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T H E  STRUCTURE 
OF T H E  HUNGARIAN EC ONOM Y

by

J Ó Z S E F  B O G N Á R

In 1945, the democratic forces of the country faced the task of leading 
Hungary—which by international standards had hardly achieved the 
stage of medium development—through the strong acceleration of 
economic growth, into the socialist society of equality and abundance. 
Scientific views on the final causes and consequences of economic growth 

and development differ considerably.
Marxist theory examines the process of growth and development in the 

interrelation of material-technical factors and social-economic conditions 
(relations of production). These two sides of social production are inseparable. 
Movements caused by changes in the relations of production do, however, 
exercise a basic influence on the material-technical factors, their possibilities 
of development and directions of growth.

Hence, the first prerequisite of economic growth and development is 
the creation of favourable social conditions.

In Hungary, in order to release the dynamics of planned growth, such 
social-economic conditions (relations of production) had to be established 
as—

a) first radically eliminated the feudalistic form of ownership with all 
their consequences (land reform) and thereby changed the relations of 
production in such a manner as to conditions for conscious development 
of the actual forces of production,

b) then made possible the distribution of the factors of production 
according to a unified plan that enabled full exploitation of the existing 
“growth potential,” the concentration of the healthy forces of society for 
common objectives, and eliminated the disadvantages caused by individual 
economic interests running counter to the public interest.

Five years in industry and sixteen in agriculture were needed for the full 
establishment of the basis for socialist forms of ownership and the opening
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up of the new resources of economic growth. This process took place in 
the midst of acute political struggles in the course of which, despite successful 
persuasive work, the pre-1956 regime committed numerous errors which 
ultimately caused social tensions that hindered economic growth.

However, the acceleration of economic growth, could not await the 
complete establishment of socialist forms of ownership. In the given circum
stances, from 1947 on, the government became capable of achieving in
creasing exploitation of the existing growth potential according to a unified 
plan.

Economic history from 1945 to our days (1963) may be divided into 
three periods. Since the third period began but a few years ago, another 
15 years or so will be needed for its completion.

It is in the tactical sense that we speak of periods of development because 
a single strategy of growth-development leads the under-developed or semi- 
developed economy to the socialist society of abundance; however, tac
tically—depending upon concrete circumstances—fundamentally differing 
problems and situations may arise.

Generally, and in our case specifically, the record and concrete estimate 
of the unified growth-development strategy may only be made after the 
event, as economic history. The active leadership of the economy did always 
sketch the objectives of growth and development; they sought to control 
the means necessary for the acceleration of growth, but for lack of experience 
they had only inexact ideas of the dimensions, dynamics, and interdependence 
of the factors of growth, of the possibilities of choice between development 
variants, of the contradictions which would result from their decisions, or 
of the time required for the process they had set in motion. Their role 
and actions have to be judged by the scientist (the economic historian), whose 
analysis of the objectives and achievements reveals what happened of necessity 
and what by chance.

The task of science is, however, not limited to the judging of the past. 
The analysis of the past—in other words, of long-term series—leads the 
practitioners of socialist economics to ever-clearer and precise formulation 
and perfection of growth-development plans, knowledge of the types and 
variants of technical progress, and the consideration of limiting factors and 
prediction of conflicts.

From a scientific point of view, the past twenty years were, in the first 
place, a period of gathering experience. But today these experiences can be 
generalized, and hence, in terms of our unified growth-development strat
egy—which, needless to say, requires constant perfection—we may not only 
evaluate the past but approach the future more creatively as well.
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First Period: Reconstruction (l 943 to 1949).

The Second World War had destroyed a considerable part of Hungary’s 
national wealth and caused grave damages to the forces of production. 
After the chronic inflation was checked, the government elaborated a unified 
concept (the Three Year Plan) for the reconstruction of the existing produc
tion facilities of the economy. The objectives set in the Plan were accom
plished and in some respects even overfulfilled in a relatively short time 
(2 years and 5 months). In 1949, Hungarian industry produced 28 per 
cent more than in 1938. The overfulfilment was especially impressive in 
prime fuels (electric power and oil) and in some consumption goods (sugar).

The successful realization of the reconstruction plan in such a relatively 
short time must be attributed to the Hungarian people’s democracy, a 
manifestation of the vitality and creative power of the Hungarian people.

However, in evaluating this achievement several circumstances should be 
taken into consideration:

1. Many historical examples prove that it is easier to reconstruct a lower 
level of production than a higher one. The growth-rate achieved in the 
reconstruction period therefore cannot be extrapolated!

2. Quite often powerful production units were paralysed by small defects 
or the rupture of individual links in production processes, until their dis
covery and correction activated their production capacities.

3. The nationalization of big industry opened up vast resources for the 
national economy. Since the capitalists had—for obvious reasons—con
cealed a part of their capacity and stocks, these non-recurring resources 
were larger than expected.

4. During the inflation that followed the Second World War, the con
sumption level of the population was extremely low; in the period of 
reconstruction, therefore, a high rate of accumulation (21.3 per cent 
in 1949) and the raising of the standard of living could be realized simul
taneously.

The carrying out of the reconstruction plan thus opened the road for 
the acceleration of economic growth and development.

Second Period: Acceleration oj Growth through Mobilisation oj Manpower Reserves. 
(1930-1936).

Under socialism economic growth is a prerequisite for the fuller satis
faction of increasing social needs. In the determination of the growth 
potentialities of the socialist economy, we do not start—like capitalist eco
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nomists—with aggregate demand. According to socialist economic views, the 
growth rate is determined by the dimension (expansion coefficient) of the 
interdependent factors influencing growth (in the language of mathematical 
economics: dynamic variables).

In our study of the Hungarian economy we investigate the qualitative 
changes of economic variables in relation to each other, in the course of 
the process of growth. Starting from this method, we distinguish “types 
of growth” depending on the economic variable whose movement we hold 
to be most characteristic of the period concerned. This concept of the 
growth process is—like mathematical models—based on certain simplifying 
assumptions, the stressing of the essential elements and the neglect of the 
less essential ones. Mathematical models too reflect the essential quantitative 
changes only. When we speak of “types of growth,” we stress the dominant 
variable and view the movement of the other variables in relation to the latter.

Still—within certain limits—this method assists effectively in a better 
understanding of economic interrelations.

Two circumstances must, however, be taken into consideration:
a) because of the stress laid on the dominant variable, the role of the other 

variables appears smaller than it should;
b) the models do not for the time being fully reflect the movement of 

extra-economic (exogeneous) variables.
In determining the growth rate of the socialist economy we start with 

the “supply” side. (This statement refers to the totality of the economy 
and does not contradict the requirement that the production of use-values 
must be adjusted to the concept of the consumption demand.

In the period under review, net national income rose (on the basis of 
constant prices) by 64 per cent; taking 1949 as 100, the index rose to 
164. (The period of the austerity program ended in 1956, but in our com
parisons we give 1955 figures, because the continuity of production was 
disrupted in the last quarter of 1956.)

The 1955 index figure of net industrial production—taking 1949 as 
100—was 204, and, as evidenced by chain indices, even annual growths 
of 22 per cent were registered in industrial production. State-owned 
industry increased production to an even greater extent; in 1955 the index 
of net production was 226. The investment rate was kept at a high level 
throughout, and in some years it was as high as 25 to 27 per cent of the 
national income.

The number of those employed in state-owned industry grew from 
548,000 to 936,000, i.e., 71 per cent, while productivity increased by 32 
per cent. The growth curve was steepest in heavy industry, and greatest of
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all in the production of fuel (oil and electric power). But the acceleration 
of economic growth through the utilization of manpower reserves caused 
numerous problems and disproportions; we refer here only to the most 
important of these.

1. Agricultural production increased very little. This caused difficulties 
in both consumption and balance of payments.

2. The index of real wages per employee showed a marked drop between 
1951 and 1953. It is understandable that the growth rate of consumption, 
in the first couple of years of the acceleration process, was unavoidably lower 
than it would have been without it. But if consumption sinks below what 
it was in the period preceeding the acceleration process, this is harmful.

3. In spite of the lowering of the index of real wages, the reduction 
of the consumption fund at a time of rising employment evoked the danger 
of inflation; hence, to prevent inflation, a reform of wages and prices had 
to be carried out.

4. The planners had not foreseen two limiting factors that, in the circum
stances and character of the Hungarian economy, influenced the rate and 
direction of growth—those of foreign trade and of the raw material situa
tion.

Because of Hungary’s relative lack in resources the economy is import- 
sensitive, as is shown by the fact that, between 1949 and 1955, each in
crease of one per cent in the national income was accompanied by an 
increase of 1.4 per cent in imports. To balance the rapidly growing im
ports, uneconomical exports had to be effected to an ever-increasing extent.

This import increment consequent upon each one per cent of growth 
in national income—that is the coefficient of import elasticity—is high in 
Hungary, as compared with that of other countries. In Western Europe 
for instance, between 1950 and 1959—i.e., in the period of the liberaliza
tion of trade—the increase of one per cent in the net national product 
was accompanied by “only” a 1.2 per cent increase in imports. In most 
of the developing countries too this index is lower than in Hungary.

Economic growth set into motion through an increase in employment 
was accompanied by numerous objective difficulties. These difficulties and 
tensions were, however, greatly aggravated by the fact that the then political 
leadership of the country (Rákosi and his collaborators) wanted to confine 
the growth process to an unreasonably short period of time. A considerable 
reduction in the standard of living, a chronic lack of balance, difficulties 
in the supply of raw materials, and a catastrophic amount of unfinished 
investments caused dissatisfaction throughout the country. The confidence 
of the masses in the political and economic leadership was shaken.
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This situation forced the political leadership to make “concessions” 
and to reappraise the economic policy it had followed until then. Through 
a certain re-grouping of the distribution of national income an attempt 
was made to readjust consumption, investments were reduced, the heaviest 
burdens of agriculture were somewhat lightened, and the supply of goods 
to consumers was improved through rearranging industrial production. 
From the economic historian’s viewpoint, the results of these correc
tions may be summarized by stating that the high growth rate which had 
characterized the beginning of the period dropped in line with the basic 
trend of growth.

