply-defined warning: we can see contemporary historical 
painting in the works of those who risked their lives, in the small-size drawings made in haste 
by skilled hands. At the same time, we know that a large part of the revolution’s iconic images 
are works not by artists but partly western photographers, who also risked their lives. Howe-
ver, as the exhibition clearly shows, the contemporary drawings, which are in several points 
connected to the photographs, also extend our knowledge with an important interpretational 
layer and revise our image and memory of the revolution. Besides the iconic yet primary do-
cuments, the National Museum’s 1956 exhibition, relying on György Sümegi’s collecting and 
interpreting work, reveals several imprints of the former reality unfolding from the unbro-
ken system of drawings and paintings. We can encounter the experience presented by the ar-
chaeology of the imprints and the exceptional moment of a birth within art history. Thanks to 
György Sümegi’s work, the exhibition’s great discovery, is József Amberg. Born in 1890 and li-
ving until 1972 (?), Amberg originally studied decorative painting and worked as a graphic de-
signer. His still existing work can or should be divided into three groups built upon one anot-
her. First, he made a small-size pencil drawing presumably in situ, which can be regarded as 
a sketch only in view of the other two members of the three-part series. Using that, he made a 
larger-size drawing. Finally, the two drawings were almost always followed by a water colour. 
His water colours are as masterly as his pencil drawings.

¶ Visitors are presented with two different scales which can be joined with difficulty from a muse-
um educational aspect. One can be called a procedure comprising grandiose design elements 
creating and using visually striking displays, which seems up-to-date, though reservations 
could be voiced. The T-34 tank placed by the Arany statue in the Museum Garden shows this 
procedure well. I observe this type of museum education doubtfully, and I am perplexed by 
the number of spectacles dominating the whole exhibition, a majority of which have nothing 
to do with originality in any sense, i.e. with objects to be kept in museums. 
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m u s e u m  k e e p e R
“ L I F E  WA S  N OT  V E RY  D I F F E R E N T ”
Discussion with István Villangó about museum management before the 1989-90 political changes
Emőke Gréczi
p. 179

¶ István Villangó headed the office of the Central Museums Directorate (CMD), which formerly 
played a leading role. He later occupied several positions in the public collections depart-
ment of the Ministry of Culture, during which time there were successively ten ministers and 
ten deputy ministers. The discussion touched on what he knows about the era and the prin-
ciples of its museum management and history. Villangó’s career began as head of the CMD’s 
Public Relations’ Office, which was involved with protecting art objects, exhibition organi-
sing and museum publicity. The restorers also worked under the auspices of the CMD. Out 
of this there emerged the Museum Restoration and Methodology Centre under István Éri, 
which was later merged with the National Museum. From that came a data base and the Mu-
seum Newsletter, the predecessor of which, Museum Magazine, had been started in 1968 by Vil-
langó’s group. After four issues it was handled by a commercial publisher and called Muses. 
The PR group was headed by Ottó Vizy, who later became director of the Kunsthalle. Villan-
gó replaced him and under him the CDM PR and Culture group was established. From 1968 to 
1972 he worked in the CDM, then was transferred to the ministry as a section head. He wor-
ked in the secretariat of the deputy minister supervising public collections and public educa-
tion. The Regions-Epochs-Museums movement drew 20 million museum visitors annually. 
In many respects it was ahead of its time. What was good was that it had a method and con-
tinuity. The Night of Museums is wonderful, but museums should be visited not just on one 
evening. There was a Month of Museums with many exhibitions and events. He inaugurated 
about 100 folklore and village museums, and several institutes were set up under local initi-
ative, thanks to dedicated individual collectors and local historians. He wrote an overview of 
the second half of the 1980s, after which he was dismissed during the time of changes. It inc-
luded statistics about museums and exhibitions. He is definitely proud that during his minist-
ry career it was possible to replace the former elderly, conservative-minded museum leaders.