These corrections meant a break in the earlier tempo and a mitigation 
of the consequences of the graver errors rather than the appearance of a 
new concept of economic policy. Nor were the corrections mentioned 
genuine and consistent, since the political groups interested in maintain
ing the old economic policy still had the upper hand.

The strengths and weeknesses of economic growth realized through the 
mobilization of manpower reserves may be summarized as follows:

1. Any program of economic growth launched under the requirements 
of thrift demands great material and spiritual sacrifices from great 
masses of the population. If such a program is carried out under capitalism, 
the rich become richer and the poor poorer. The reason for this is that, 
because of the narrowness of the market, capital has to be assured a high 
return by raising the rate of profit, so as to keep the “marginal invest
ment propensity” high.

Under socialism, however, nobody profits from a program of thrift, and 
the sacrifices required can be divided up justly between the various strata 
of the population.

2. As long as there are manpower reserves, the process of acceleration 
must be achieved primarily through drawing these reserves into production. 
This type of growth-development involves numerous difficulties and ten
sions, which may be reduced and softened by a far-sighted economic policy, 
but cannot be entirely avoided. An especially involved situation may arise 
with regard to consumption and—in case of an import-sensitive—foreign trade.

Approaching the subject from another angle, this means that growth 
often occurs to the detriment of balance. In general, the shorter the period 
of the process of acceleration, the greater are the difficulties to be expected 
in the domains of consumption and foreign trade.

3. The raising of production in industry occurred partly through the 
creation of new sites of employment (investments) and partly through the 
utilization of production opacities that had been left idle under capitalism.



STRUCTURE OF HUNGARIAN ECONOMY 9
The level of investments—as has already been mentioned—was in some 

years as high as 25 to 27 per cent of the national income. This caused 
disturbances in consumption a problem to which we shall revert.

Also, in some years the rate of investments surpassed effective economic- 
technical organization of the country; in other words, it exceeded the 
optimum level. Consequently, the stock of investments still in the process 
of completion grew from year to year. The coming into production of new 
establishments was thus dragged out, and costs rose.

It was characteristic of that period that mostly only those investments 
were carried out that clearly served to expand production capacity while 
complementary and accessory investments were neglected. This explains 
why a favourable proportion developed between the growth of national 
income and the ratio of accumulation in spite of the dragging out invest
ments and the increase in stocks of unfinished investments. An increase 
of one per cent in the national income was accompanied by an accumulation 
of 1.7 per cent (1 : 1.7). (Complementary and accessory investments pri
marily raise productivity and not productive capacity.)

An increase in production was also furthered by certain resources outside 
investments. For example, the maximum utilization (in that period, without 
reserves) of production capacity by the introduction of shift work, an in
crease of the working week to 48 hours and the use of depreciation funds 
for investments.

These sources of production growth do not favour productivity, as the 
stock of machinery remains unchanged. Further, these sources exist only 
in industry—primarily in heavy industry—as agriculture is unable to in
crease production without prior investments. This condition increased the 
tension occurring in relation distribution of consumption funds, since 
wages paid in heavy and construction industries were higher than those 
in light industry or in agriculture.

4. The acceleration of development requires an increase in investments 
(accumulation), which can only be effected at the expense of the consmup- 
tion fund.

In general, it is inevitable that at the beginning of the acceleration 
period the consumption fund should be smaller than it would have been 
without such acceleration.

The restriction of consumption may be achieved through various means. 
In Hungary, this was first attempted through the so-called plan loan (this 
was a form of forced savings) and through the compulsory delivery of 
produce to the State. (Mutatis mutandis, both forms are now being applied 
in the developing countries.) When, in spite of these measures, the balance
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of purchasing power and stocks of consumption goods became unhinged 
in 1951, a wage and price reform was carried out. In its course compulsory 
agricultural delivery quotas were raised too, which not only endangered 
the interests of the peasantry in production, but adversely affected agri
culture’s possibilities of development as well. No doubt, the solution of 
the contradiction between the wages fund and the consumption fund at 
the expense of consumption also reduces the material production incentives 
of the workers and undermines work discipline.

Thus it is understandable that, beginning in 1954, the government strove 
to reduce the tension that had grown with regard to consumption, although 
this—in the very nature of things—reduced the accumulation fund. As a 
result of these measures the index of real wages (1949 = 100) was 102 in 
1954, 106 in 1955, and 118 in 1956—in spite of the interruption in the 
continuity of production.

5. All economic growth is accompanied—initially—by an increase in 
imports. This is especially true with regard to import-sensitive economies. 
The Hungarian economy is import-sensitive primarily because of the pauc
ity of raw materials.

It is characteristic that even in 1938 the share of raw materials in total 
imports was 73.1 per cent, in spite of the country’s relatively low industrial 
development.

When the process of accelerated production begins, the import of means 
of production has to be increased, because they insure a higher production 
level. This excess of imports may be balanced either through an increase 
of exports or a reduction in the importation of other goods (e.g., 
consumption goods).

Before liberation, 67 per cent of Hungarian exports were from agriculture. 
To increase exports more, agricultural products would thus have been 
needed in the first place. However, because of the neglect of agriculture and 
the policy of a forced rate of accumulation, the share of the gross production 
of agriculture available for export dropped rapidly: from 14 per cent in 
1938 to 5.5 per cent in 1955. (The increase in per capita consumption 
should not be disregarded either.) The reduction effected in the import of 
consumer goods did not represent a sufficient plus to cover the necessary 
import of production machinery. In addition, by 1949 the structure of 
industry required more raw materials than in 1938. Consequently, the 
share of raw materials in imports rose to 76.8 per cent.

Therefore since:
a) uninterrupted industrial production required the importation of large 

quantities of raw materials,



b) the available produce of the formerly leading export sector (agricul
ture) was heavily reduced, and

c) the economy effected in the importation of consumer goods was in 
sufficient so (besides causing serious difficulties in the consumer market) 
—the combined effect of these factors meant that there was insuf
ficient import capacity left to meet the expansion requirements of 
the means of production.

As a result, a lot of expensive and not always up-to-date production 
equipment which it would have been better to import was produced at 
home in that period.

6. To counter-balance growing imports, a new leading export sector had 
to be developed in the place of stagnant agriculture. Economic cooperation 
among the socialist countries and the direction of industrialization at home 
made heavy industry most suited to fulfilling this task. The streamlining 
and structure of industry thus became a decisive issue. Because of the afore
mentioned shortage of raw materials, Hungarian heavy industry will 
always require large imports, and the relationship between the value of 
imported raw materials and of exported finished products is a central 
problem in Hungarian economic development. As regards the world market, 
on the other hand, the quality and technical up-to-dateness of industrial 
products are among the most important factors in determining prices.

Unfortunately, Hungarian heavy industry had to become the leading export 
sector at a time when it could not yet fully satisfy these two requirements.

The new structure of industry was in several respects not sufficiently 
modern. In the course of feverish efforts to balance imports, certain raw- 
material intensive branches had to be developed, because they could more 
rapidly attain a production level permitting exports.

In general, the social objectives of production were not achieved in 
industry with the most up-to-date methods, and often resulted in an 
uneconomically high use of raw materials (and a consequent expansion of 
imports) as well as in neglect of consumer requirements. For instance, the 
low degree of efficiency of energetics increased the demand for the better 
grade imported fuel; and the neglect of plastics production caused an in
crease in the importation of non-ferrous metals.

These findings are supported by the correlated data on per capita national 
income and per capita raw material (steel, fuel, etc.) consumption, which 
prove that the increase in national income was achieved by a larger use of 
raw materials than should have been necessary. Between 1949 and 1955» 
only 25.6 per cent of the growth in the volume of industrial production 
was due to an increase in productivity.

STRUCTURE OF HUNGARIAN ECONOMY 11
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Viewed through the eyes of the economist, and even having the re
quirements of developmental strategy in mind, the growth induced by 
drawing manpower reserves into production brought forth vast changes 
in the economic life of Hungary. It made industry the leading branch of 
the economy and it more then doubled industrial production.

It is obvious that every new industrial plant—even if it produced un- 
economically in the beginning—brought into being a new industrial 
leadership, deepened the knowledge and expertness of engineers, technicians 
and workers and gave them rich production experience. It introduced 
new guiding principles and new ways of thinking in the economic life 
of some of the country’s regions. Industry acted like a magnet not only 
on those who were jobless, but on a considerable part of the labour 
surplus in agriculture as well. Universities, colleges, technical and sec
ondary schools supplied the economy with tens of thousands of trained 
young experts. After so many centuries of impotent suffering the dynamism 
of modern industrial society made its appearance and fired millions to 
feverish work.

Only socialism was able to replace stagnation by dynamism in Hungary.

Third Period: Acceleration of Growth through Increase in 
Productivity (since 19jy).

The fact that the Hungarian economy had arrived at a new stage of 
development, was already realized—even if imperfectly as yet—in 1954. 
The increasing unbalance had made it obvious that the growth-rate of the 
regeneration period could not be extrapolated to later periods. Beyond 
doubt, the dislocations that were most dangerous politically occurred in 
the consumption sector. The economic leadership of those days did not 
understand the economic-political requirements of the new period then 
beginning, but simply made a few corrections in favour of consumption.

These changes took place amidst very sharp political struggles, which 
did not always focus on the real issues.

On the one side stood those who maintained that the growth phenomena 
of the first period, and the methods of directing the economy that sprang 
from them, would be valid once and for all for the socialist economy. They 
stubbornly defended the objectives and methods brought forth by an 
earlier situation.

A considerable number of those standing on the opposing side defended 
the “new consumers’ policy” and did not realize that in the long run the 
increase in consumption had to be based on a new economic policy.
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The bitter debates and sharpening clashes had grave consequences.
Still, in the course of these debates the camp which—appreciating the 

situation—demanded a new economic policy gained in strength.
This demand was incorporated in the government program adopted at 

the end of 1956, after the defeat of the uprising that sought to overthrow 
the People’s Democracy.

The principal achievements of the period since 1957 may be summarized 
as follows:

1. In 1962, the index of national income (1949 =  100) was 250 (as 
againts 100 in 1949).

The index of national income per person employed rose to 212 during 
the same period.

The share of industry in the national income rose to 61.6 per cent as 
againts 49.9 per cent in 1949 and 63.5 per cent in 1953.

2. Agricultural production again moved ahead—especially after the re
organization of agriculture brought about through the countrywide es
tablishment of the cooperative-farm system. Its productivity increased 
considerably and the proportion of intensive cultures within the production 
structure continued to develop.

The increase in agricultural production was achieved through large in
vestments, which is borne out by the fact that at the same time the ratio 
of the rural population to the total was reduced from 49.1 per cent in 
1949 to 35.5 per cent in i960.

3. The index of real wages per capita employed was 159 in 1962 (as 
against 100 in 1949 =  100, 82 in 1952 and 106 in 1955). The precondi
tions for transforming the structure of consumer demand were thus given ; 
for, as long as the principal source of increasing purchasing power is growth 
in the number of employed, the demand structure is out of date and pro
duction cannot get the necessary impulses through consumption.

Furthermore, an increase in real wages is a precondition for the intro
duction of modern production techniques. As long as real wages are low, 
the enterprises are interested in achieving the production objectives set 
them by employing more labour. The introduction of modern techniques 
involves large investments, evident in the fact that the ratio of investment 
per place of employment has radically risen. From the point of view of the 
enterprises, an increase in productivity thus becomes advantageous as soon 
as are no more sizeable manpower-reserves available and real wages are 
relatively high.

4. By 1962 the index of net industrial production had risen to 445 (from 
100 in 1938, 128 in 1949 and 262 in 1955), and the structure of
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industry had become more up-to-date. As compared to 1957, the production 
of state-owned industry had risen by 68 per cent, primarily through a 
growth in productivity. Production per employed rose by 34 per cent and 
the number of employed by 26 per cent.

5. Hungary has taken part in the international division of labour to a 
steadily growing extent. Per capita foreign trade was $223 in 1962, as 
against $20 in 1938 and $118 in 1955. (In evaluating the 1938 figure 
we have to take into consideration that there has since been a drop in the 
value of the dollar. At today’s dollar value it would have amounted to 
approximately $55.)

Per capita foreign trade is high also in comparison with other countries 
(USA: $200, Italy: $186, etc.) Here we must keep in mind that in 
densely populated small countries per capita foreign trade is generally 
higher.

The share of exports in the national income rose to 33.5 per cent in 
1962 (from 8.7 per cent in 1951 and 17 per cent in 1955).

The principal aspects of economic development achieved through the 
raising of productivity may be summarized as follows:

1. As mentioned earlier, this period of economic growth and develop
ment has not yet come to a close. Ont the contrary, 12 to 15 more years 
are necessary for its full unfolding.

The stable balance of interdependent growth factors has, therefore, 
not yet taken final shape.

Some tendencies are still in an embryonic stage and cannot yet be re
flected in figures.

2. When the earlier extensive growth becomes intensive, a greater 
accumulation is needed for every increase of one per cent in national 
income—and that for two, decisive reasons:

First, the complementary and accessory investments which are being 
realized increase productivity but not production.

Second, in order to improve efficiency and productivity, the out-of-date 
production machinery is replaced. The life-span of machinery does not 
depend upon its useableness in the physical sense, but is determined by a 
complex of various economic factors. Replacements reduce, the efficiency 
of production machinery within one and the same economy.

In the Hungarian economy, a one per cent increase in national income 
was achieved by an accumulation of 2.8 per cent between 1958 and 1962 
(1 : 2.8). Between 1945 and 1955 the average index was 1 : 1.7.

3. Consequently, the period of intensive growth demands an increase 
in investments and in the accumulation ratio, respectively. In Hungary,
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between 1959 and 1962, the accumulation ratio rose from 20.8 per cent to 
28 per cent.

The introduction of intensive development too is inevitably accom
panied temporarily by a slower growth rate of consumption than would 
otherwise be the case.

A foresighted economic policy thus saw to it that consumption was 
merely at a lower level compared with the level it would have provision
ally achieved without the setting in motion of this intensive development.

4. The structure and technical level of industry have developed con
siderably, and the share of such branches as chemicals, precision engineer
ing, communication equipment, vacuum engineering, and others has 
increased, though not yet to a satisfactory extent. Current investment 
developments strengthen this tendency.

Within various branches of industry, technical knowledge has increased 
and the given production objectives are attained with improved technology 
and the use of less raw material.

Improvements in the structure of industry and in the technical standards 
have increased the exportability of industrial products.

In 1962, 58 per cent of Hungarian exports were finished products 
such as industrial equipment or industrial consumer goods.

5. Through the development of the export capacity of industry and the 
easing of the problem of raw materials an increase in economical exports has 
become the principal task in place of that of reducing imports.

The ratio of raw materials in Hungary’s total imports dropped (55.7 
per cent in 1962), and at the same time a considerable increase in the 
importation of production equipment. Its share in total imports was 30 per 
cent in 1962 as against 12.3 per cent in 1955.

This increase in the importation of production equipment helped to 
accelerate technical development.

6. In agriculture, a beginning was made with the improvement of the 
biological productivity of the soil, followed by mechanization on a large 
scale.

As a result, 227.6 kgs of fertilizer (phosphorous, nitrogenous and potash 
fertilizers together) were used per hectare in 1962, corresponding to 53.4 
kgs of active ingredients. The extent of the use of artificial fertilizers 
is still considerably below that in the developed industrial countries, but 
its dynamic increase is impressive.
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Total Quantity Active Ingredients
(kgs per hectare) (kgs per hectare)

1938 13 2.3
1949 21.6 4.0
1955 47.5 10.1
1962 227.6 53.4

The number of tractors also increased, and in 1962 there was one tractor 
for every 104 hectares, (as against x : 799 in 1938 and I : 423 in 1949). 
Although this is still below the level attained in developed countries, the 
rate of advance is encouraging.

The development of agriculture is indicated by the fact that, though 
the total population of Hungary increased, the rural population decreased 
by more than a million. This means that each person employed in agriculture 
now produces food for more than six inhabitants.

Even so, this proportion compares unfavourably with that prevailing 
in the most advanced countries, but it is roughly equal to the proportion 
existing in Italy.

7. In the improvement of industrial and agricultural productivity, the 
intensification of education and skill of workers—“investment in man”— 
play an increasing role.

The educational reforms are characteristic of this developmental period: 
a steep rise in the number and proportion of secondary- and technical- 
school students, an increase in the number of university students, and, a 
reduction of the gap between production and education.

Since the solution of complicated production tasks requires great mental 
concentration, considerable resources are being applied to development of 
scientific research.

8. A gradual transformation of the structure of consumption has 
begun.

The index of real income for individual consumption per capita of 
workers and employees rose to 178.0 (from 100 in 1949, 87.5 in 1952 
and 121.8 in 1955) and that of peasants to 167.8 (from 100 in 1949 and 
124.8 in 1955).

As to food consumption, the sale of nutritions agricultural produce, such 
as meat, eggs, fruit, vegetables, and “colonial” products, has increased as 
has that of durable consumer goods among industrial products.

Increased demand requires the fast development of industries producing 
consumer goods.

In emphasizing the rapid improvement of the consumption structure,
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two shortcomings have to be mentioned, the gradual elimination of which 
will require considerable time.

First, because of relatively high production costs, too little is available 
to meet distribution costs.

In the second place, personal services advance at a slow rate, because the 
labour forces available are inadequate, and technical development has not 
yet reached the stage where the majority of services can be entirely 
mechanized.

9. While, the concept of quantitative growth was dominant in the first 
period, the second period has been characterized by the aim of achieving 
a balanced, harmonious growth. Exploitation of expansive possibilities of the 
growth factors is still being striven for. But economic policy now pays 
more attention to the factors that limit the rate and direction of growth and 
also to adjusting the selection and supply of use-values to meet prevailing 
demand.

This aim is significant in both consumption and production sectors, for 
every producer is at the same time a consumer.

In this period it is no longer expedient for the planning organs in each 
case to select the highest of various possible rates of growth.

If, for instance, the higher growth rate—because of the import-sensitivity 
of the economy—leads to uneconomical exports, then it is more rational to 
choose the lower growth rate.

Generally speaking, in this period of growth and development the 
planning organs have to choose between genuine alternatives.

Different types of economic growth and development presuppose not 
only different economic policies but also different socio-political situations 
and different methods of direction and execution of tasks within the general 
framework of socialist planned economy.

There is every justification for referring to the advantages of a planned 
economy in making the harmonious integration of economic and extra- 
economic factors possible. However this possibility does not mean that the 
objective difficulties attending growth and development can be completely 
avoided. Economic growth accelerated solely or mainly through the utiliza
tion of manpower reserves, to mention just one example, causes serious 
political tensions, even if adequate foresight is brought to bear on the 
problem.

The restriction of consumption, when it occurs, is—to put it mildly— 
never popular. The sacrifices have to made immediately—but the results show 
only much later. The political atmosphere is often characterized by ex
tremes. The adherents of progress are most enthusiastic and view with
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suspicion those who are dissatisfied; also, those who at first are indifferent 
often become dissatisfied, and the enemies of economic and social advance 
carry on active counter-propaganda.