¶ Travelling exhibitions were significant projects of the period, at least in the provinces. There 
was already a demand for this and Villangó was one of those putting it into practice. The CMD 
had a collection which could be displayed in cultural centres and small museums. He was a 
devotee of guest exhibitions, rather than travelling exhibitions. If there was a successful eth-
nographic exhibition in Kaposvár, then let it also be displayed in the capital. The department 
he headed dealt with these and every institute benefitted, financially and in other ways.

¶ Every permanent exhibition had to be authorised by a specialist jury appointed by the ministry. 
It included a graphic artist and interior designer, as well as a ministry representative.
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m u s e u m  k e e p e R
“ I  WA S  LO O K I N G  F O R  O P P O RT U N I T I E S  TO  I N T E RV E N E ”
Conversation with Mihály Pohárnok about the attempts to make modern design visible
Judit Jankó
p. 193

¶ Some people enjoy discovering new areas, while others go for preserving the values of the past. 
Mihály Pohárnok cannot be neatly included in either – early in his career his efforts were ai-
med at creating modern Hungarian design, while later he worked on documenting it. He be-
gan as a creative artist, but started to think in large-scale categories instead of an individual 
path. For more than 40 years he has been concerned with visual culture. He was involved with 
the legendary experiment in industrial design, the Prefab Factory Kitchen Project, and in the 
80s he organised and operated the Design Centre (The Industrial Design Information Centre).

MC: How did you get into design?

¶ I originally wanted to study painting at the Academy of Fine Arts, but since the type of educa-
tion there seemed too academic, I chose to study decorative painting at the College of Appli-
ed Arts. Industrial design as a subject had existed at the College since 1950, but I didn’t want 
a career in that and I was not concerned about it later. What interested me was how it could 
be that the standard of products and objects in the country did not seem to match the talen-
ted designers I knew.

MC: What did you do after graduation?

¶ I was working at a publishing house while a student, making book illustrations and designing 
covers. After graduation I was employed by the Arts Fund and made graphic-type works for 
publishers. Later I began working for Hungarian TV, but that was to earn a living. Meanwhi-
le, I was introduced to Corvina publishing house, where I spent three years as a picture edi-
tor. There the signs of my future career and my impatience emerged – I had a lion’s share in 
transforming the technical department, through which an artistic typography team was set 
up and managed by me.

MC: At that time many people thought about defecting. Did you?

¶ I looked around in other countries and tried to learn, but I didn’t want to leave Hungary. I must 
emphasise I was not an industrial designer and theoretical questions did not excite me. I was 
looking for opportunities to intervene and saw that I had more chances in Hungary than 
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elsewhere. Things have not changed much. Something like that would be needed now – loo-
king for the effective points of intervention.

MC: Was the Prefab Factory Kitchen Project of 1972-75 such an intervention?

¶ The project embodied the same idea as our previous work, namely providing a model and gene-
rating a demand among managers

MC: It is not theory that interests you, yet it is still a question of definition as to what design, applied 
arts and arts are.

¶ In the 60s and 70s it was a very timely and increasingly unavoidable question. After the 1972 Cul-
ture of Dishes exhibition at the Kunsthalle, where everything including decorative products 
was displayed, my colleague György Soltész voiced his disappointment and raised the idea 
of doing another show about design. I emphasised its professional further training charac-
ter. We staged the exhibition Ten Experiments in the Fészek Artists’ Club with the aim of laun-
ching a new movement. There were lamps designed by Sándor Borz Kováts, paper furniture 
by Gyöngyvér Blazsek and everyday objects by György Soltész, Maya Jahoda, László Horváth, 
Gabriella Semsey, Mária Minya and Károly Szekeres. It was surprisingly successful. The idea of 
creating Hungarian industrial design had a response in the press and among the public. Suc-
cess was good for us, since we had experienced the impenetrable resistance of intelligent en-
gineers, as well as the public’s rejection of luxury and art objects.

MC: Let’s return to the Prefab Factory Kitchen Project. 

¶ We selected a real group of problems and studied it in detail, since you have to create an object 
and develop the production possibilities on the basis of experience. We regarded consumers’ 
feedback as vital, highlighting potential mistakes to be corrected. We thought in terms of a 
system and not individual objects. We involved publicity, stipulated what we focussed on and 
waited for responses. We aimed to improve the quality of life of people in housing estates.  
It was at the time when the new 16-year housing construction plan was made public, which 
aimed to build about a million new apartments. So it was decided that prefab factories would 
be bought and not to follow the method of the experimental housing estate in Óbuda, since 
the required volume couldn’t be achieved using bricks or small prefab panels. Material had 
already been published about the lifestyle on a housing estate. We had access to research, the 
book by Szelényi and Konrád, and we ourselves conducted surveys in the Újpalota housing 
estate. Kitchens in prefab housing estates were not meant to be for cooking and eating, a soci-
alist worker was to eat outside the home. The concept involved frozen and ready-made food. 
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Of course, the idea was to reduce space, so that as many flats as possible could be built. Our 
surveys showed that people moved into those apartments with sets of dishes and kitchen de-
vices used by the middle classes in the inter-war period and we thought that if befitting ob-
jects were created much could be improved in terms of being cramped. We began the work 
in 1972 and half a year later showed the first documentation: analysis, professional material, 
reports by the statistical office, our own research of household customs, in other words the 
design conditions, and we prepared a process table. Consultations with the managers of in-
dustrial plants were more successful than expected and they initiated a design competition.  
In 1975 we showed how far we had got to at the Budapest International Fair. Quite a large col-
lection was set up, including already available products and prototypes. That was the peak, 
then the project unfortunately halted.

MC: However, you were asked to establish and manage a Design Centre.

¶ For a long time we made efforts to have another organisation replace the Applied Arts Coun-
cil and a Party resolution to deal with the national economic role of the applied arts and in-
dustrial design A decision was made to have the Industrial Design Council replace the Appli-
ed Arts Council, and to set up a Design Centre. I was appointed to operate the latter and define 
its tasks precisely. I knew some such institutions in the world and it soon became clear that 
no pattern could be applied exactly. In Britain people connected to industry sit on the Council 
of Industry. They decide about production and acceptance of designs, but they fund a Design 
Centre whose role is to turn to the public with exhibitions, publications and promote the cul-
ture of objects and an attitude, which begins by being aware of what objects surround us and 
continues with people regarding the environment more responsibly. We managed to obtain 
premises for exhibitions in Gerlóczy Street and we staged chamber exhibitions from the 80s. 
We displayed objects that won the Design Prize, maintained contact with the press, adverti-
sed competitions together with chambers, and devised an education programme for schools. 
Then came 1990 when the old institutions of the chamber were replaced by regional cham-
bers and the Design Centre ceased to exist.

MC: A government decision of 2015 means the Museum of Applied Arts will be extended and from 2018 
will collect contemporary works. What do you think about that?

¶ When the tender for the Museum’s extension was announced the design collection was to be 
placed in a new building on one side. Then there was silence and I next heard about it when 
at a discussion I participated in there was an art historian who was appointed to launch and 
handle the museum’s modern collection. The announcement that the renovation of the Mu-
seum of Applied Arts started according to the government decision was made there. During 



the discussion it turned out that there was no concept concerning what to collect. Objects? 
Only Hungarian or also foreign items? What to do with the new digital world? In the discus-
sion we did not get far, but I think such questions have to be addressed. I am not sure that the 
Museum of Applied Arts ought to collect modern design. The museum’s collections needn’t 
be violated and in a completely different structure another collection built on it. On the basis 
of a century-old tradition, the museum collects objects according to materials and masters. 
Its collections could be extended up to a point in the 20th century, for example World War II, 
and a new project could be started in another place. I would prefer to see a new Design Muse-
um doing just that.