This tense atmosphere and lack of confidence renders difficult the unifi
cation of society for the common objectives.

On the other hand, economic growth, accelerated through an increase 
in productivity, demands and at the same time encourages the creation 
of real national unity.

Strata that formerly were passive, or were eventually forced into passivity, 
thus tend to join en masse in the work of economic construction.

In other words, the extra-economic factors (the socio-political environ
ment of the economy) can and will assist in hastening economic growth.

The economic plan is a complex concept in which numerous elements 
are united.

These elements—depending on their character and sphere of action—may 
pertain to content, to method or to direction and execution.

The plan expresses primarily a concept of economic policy, expressed in 
inter-related figures, tasks and objectives.

We have already spoken in detail of the question of content (i.e., the 
concept of economic policy).

Under method of planning we understand those modes of procedure and 
mathematical processes that enable us to make a correct choice of economic- 
political objectives, and the envisaging of these objectives with the smallest 
possible social effort.

As a result of painstaking generalization of experiences, the methodology 
of planning has developed very fast in recent years. It must be emphasized 
that the planning methods evolved in Hungary are based on the latest 
advances in economic science (such as construction of macro-economic 
growth models, input-output method, optimalization, etc.).

The period of planning occupies an important place among methodolog
ical problems.

Earlier, plans were made only for short, one year periods, of medium 
three- to seven-year periods.

Such plans will, of course, be needed in future too. However, the 
dynamism of interdependent factors influencing economic growth cannot 
fully evolve within such short or medium periods. Further, not all the 
so-called “bottlenecks” of the economy can be eliminated either in short 
or medium periods. Finally, certain domains of the economy, such as 
power production or international cooperation require longer planning per
iods.
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Long-range planning makes it easier for economic leadership to recognize 

clearly the principal tendencies (the order) of development, and thereby creates 
a favourable opportunity for the carrying through of structural changes.

Long-range planning also brings very important changes in the planners’ 
way of thinking. This process is assisted by the fact that the interdependent 
factors influencing growth and development—become discernible, in the 
true sense of the word, in the “chronological system” of the long-range plan.

The changes in the outlook of the planners assist in bringing about a 
decentralization of economic direction and execution.

In Hungary, as in other socialist countries, long and protracted debates 
took place around the problems of direction and execution.

Here we find careful and cautious experimentation rather than 
bold resolution. This may be explained by several circumstances. The 
problems of direction and execution are undoubtedly very involved, and 
the partial regulations evolved in the various domains of the economy form 
an interdependent system. When we change one regulation, the whole 
system of primary, accessory and derived interrelations has to be adjusted 
accordingly. Moreover, the changes, required in the sector of direction and 
execution touch on fundamental questions of economic theory (prices, 
wages, profits, accumulation methods, depreciation, etc.).

In this sphere, socialist economic science and economic leadership face, 
in some respects, more difficult problems than their capitalist counterparts. 
Under mature capitalism, the norms of spontaneoulsy evolved and con
tinuous processes, statistically observed over long periods, have to be 
established, and, once these are recognized, certain corrective factors have 
to be introduced.

The socialist economist, on the other hand, does not yet have the ex
perience of such long periods at his disposal, for—historically speaking—- 
only the period of the first type of growth has been closed. His experience 
thus only extends to the manner in which the factors mentioned above in
fluenced the given growth type. From these data he has to determine which 
growth factors most favourably influence the realization of the more ad
vanced type of growth.

Finally, the vis inertiae of the economic bureaucracy has to be taken into 
account. The issues of direction and execution relate to customary practices 
in the management of affairs. Tens of thousands of persons, who work in 
this sphere, discover that their social position and sphere of work are in
fluenced by these changes. Many “fear for their desks”—to use a current 
expression. And all bureaucrat feel that without their effective participation 
the plan would be endangered and the economy would sink into anarchy.



This “invisible, grey, dilatory’’ resistance is much more difficult to 
overcome than openly expressed opposition to change.

Yet, in spite of these difficulties, the new methods of direction and ex
ecution are slowly but surely being put into practice, for the realization 
of the more advanced type of growth requires methods of direction and 
execution that differ from those of the more primitive type.

The methods of direction and execution of the first growth period may be 
summarized as follows:

1. Predominance of direct methods (orders) in leadership.
The frequency of direct orders was increased by the circumstance that 

the factors affecting plan fulfilment did not operate in the direction of the 
planned objectives. An attempt was thus made to bridge this situation by 
orders issued without consideration of interrelations and background.

2. The carrying out of orders running counter to the objective movement 
of economic factors obviously had to be controlled by force. For this reason, 
the economic leadership concentrated huge forces to assure their bureaucrat
ic control.

3. Because of the frequent shortage of raw materials a large bureaucracy 
was built up to deal with this problem, and this was thought to be a re
quirement of planned economy.

4. In these circumstances, the management of enterprises lacked the 
requisite independence.

It was not drawn into the realization of economic objectives, it could not 
choose from alternate means necessary to achieve the objectives, it could 
not develop its economic contacts freely.

(Fully centralized direction.)
5. The system of incentives for enterprises acted in a single direction 

—that of a quick quantitative increase in production. Under such condit
ions, the satisfaction of consumer needs was neglected.

6. Agricultural production was essentially controlled by the method of 
compulsory deliveries to the State. (In certain instances, industrial enter
prises made contracts with the agricultural producers.) Compulsion with 
regard to delivery decided—in essence—what the various production units 
had to grow.

These methods of direction and execution caused many conflicts in the 
first period too. To a considerable tent these conflicts could have been 
avoided through scientific leadership.

The realization of a type of growth based on increase in productivity 
requires methods of direction and execution that differ radically from those 
of the first period.

20 THE NEW HUNGARIAN QUARTERLY



The new methods are being introduced slowly, step by step.
Their application is made necessary by the new economic policy and 

made possible by the policy of national unity. In the life of the country a 
political atmosphere has been created that is based on mutual trust, re
spect and responsibility between governing and governed. This atmosphere 
of mutual trust and responsibility is opposed to exaggerated centralization, 
petty tutelage and the throttling of creative activity.

The principal traits of the changes in methods of direction and execution 
may be summarized as follows:

1. There has been a vigorous advance in the role and responsibility of 
science in determining economic objectives and in searching after means 
for their realization.

Through the new achievements of economic science, the tasks can be 
approached and accomplished more precisely than before.

2. The direction of the economy—for the purpuse of realizing the plan 
objectives—is effected primarily by indirect methods, consisting in the 
creation of an economic environment (prices, wages, profits, development 
funds, etc.) conducive to the realization of the plan objectives.

In the past few years a complete producers’ (wholesale) price reform 
was carried through in Hungary. Earlier, the prices of raw materials and 
semi-finished products were lower than either their production cost or 
their value. This induced enterprises to seek solutions to their production 
problems through the augmentation of the use of materials. This practice 
increased the country’s difficulties in procuring raw materials and ob
structed the evolving of a higher technology. The price reform, on the 
other hand, has induced the economizing of raw materials, based on the 
introduction of more advanced production methods.

Agricultural production is being influenced mainly through financial 
means, i.e., prices and credits.

Primarily because of political considerations, the price changes have so 
far left the sphere of consumer prices relatively unaffected. But in this 
domain too moderate views have been expressed, urging that technological 
up-to-dateness should be taken into consideration to a greater extent in 
fixing consumer prices.

A few years ago the government decided to increase wages in all 
trades.

This decision has encouraged the enterprises to solve their production 
problems primarily through the adoption of up-to-date techniques, and 
to economize on manpower.

Big debates are going on in Hungary about the role of profits. The
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opinion is often voiced that profit should be the main criterion for judging 
the work of any enterprise.

Since the introduction of new production methods requires substantial 
financial means and may temporarily cause an increase in production costs, 
the government has decided to create funds for technical development at 
the enterprises in order to balance the added costs.

3. To an increasing extent, economic policy relies on methods of mat
erial incentives.

In this regard, the introduction of profit-sharing in industry meant a 
notable change in the indirect influencing of the activities of enterprises.

The distribution of agricultural income (within the cooperative farms) 
is based on a particular combination of work-performance and ground-rent. 
Its incentive character is direct and beyond doubt. In addition, in recent 
years a particular system of production bonuses was introduced, which is 
proportionate, not to the time spent at work, but to its yield.

4. The independence of the interprises and of the cooperative farms is 
growing.

Here are some manifestations of their independence:
a) Within general economic policy, they help to themselves determine 

their production objectives through a dialogue with the superior organs.
b) They are increasingly free to choose the means necessary for the re

alization of the approved plan.
c) They establish their sale and purchase contacts more directly.
d) They have certain funds of their own as well as the possibility of 

obtaining direct credits, to bring their production equipment up-to-date.
The process of growing independence and responsibility has only begun 

and is far from completed.
No doubt, the change in methods of direction and execution is a relat

ively slow process. But it is incontestable that the new type of growth and 
development—or, rather, the economic policy embodied in it—is helping 
to establish the most suitable methodology of direction and execution.
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WORLD TRADE AND HUNGARY

by
I M R E  VAJDA

D es affaires avant tout, le bénéfice viendra ensuite”—this famous slogan 
of Félix Potin, noted French “entrepreneur” of the last century, 
could be placed as a legend above the entrance of the Geneva 
Palais des Nations on the occasion of the United Nations 
World Trade and Development Conference, and all documents of the Con

ference should carry this slogan as their motto. Indeed, this somewhat wan
tonly sounding phrase, which reflects the Oifenbachian mood of the bour
geoisie of the Second Empire, had never more truth in it than today, when 
world trade “affaires” set the pace, and the “bénéfice” either does follow them 
—or does not. And even if the Conference to be held in the sight of Mont 
Blanc is not being awaited with equal expectations and hopes in all parts of 
the world, even if the attention of some circles is mainly directed towards 
the almost simultaneously opening American-Western European tariff ne
gotiations, known as the “Kennedy-round,” it is beyond doubt that sighs, 
whispers and cries of “des affaires” may be heard from businessmen, econo
mists and politicians the world over.

True, the days of that other slogan, “Trade not aid!” voiced with such 
proud exclusiveness and embodying so many illusions of a few years ago, 
seem to have passed. It has been discovered since that, in the given market 
conditions and considering the differences in levels of development, which 
change so slowly that they too can be considered as given, trade in itself 
may be preferable to the lack or decline of trade—or of exports, to be more 
exact—but this alone is no sufficient “engine of growth,” a role it is un
able to fulfil in conditions of unfavourable trends in the terms of trade. 
The developing countries do need aid, aid of considerable proportions, but 
it is obvious that the industrial and commercial “entrepreneurs” of the 
developed industrial countries, entrepreneurial activity as a whole require 
aid too. This is indicated by the sequence of international negotiations that
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have taken place without interruption since the end of last year and are 
going on right up to the Geneva World Conference. This reference to a 
point of time is really quite arbitrary, since only a transitory, though icily 
silent, break separated explosively tense session of the Common Market 
at the end of 1963 from the negotiations fourteen months previously which 
ended with the memorable brusque rejection of the United Kingdom. But 
then too, like beforehand as well, the forced search for “affaires” in the 
hope of later “bénéfices” played an extraordinarily important role in West
ern policies; and in the wake of the controversies attending the large East
ern wheat purchases at the end of 1963, it can hardly be doubted that this 
element too has assumed a significant part in the decisive sector of world 
politics, that of East-West tension.

To complete the picture, one should mention the negotiations that have 
been carried on in the socialist camp, within the Comecon, at an increasing 
pace since 1963 and whose declared main objective has been the expansion 
of the mutual exchange of goods and, beyond that, the increase of trade 
with other countries of the world. Diverging as the social system, economic 
order and level of development of the various countries may be, the inten
sification of world trade is considered a central and decisive task of govern
ments everywhere. And it is a fact that without steps undertaken by the 
governments, entrepreneurial activity on the world market comes up 
against narrow limits and cannot unfold.

The importance of world trade is visibly on the increase, and so is the 
responsibility of individual governments to search for practicable ways in 
line with this increasing importance. The Eighth East-West Round Table 
Conference, which met in Moscow in December 1963, aware that the 
gravest economic problems of our times are rooted in the arms race, the 
delay of universal disarmament, the situation of developing countries and 
the harmful measures motivated by the cold war, unanimously demanded, 
among the international measures capable of being immediately put into 
practice in order to introduce disarmament and to ease tension, that all 
restrictions hampering trade, finance and international credits by invoking 
political discrimination or strategic considerations should immediately be 
abolished, and it called on the governments of all countries taking part in 
the United Nations World Trade Conference to carry this out. Taking a 
stand on behalf of peace, the Round Table Conference did not fail to em
phasize that it attributed great importance to the free development of 
world trade as a means of peaceful and friendly contacts among nations.

The writer feels that the causes of this increased importance of world 
trade in our time are worth serious thought. Taking the world as a whole,
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this process has not been brought about bp some acute crisis, by a situation 
like that of three decades ago, when for years the volume of world trade 
seemed to be falling irresistibly towards zero, at a rate reminiscent of the 
greatest known catastrophies of history, and this breath-taking fall compelled 
everybody to turn his attention to this sphere. Now, on the contrary, world 
trade is constantly, if not evenly, increasing; since the 1958 slackening its 
volume has grown year after year. The London National Institute of Eco
nomic and Social Research wrote in its last report:

“Taken as a whole, 1962 was a fairly satisfactory year for world trade 
and payments—as it was for the increase in production in the industrial 
countries. Trade expanded normally; there was a reasonably good balance 
both between industrial countries and primary producers and among the 
industrial countries individually. But total world reserves increased very 
little, and the situation worsened for some primary producing countries 
already in difficulties.” (National Institute Economic Review, No. 23-— 
February 1963, p. 36.)

The value of world trade increased in 1959 by 6 per cent, in i960 by 
12, in 1961 by 4 and in 1962 by 5 per cent. The 1963 increase is also esti
mated at at least five per cent. The report quoted above admitted that the 
situation of the developing countries was unlike that of the industrially 
developed ones and that their crisis had become almost permanent; it was 
this permanent character that had caused the worsening of their position 
to the point where it could now be considered untenable. Yet, it cannot 
be said—and the above-mentioned resolution of the Round Table Con
ference referred to this—that the position of the developing countries form
ed the one focal point of the growing interest in the problems of interna
tional trade. Elsewhere too, throughout the world, there are causes operating 
in the same direction.

If we compare the increase in trade with that in economic activity—and 
with the Gross National Product, which gives expression to the latter—we 
again find no reason for the growing importance of international trade. 
There has been no great disparity, no sudden change between the two indi
ces ; these curves of development follow each other quite closely and are un
likely to cross each other. However, the picture presented by national in
come is insufficient for an understanding of the real position; the structural 
changes hidden by it also have to be examined. The importance of services 
is growing in the economic activities of developed industrial countries. 
In the United Kingdom, according to the above-mentioned report, the num
ber of workers and employees in service industries approximately equals 
that of those employed in the whole secondary industry. Of this trend the
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report has this to say: “The labour force in distribution and other services 
will probably go on rising—it has after all risen every year in the past dec
ade”. (L.c.p. 21.) It has further to be taken into account that the number 
of public employees—civil and military—is steadily increasing. In the Unit
ed States the change to the detriment of those engaged in direct production 
and in favour of those employed in services has been even more emphatic 
in the last ten or twenty years than in Great Britain. This is evidenced, for 
instance, by the fact that, while the value of all purchases in the United 
States grew by 9.6 per cent between 1956 and 1961, the value of services 
increased by 22 per cent in the same period; in 1962 the citizens of the 
United States spent more than one third of their income on services. How
ever, the share of services in the national income consists in most countries 
overwhelmingly of internal services, save in those countries where tourism 
from abroad plays an outstanding role. The reverse side of the coin is pre
sented by the increasing concentration of industrial production (and of trade 
in agricultural products). This process of concentration has brought about 
immense changes in the structure of production. Research into economic 
history has, for instance, found that in Germany and France, before World 
War I, 95 and 98 per cent respectively of all industrial and mining enterprises 
employed less than ten persons! Large enterprises had also been formed, 
of course; yet a certain historian wrote of the Germany of the beginning 
of this century that “modern economic development had transformed 
the top structure of the German economy while everything beneath it 
still remained medieval,” * which may have been a conscious but not 
quite unfounded exaggeration. The same contradictory picture could be 
applied to France and many other countries of Europe.

Fragmented small-scale production did not, of course, turn towards the 
world market; its prosperity was based on home consumption—until the 
home market was taken over by large-scale industry. When this occurred— 
slowly between the two wars and with stunning rapidity since the Second 
World War—it collapsed and its representatives were absorbed by other social 
strata. Industry, concentrated in larger and large plants, sought and seeks 
by all means to expand in the direction of an external market that is of 
the same fundamental importance to it as the internal market used to be 
to small-scale industry. The structural social change caused in modern so
ciety by the development of modern technology, the direct practical appli
cation of scientific achievements, the science of business and work organi
zation and the prevalence of the entire outlook of the “economies of scale”

* Alexander Gerschenkron, Economic Backwardness in Historical Perspective, Harvard University- 
Press, Cambridge, Mass. 1962., p. 64.
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—a change that eliminates the small production unit—is by its very existence 
oriented towards exports, especially in relatively small countries. And, in 
this context, every country is “relatively small” that is smaller than the 
Soviet Union and the United States. The share of these two in world trade 
corresponds to this. In 1957 the Soviet Union had a share of 42.8 per cent 
in trade within Comecon, in 1962 only 39.6 per cent. The share of the 
United States of America in world exports was reduced in the same period 
from 16.3 per cent to 15.2 per cent; ten years earlier, in 1947, it had been 
30.8 per cent.

From the above I think we may now draw some conclusions. The generally 
increasing share of national income that comes from services is indifferent 
as far as international trade is concerned, and is of little significance in it. 
The generally decreasing share that comes from production is, in conse
quence of the concentration that has taken place in the last decades, much 
more oriented towards exports, and its “bénéfices,” often even its existence, 
depend on the results it is able to achieve in foreign markets. This applies 
especially to smaller countries, the area, market and resources of which 
are insufficient for the growing demands. Let us quote two British authors 
to illustrate this thesis:

“There are a number of cases in which the size of the British home market 
is apparently too small to encourage rapid progress. . .  In certain industries 
the British market is not big enough to encourage the growth of specialist 
producers of equipment—who themselves might have created new possi
bilities of progress.” *

Large-scale industry, increasingly interested in exports, exerts an in
fluence on governments and demands of them policies that ensure the 
opening up of external markets. In doing so, however, it also deprives it
self, with rare exceptions, of the possibility of excluding foreign competition 
from its home market. Do ut des—the logic of things is implacable, though 
the results are not always something to rejoice over. From this analysis 
the conclusion has to be drawn that the process of growth in world trade 
will continue, unless it is interrupted by some grave crisis—whether of a 
political or economic nature. In consequence, the struggle for better posi
tions will continue too, and it can be assumed that sooner or later industrial 
circles in the United States also will demand a share in international trade 
more energetically than hitherto.