mihály poháRnok (b. 1939) graduated from the Hungarian College of Appli-
ed Arts in 1964. He was the arts adviser to Corvina Publishing House from 1966 to 
1969. He managed the Prefab Factory Kitchen Project between 1972 and 1975. From 
1975 he was in charge of the Design Centre in Budapest and participated in staging 
several exhibitions in Hungary and abroad, professional seminars, design tenders 
and TV programmes. From 1991 to 2002 he was the managing director of the Design 
Centre Ltd., organising design projects and managing them professionally. He was 
the founder of the journal Ipari Forma (Industrial Design) and the chairman of its 
editorial board between 1983 and 1989. Between 1983 and 1992, then since 2001, he 
has been a lecturer at the University of Art and Design, and since 1992 he has been 
teaching at the Hungarian University of Fine Arts. From 1977 he was a member of 
the Industrial Design and Ergonomic Council, the Board of Hungarian Motion Pic-
ture Public Fund from 1991, and the board of the C3 Cultural and Communication 
Centre from 1996. He was the vice-president of the Hungarian Creative Artists’ Pub-
lic Fund between 1995 and 2000. 
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m u s e u m  k e e p e R
B LO C K- BU S T E R  S U CC E S S  A N D  AC A D E M I C  P R E C I S I O N
Discussion in Vienna with Klaus Albrecht Schröder, director of the Albertina
Péter Emőd
p. 205

¶ The international standard of the Albertina and its displays of outstanding quality, as well as 
its excellent cooperation with the Museum of Fine Arts, always provide a good reason for a 
discussion with Klaus Albrecht Schröder. Issues covered included the experience of his long 
museum career, the repositioning of the Albertina, the connections between block-buster 
success and academic precision, and the relations between museums and art collectors.

¶ Before being appointed to head the Albertina, Klaus Albrecht Schröder had already filled im-
portant posts in the fields of culture and museums. For example, he worked in the media and 
in the Vienna mayor’s office. He participated in the establishment of museums and their ma-
nagement. He got to know the characteristics of both public and private collections. He acqu-
ired tremendous managerial experience and developed wide-ranging connections. All this 
was needed when he took over at the Albertina, since the institute was going through the 
most acute crisis of its history, with its up to 11,000 visitors a year, 60 staff members and an 
organisational structure which did not facilitate high-level professional work. Lessons gai-
ned from the founding of the Leopold Museum greatly helped when it was decided to enlar-
ge the Albertina. When the Kunstforum Wien was set up, he recruited the entire personnel 
– the curator, the accountant, the cleaner, the security staff, the shop manager and the fire-sa-
fety people. He knew what each job entailed. Thus he had no problem when he introduced 
professional management to the Albertina. From the first moment it was clear that repositi-
oning the museum could only be successful if the exhibition space could be greatly increa-
sed, from 2000 to 20,000 square metres. This wasn’t a simple matter, for one reason becau-
se agreement had to be reached with nine former tenants in order for their rented sections of 
the building to be transferred to the museum. He has directed the Albertina for nearly 17 ye-
ars and believes that someone heading such a large museum needs 10-15 years for ideas to be 
realised. It annoys him that many people believe that striving for popular success and acade-
mic precision are mutually exclusive. A spectacular, crowd-drawing exhibition can involve 
– if not unconditionally – serious academic achievements and a small display attracting few 
visitors does not mean that good research has been involved. The Albertina’s biggest shows, 
such as a Van Gogh, Picasso or Miró exhibition, involve 5-6 years of research, with many ex-
ternal specialists participating, in addition to the institute’s own staff. Exhibitions are accom-
panied by many professional events, and up-to-date studies are published in the catalogues.

¶ The collection is well-known for its graphic art. In view of the sensitivity of the paper, such 
works, of necessity, have to be displayed in temporary exhibitions. 