$

* C. F. Carter and B. R. Williams, Industry and Technical Progress, Oxford University Press, 
London, 1957, p. 155.
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Beyond doubt most of the foregoing also applies to the socialist countries, 
including Hungary. Here too large-scale industry has swallowed up small 
production units and in some branches of industry it has reached a scale 
that exceeds the capacity of the Hungarian market. This applies first 
of all to the most dynamically developing branches of industry—the 
machine and chemical industries and the plants supplying them with 
materials and with semi-finished products. Here too with the growth of 
prosperity the role of services gets increased importance; this role at the same 
time demands the development of contacts with external markets in the 
sphere of industrial production. The scarcity of raw materials in Hunga
ry, which has been referred to repeatedly in these columns, is a further 
contributory factor. This augments the volume of our imports year after 
year and results in Hungary’s having to increase its imports by between 2 
and 2‘/ 2 per cent for every growth of one per cent in production, which is 
a more unfavourable ratio than is the case with Great Britain or the Ger
man Federal Republic.* It goes without saying that an import-sensitive econ
omy must be export-sensitive as well, since it can pay the bill only by 
exporting goods and services. As in the case of every other country, a defici
ency in the balance of payments induces Hungary too to increase her ex
ports.

Although Hungary exports mainly to the socialist countries, her export 
orientation extends to all regions of the world market, where it has to over
come numerous new problems; some of these derive from domestic devel
opment, but most from the attitude of the markets in question. We do 
not wish to refer here to oft-repeated political and economic issues. Nor is it 
necessary to enumerate all the discriminatory measures with which Hungary 
is faced not only in the United States, where-—for the time being, but per
haps not for long—they represent a hardly disguised government policy, 
but in a number of Western European countries too, where they are prac
tised in a more discreet, more hidden form. It would be of little purpose, 
finally, to join battle here with the equally well-known and oft-repeated 
arguments that are advanced in the West against the foreign trade monopoly, 
tariff and price system and allegedly “arbitrary” marketing policy of the 
socialist countries. All of us would gain by regarding this debate as closed 
and by mutually accepting unalterable facts.

Let us rather try today to throw light on an aspect of international econ
omic relations that is seldom dealt with in economic literature despite 
its important role in practice. These relations are maintained by institutions, 
offices, and governmental agencies, yet they are established and operated

4 See Imre Vajda, Prospects of Hungarian Trade, The New Hungarian Quarterly, Vol. IV, No. 11.
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by human beings; and their manner of operation, their success or failure 
depend, in their numerous details, which together add up to a considerable 
factor, on the attitude of those who run them.

Capitalist development gave rise to the generally accepted, positive-—in 
some theories, such as Schumpeter’s, even exaggerated—appreciation of 
the “entrepreneur” and of entrepreneurial activity; this social attitude 
did not, of course, come into being at one go, but was the result of a long 
process, just as capitalism itself needed centuries to unfold fully and to 
have its system accepted. The opinion expressed by Augustin Thierry, in 
his book on the Third Estate,* about the general tax-farmers (fermiers 
généraux) of the ancien régime, the principal entrepreneurs of that era, is 
characteristic. They were hated and despised, their existence itself was a slap 
in the face of all established moral norms—yet they flourished, rose in social 
status and carried on their enterpreneurial activities with irresistible energy. 
"Toujours maudits et toujours nkessaires,” Thierry wrote of them, until 
finally the evolution of the economy transformed the ethics of the period 
to fit its own image. The enterpreneur remained “maudit” only in the eyes 
of those whom he exploited, but otherwise he became, according to Schum
peter, the hero of the bourgeois order, and it was for his sake and profits 
that wars were fought, nations subjugated and ideologies created.

In socialist society enterpreneurial activity and innovation, “creative de
struction, ” are the tasks of the state. And this society would not be socialist, 
would have to deny the laws of its own origin—the negation of the capitalist 
social order—if it did not reject the capitalist order of values, including the 
hero-worship of the multi-millionaires who made their way to the top through 
the misery and destruction of tens of thousands and whom Schumpeter- 
ranking them with the farmers whose toil made the wild west productive— 
modestly and not ignorantly called “entrepreneurs.” As a result, the first 
“entrepreneurs” of the socialist state, the first heads of its enterprises, inevit
ably considered themselves the negation of their capitalistic predecessors; 
this point of view was naturally dominant also in their selection.** A problem
atical situation arose especially in foreign trade, where contact between 
the managers of socialist enterprises and their capitalist business associates 
became cumbersome and was characterized by a mutual distrust and reluc
tance that sometimes led to mutual contempt.

* Essai sur l’histoire de la formation et du progres du tiers état Paris, 1856/I, pp. 108—n o ,  Gerschenkorn, 
op. cit., p. 59.

5 4 It would be interesting to examine the type of socialist “entrepreneur" and the problems attending 
them, in the framework of the whole economy. In this study, the author has had to forego such an anal
ysis and to restrict it to the heads of enterprises active on the world market, in their capacity of socialist 
entrepreneurs.



3o THE NEW HUNGARIAN QUARTERLY

Negation, however, is hardly an adequate basis for a leading position in soci
ety, which, on the contrary, sets positive demands involving positive atti
tudes and corresponding norms. These norms not only express what the indi
vidual vested with a certain role—in this case the manager of socialist foreign 
trading enterprises—is not (he is not a reckless entrepreneur in the “classical” 
capitalist sense of the word, who is after personal enrichment and power, 
nor is he a grey, faceless figure afraid of personal initiative and eternally 
waiting for instructions from his superiors); they also express what he is, 
though, of course, in a less final, less unequivocal, less concrete form, seeing 
that it took a century for capitalist society to give birth to the negation and 
that the new society has had less then twenty years in which to formulate 
a positive norm. Yet, we already see the outlines of the new requirements, 
together with the personalities that recognize and approach these require
ments and in whose attitudes they take shape. We know that the absolute 
opposite of the egotistic incarnation of the “entrepreneur” is not practicable 
under the conditions that have evolved thus far; and we expect of the 
socialist “entrepreneur” too a combination of personal initiative and in
novations in the interests of the national economy, of his enterprise and, 
within this, of himself.

In order to be successful he has to be aware that he is a factor in a rather 
complicated, interdependent social (not only economic) mechanism and that 
he can achieve real results only if his activities as “entrepreneur” clash as 
little as possible with the needs of socialist society; at the same time he has 
to pay attention to the special position, circumstances and interests of the 
country or enterprise with which he is dealing. Just the same, this is enter- 
preneurial activity, a purposeful concentration of will and independence 
within recognized limits—an activity that differs essentially from the ex
ecutive, administrative, bureaucratic activity necessary to complete it.

It cannot be asserted that a social mechanism capable of ensuring complete 
unity of interest and initiative on all levels has as yet been created or that the 
perfect entrepreneurial type outlined above has come into being. Only an 
approach to the optimum is possible, and this optimum is in itself a historical 
category subject to changes. It is obvious, e.g., that the more developed and in
volved the production machinery underlying foreign trade and the more pre
cise the supply and processing of data, the easier it becomes to determine the 
advantageous variants of economic decisions; at the same time the initiative 
and innovating role of the individual in socialist “entrepreneurial activity” 
will grow. It is equally obvious that this initiative will not be unrestricted 
and that the laws and needs of socialist society will effectively limit it.

The author trusts it will not be taken amiss if he expresses his conviction



WORLD TRADE AND HUNGARY 31
that the “entrepreneur” of the market economy in the West is also no 
longer the same as he used to be in the classical era of this type. His 
arbitrariness is no longer boundless; he too has to recognize the complex 
needs of society—in this case, capitalist society—and to adapt himself to 
them, even if he tries to circumvent these limits. The two sketchily de
scribed types no longer oppose each other as rigidly as at the beginning 
of their contact and at their parting of company, and it is to be hoped 
that their roles and tasks may bring them closer together in some spheres 
of cooperation, nevertheless, the basic difference between the two will re
main, since it is inherent in the socialist and capitalist regims. The socialist 
“entrepreneur” acts and exercises his initiative on behalf of society as a 
whole and of the entire economy. The capitalist “entrepreneur,” on the other 
hand, acts mainly in his own interests—in which he has the approval of his 
own social system—but governmental measures seek to confine his actions 
within the framework of the general interests of society.

$

There is every indication that Hungarian foreign trade is approaching 
an important turning point in its development. In recent years, including 
1963, the country’s imports have increased rapidly. The structure of the 
economy, the demands of rising consumption, the situation of the world 
market and the experiences of other countries all indicate that restriction of 
imports provides no solution. Such restrictions may have deflationary effects 
and lead to a recession, which a circumspect economic leadership consciously 
husbanding the country’s resources, especially in a socialist planned economy, 
must and can avoid. Economic growth is a demand of our era that is so 
unequivocally accepted and corresponds so fully to its needs that it cannot 
be renounced under any circumstances.

The problem must therefore be solved not by retreat but by bold advance, 
by greatly increased activity on the world market and by a wide expansion 
of the country’s exports. To meet it, a new type of socialist entrepreneur 
is needed, whose tasks and possibilities the author has sought to sketch here 
in their general, sociological outlines. It is his modest hope that he will 
thereby contribute towards their further development, in the spirit proclaim
ed by the Round Table Conference:

“We attach great significance to the development of all potentialities of 
world trade as a means of strengthening peaceful and friendly relations be
tween nations. The improvement which has recently taken place in interna
tional political relations should provide the basis of a great and imaginative 
breakthrough in the field of trade and economic development.”



PROBLEMS AND PROSPECTS 
OF WORLD TRADE U N D E R  
PEACEFUL COEXISTENCE

by

R Ó B E R T  H A R D I

i

The growth of the forces of production and the development of the 
international division of labour over the past years have given 
rise to an important increase in international trade. The factors 
that have brought the problems of world trade to the fore in the 
present era are analysed in detail in Professor Imre Vajda’s paper on the 

subject.* International trade has become one of the driving forces in 
the growth of national economies, particularly in the case of small coun
tries. Their inconsiderable territory with its limited interior markets 
compels the small countries to join in international trade with a view 
to ensuring the efficient and rational production of their industries, while 
the restricted range of raw materials at their disposal forces them to cover 
the raw-material requirements of their industries through imports. Hun
gary too may be ranged with these countries, as illustrated by the fact 
that exports account for some 32 per cent of its national income and 
that its raw-material needs—other than bauxite and lignite—must be 
met largely by imports. The effect of international trade and its trends on 
the Hungarian economy is thus considerable, the country’s balance of inter
national payments is basically determined by the exchange of goods, and the 
living standards of the population are to no small degree dependent on ex
ternal trade.

It is thus comprehensible that economic circles in this country should 
pay great attention to trends in international trade, analyse its development 
and draw appropriate conclusions from it.

On the part of Hungary the preparatory work for the World Trade and 
Development Conference was carried out by a National Preparatory Com
mittee composed of theoretical and practical economists.

Beyond its importance in the economic sphere, great political importance
* See the preceding article of the present issue.
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is also attributed in this country to the World Trade and Development Con
ference, because under existing conditions the economic domain has become 
one of the main fields of international cooperation on the one hand and of peace
ful economic competition between countries with different political systems 
on the other. The World Trade and Development Conference too should, 
accordingly, take place in the spirit of peaceful coexistence and deal with 
all problems hampering international trade. For the same reason the program 
of the Conference cannot be restricted—as certain groups would have it—to 
a discussion of those questions, most important in themselves, that relate 
to assistance to developing countries and to the more intensive participation 
of the latter in world trade, but must also deal with other obstacles to the 
development of international trade, including East-West relations. Besides, 
these two sets of problems are interrelated, as an increase in aid to developing 
countries will depend on the removal of barriers to East-West trade.

2
The theses discussed at the Bellagio conference have made it clear that 

some of the barriers to East-West trade have a direct bearing on trade 
between the developing and the socialist countries. The participants in the 
conference were unanimous in the view that these barriers should be re
moved and that fostering East-West trade was in the common interest of all 
parties concerned. In addition to other advantages, this would provide a 
much broader basis for the future development of world trade.

It would be a practical manifestation of the principle of coexistence in 
economic life if, instead of imposing the trading norms of one group or 
another, uniform rules for international trade could be agreed upon—rules 
that would take into account the differences between the various socio-econ
omic systems, facilitate reciprocal adjustments and lead to a more exten
sive international division of labour than now prevails.

So far these views have not yet gained general acceptance. Leading econo
mic circles in some capitalist countries are still reluctant to acknowledge 
their soundness. Trade between the advanced capitalist countries undoubt
edly accounts for the major part (some 67 to 68 per cent) of present-day 
world trade. Some Western economists and politicians therefore consider 
the norms developed in the trade between Western countries as valid for 
trade in general and wish to see them applied in world trade as a whole. 
Besides the general rules they would admit exceptions only with the reserv
ation that some countries are still unable to adopt the norms developed 
in Western trade but are, nevertheless, steadily drawing nearer to them. 
Such views are irreconcilable with the idea of coexistence, for they fail to

3
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recognize that there are social, economic and political groups that do not 
find these norms to their advantage and wish to adhere to their own socio
economic standards. Far from regarding their own norms as an exception, 
these groups consider them as entirely different from the Western ones and 
have no intention of approaching or reaching the latter.

The countries which apply norms different from the Western ones—i.e., 
the socialist and the developing countries—handle 32 to 33 per cent of 
world trade and constitute some 80 per cent of the countries participating 
in it. Such a large proportion of economic practice differing from that of the 
advanced capitalist countries can obviously not be treated as an exception.

From what has been said it follows that, once the coexistence of different 
social, economic and political systems has been accepted, general rules 
cannot be aimed at, especially when one bears in mind that the same regula
tions would have entirely different consequences in the case of different types 
of economy. Thus, for example, the Bellagio conference, while recognizing 
the soundness of the principle of doing away with protective tariffs in West
ern trade, did not hesitate to advocate protectionism in developing coun
tries as the only means of strengthening young industries.

Any refusal to accept the principles of peaceful coexistence constitutes 
a grave obstacle to the development of East-West trade. This is demonstrated 
by the fact that the circles opposed to peaceful coexistence—now, fortu
nately, only a minority—are doing their utmost to sustain the embargoist 
atmosphere of a cold-war phase that belongs to the past. These efforts con
tradict the spirit that has brought about the World Trade and Development 
Conference. The increasingly marked shift towards an international detente 
will presumably help to liquidate such cold-war arguments and lead to an 
increase in the volume of world trade through an increased exchange of 
goods between East and West.

Among the East-West problems the World Trade and Development 
Conference will have to deal with are those arising from relations with the 
closed economic groups in Western Europe and for which a solution must 
be sought. The discriminative measures now endangering these relations 
must be eliminated on the basis of the principles of equal rights and mutual 
advantages. This applies primarily to relations with the Common Market, 
whose measures endanger the further development of an already important 
volume of trade.

3

The second group of subjects to be dealt with at the World Trade and 
Development Conference relates to the problems of the developing countries.
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In the domain of external trade these countries have to struggle with grave 
difficulties. A detailed analysis of these problems lies beyond the scope of 
the present article; I wish therefore to touch only on a few questions.

In the developing countries 90 per cent of income derived from external 
trade come from primary "basic materials. This fact admits of two conse
quences, viz.,

a) that trends in raw-material markets will continue to play a decisive 
role in the successful realization of development plans of the countries in 
question, and

b) that—as raw-material exports in themselves will not go a long way 
towards improving the economic position of these countries—their main 
target should be diversification of the economy and acceleration of the rate 
of increase.*

An analysis of data pertaining to the past ten years reveals that the trend 
in the terms of trade has been continually adverse to producer countries, 
with exchange ratios steadily deteriorating. A solution of the problem was 
sought by the developing countries in the so-called commodity agreements. 
These have, however, largely failed in the past owing to inadequate control 
of supplies. Attempts at maintaining prices by means of stockpiling proved 
a failure because of lack of financial means, while industrial recessions brought 
about particularly heavy stock accumulation. Unrelated study of the situation 
of the various commodities has also brought about difficulties. No appreci
able benefit has thus resulted from the commodity agreements. The con
ferences dealing with aid to developing countries nevertheless see some 
limited possibilities for the successful operation of such agreements.

This will, however, depend on cooperation between producer and con
sumer countries, which should be stipulated in the agreements. It is, more
over, of primary importance that the agreements should be worked out 
with circumspection and in great detail, on the basis of international cooper
ation. It must also be taken into account that an increase in the price of any 
commodity may be instrumental in speeding up the development of substi
tute materials.

Finally, it will be necessary for the developing countries to cooperate 
in the field of raw-material policies and to coordinate their individual de
velopment plans.

The socialist countries, whose economic development is based on long
term planning, may be able to render the developing countries considerable

* According to UN estimates (World Economic Survey, Part I) it would require an annual increase 
of about 4.7 per cent in real income throughout the 1960’s, reaching a rate of 5 per cent by 1970, to 
improve the economic position of developing countries. In raw-material exports, on the other hand, 
only a 3.7 per cent annual increase can be expected for that period.

3*
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assistance in this field. The import requirements of the long-term national 
economic plans may ensure the developing countries large-scale and realiz
able export possibilities. Coordination of the long-term plans of the socialist 
countries with the production programs of the developing countries is another 
type of possible cooperation.

4

The commodity-agreements tackle the problem of regulating raw-material 
markets from the angle of supply restriction. Another approach could be 
the stimulation of increased demand.

The latter method will generally prove more expedient. Growing commod
ity exports will contribute to increased income from exports in the devel
oping countries, and this, in turn, will secure the importation of goods 
and equipment necessary for their economic advance. Economic policies 
in the advanced Western countries have so far but rarely appreciated the 
urgent necessity of helping the developing countries by expanding their 
export markets. To achieve this end the capitalist countries should gradually 
lift customs duties that hinder raw-material exports from developing coun
tries. High taxes having a depressing effect on the level of home consump
tion should be abolished. In the various gatherings preparatory to the World 
Trade and Development Conference it was repeatedly urged that in the 
agricultural policies of Western Europe and North-America the emphasis 
should be shifted from subsidies to income-stimulating measures. These 
and similar steps that would ensure a shift in the industries of the ad
vanced countries towards those branches in which they enjoy certain compara
tive advantages could help to expand the markets in the advanced countries of 
a whole range of important commodities coming from the developing coun
tries, such as cane sugar, oil-seeds, vegetable oils, etc.

Steadily rising standards of living in the socialist countries may also 
contribute considerably to the growing volume of trade in raw materials and 
tropical produce. The socialist countries, including Hungary, have had 
very little direct contact with these countries and have traded with them 
mainly through Western channels. Now, with the establishment of political 
and economic relations, it has become possible to conclude long-term raw- 
material agreements that would provide the developing countries with a 
stable and steadily growing volume of exports. The socialist countries are, 
moreover, prepared to undertake the necessary steps, made possible by the 
interior structure of their economies, to stimulate imports from the devel
oping countries. First among them would be a decrease in the prices of trop
ical products on the home markets, resulting in increased demand. Price
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decreases of this type have recently taken place in a number of socialist 
countries. In Hungary a decrease in the price of coffee has, for instance, 
brought about a too per cent increase in the volumn of sales. In addition, 
there is a growing propaganda in favour of tropical produce. Thus efforts are 
being made in the U. S. S. R. to increase coffee sales by the introduction 
of new blends and the preparation of coffee extracts.

5

The principal problem of developing countries consists, as has been pointed 
out, in the diversification of their economies. So far their efforts to achieve 
this go in two directions.

On the one hand, they are setting up home industries to replace im
ports, while, on the other, they pay increased attention to developing 
their export industries. From the viewpoint of economic development 
both measures can be justified. In the present stage import-saving invest
ments are more frequent, as export possibilities are rather uncertain and 
often run up against the commercial policies of other countries. Special 
care should be taken to avoid the setting up of industries where products 
may not find an adequate demand. To secure exports it has been proposed 
that the industries of advanced countries should switch from the production 
of labour-intensive consumer goods of simple technology to that of more 
capital-intensive and more complicated goods and cover their requirements 
in the former commodities through imports from the developing countries.

The successful implementation of this idea depends on whether the 
advanced countries are prepared to facilitate the exports of the developing 
countries by appropriate measures in the sphere of import policies (cus
toms duties, quotas, etc.). Although finished and semi-finished industrial 
products now only account for 14.1 per cent of total exports from developing 
countries, they are the most dynamic group as regards rate of increase. From 
1955 to 1961 the export of industrial products has increased by 4.3 per 
cent. The secretariat of the ECE has carried out computations concerning 
the prospective trend of the developing countries’ industrial exports. By 
1980 these exports are expected to reach a value of 15,000 million dollars 
as against 2,000 million in 1954, a rise of 650 per cent.

In diversifying their industries the developing countries are greatly assisted 
by the socialist countries.

Exports from socialist to developing countries consist mainly of capital 
goods. Long-term credits granted by the socialist countries are primarily 
for building up state-owned industries. Nor are the socialist countries averse
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to fostering the industrial exports of developing countries. At present, the 
proportion of industrial imports by the socialist countries is still low; in 
i960 the share of semi-finished and finished goods in their imports from 
developing countries was 8 per cent, while in the case of imports from ad
vanced capitalist countries the corresponding percentage was 15. It should 
be born in mind, however, that the share of consumer goods is low also in 
trade between the socialist countries. Yet, long-term contracts can in the 
future secure a more stable and rapid rate of growth for the exports of devel
oping countries than is provided by the capitalist countries. Consideration 
is also being given to the possibility of creating a mutually advantageous mar
ket on the socialist countries for certain actual or potential export commodi
ties of the developing countries. Appropriate forms of enterprise, conform
ing to the requirements of the developing countries, are being sought for 
exports based on what is called progressive assemblage (i.e., the utilization 
of local semi-finished and finished goods in production), a possible form 
being that of joint enterprises.

Mention should, finally, be made of the technical aid the socialist coun
tries have so far rendered and will continue to render in helping to industrial
ize the developing countries. Highly qualified specialists are being made 
available and technical as well as scientific personnel is being trained. Exten
sive cooperation in all spheres of economic life can be furnished, thus assist
ing the developing countries to organize their economies and to overcome 
their growing pains.

6

The establishment of an organization able to ensure the implementation 
of the program here outlined is an objective of primary importance. It 
should be realized that expansion of world trade, intensification of contacts 
between East and West, and assistance to developing countries will raise 
a set of economic and development problems of special character, calling 
for energetic and coordinated treatment. The existing international organi
zations are ill-suited for the purpose, as they adhere to the norms of trade 
between economically advanced countries. A case in point is the principle 
of reciprocity, which cannot be enforced in trade with developing countries, 
compelled as they are to protect their rising industries and to resort to 
restrictive measures because of difficulties in their balance of payments. 
They also have to assist their young export industries to overcome disad
vantages resulting from lack of experience, initial development and lim
ited sphere of operation. The developing countries should also be allowed 
to discriminate in each other’s favour when they aim at liberalizing trade in an
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area of considerable extent. It was on the basis of these and similar consider
ations that the Moscow round-table conference put forward the proposal 
to set up a world trade organization within the framework of the United 
Nations.

This new organization would have the task of removing the obstacles 
to the development of international trade and of ensuring the most favour
able conditions for developing countries in expanding their agricultural and 
industrial production. This new agency would not replace GATT and other 
existing international organs; besides coordinating their activities it would 
assume responsibility for a whole range of tasks that have been neglected.

Last but not least we must speak of the disarmament issue. A reduction 
in the proportion of resources devoted to military purposes as a consequence 
of the easing of international tension would open up new vistas for all 
countries. It would also make an increase in economic aid possible. Although 
a slackening in the demand for strategic materials might in the short run 
sensibly affect the countries supplying them, appropriate measures to main
tain the developing countries’ capacity to import from the industrial countries 
would, even if income from raw-material exports were to decline, go a 
long way towards helping both groups to overcome the difficulties of the 
transition period.

The World Trade and Development Conference will be called upon to 
solve problems of major importance. The present détente in international 
relations inspires the hope that it will succeed in laying the foundation 
for a large-scale offensive in the realm of international trade and economic 
development.



TWO FORMS OF E C O N O M IC  
COOPERATION

We are publishing two articles, representing two points of view in the debate 
on economic integration. In the first article Maurice Lambilliotte (Brussels) 
discusses present trends prevailing in the Common Market, auguring an “Open 
Europe.” György Talios, in the second article, points out one aspect of 
developments under the Council of Mutual Economic Cooperation: the efforts of 
socialist countries to exploit their raw-material sources in common thereby 
partially solving one of the vital economic problems—that of supplying their 
industries with basic raw materials.

(The Ed.)

OPEN EUROPE . . .

by

M A U R I C E  L A M B I L L I O T T E

The era in which the Rome Treaty envisaging the organization of 
a vast common market of six countries (West Germany, Belgium, 
France, Holland, Italy and Luxembourg) was elaborated was still 
that of the Cold War and of systematic mistrust towards any 
attempt at a relaxation of tension between East and West. The fact that 

this European Economic Community comprised countries that were all 
members of NATO was bound to increase the misgivings of numerous 
other countries who feared that this “Europe of the Six” would, under a 
pretext of defence, from the very outset assume an attitude of determined 
hostility primarily towards the countries of the socialist camp.
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It is not surprising therefore, that what could easily become a factor 

of increasing international tension (not to mention the dangers it held out 
of paralysing economic and other exchanges) should have encountered 
protest and suspicion in the East.

The famous European prosperity, which gave rise to the Rome Treaty, 
dates from 1955. Since then, many things have happened. Undeniably, 
the detente has been making headway and will continue to do so. Fortunately, 
the E. E. C. itself has not been impervious to the influence of this climate 
of detente. It has gradually opened up the possibility for Western Europe 
of being less committed to the policy of the United States—to a point 
where the United States, which, a few years ago, claimed the leadership 
of the West (unable to secure for itself an even more extended leadership) 
has been compelled to accept, in the economic sphere, a partnership with 
its NATO allies, organized in what is, at present, the “Europe of the 
Six.”

If the growing economic and financial independence from the United 
States has already succeeded in changing the outlook of the leaders of 
some E. E. C. countries, the rise in investments and the expansoin of 
trade (well beyond the boundaries of the Common Market) have shown 
that as soon as there is a relaxation of international tension economic 
factors assert themselves in all their irreversible force.

It was not unjustified to recall these facts, as they will permit the for
mation of a more objective opinion about the will that now exists to work 
for the establishment of an open Europe, instead of an economic bastion 
that is a mere counterpart of a political and military fortress.

To the various factors that have helped to transform gradually the in
tention and the very atmosphere of the E. E. C., one must add the growing 
realization (shared by numerous leaders in the West) of the necessity as 
well as the possibility of peaceful coexistence which, in turn, should devel
op towards an increasingly positive cooperation in the future. German 
industry, for instance, is no longer as closely tied up with the war indust
ries as it used to be, and it fully realizes the importance of the Central 
and East European markets (including that of the USSR).

Great Britain and some of the Benelux countries share the same optimistic 
view concerning the possibility of a more lively trade with the East. This, 
of course, is another influence helping to change the character of the 
E. E. C. There is no doubt that the multiple contacts between the states
men, the signing of trade and cultural agreements with the countries of
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the socialist camp—and even (although this may be no more than a symbol
ical act) the upgrading of legations to the status of embassies—indicate an 
unmistakable will for a detente.

The Common Market has thus been making progress. In June 1963, 
the International Centre for the Exchange of Ideas organized, in Brussels, 
a Colloquy on the Common Market. The representatives of the socialist 
countries also attended, as did delegates from India, Japan, Brazil and from 
North and Black Africa, in addition to those African countries (as well as 
the Malgasy Republic) which had earlier signed agreements of cooperation 
with the E. E. C.

At this Colloquy, which, through its very spirit, initiated a completely 
free exchange of ideas, the representatives of take socialist camp had an 
opportunity to voice their grievances and fears regarding the consequences 
of Common Market policies, should it choose to resort to more or less 
autarchic practices. Professor Imre Vajda’s interesting contribution to the 
debate attracted particular attention through its clarity and the pertinence 
of his arguments.

This Colloquy had no other purpose than mutual and frank information. 
It was of equal interest to the representatives of the Common Market 
Commission and the delegates of the countries outside it. It enabled the 
leaders of the C. M. C. better to appreciate the reasons for the mistrust 
so far displayed by the representatives of the socialist camp for a policy 
which until recently, one must admit, could easily be confused with some 
watch-words of the cold war.

*
No one would now think of minimizing the achievements of the E. E. C. 

and the considerable spur it has given, in the course of a few years to ex
pansion of the Old World’s entire economy. But it is in the sphere of in
dustry that progress has been the most rapid. This progress has far exceeded 
the most sanguine expectations.

This situation is easy to explain: the birth of a vast common market of 
more than 200 million consumers called forth a burst of confidence. There 
has been a massive investment of US capital in certain European industries. 
This has been followed by investments on an even larger scale from the 
countries of the Old World, and has called forth a substantial repatriation 
of capital which, alarmed at earlier signs of decline, had fled from Europe.

The investments have made it possible to modernize industrial equip
ment in most of the six countries in question, exclusively within the 
E. E. C. The production effort which led to this modernization has had 
other implications as well. It provoked, in most major sectors of industry,
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a policy of mergers on a European scale. One may safely say that this 
“capitalist” effort has, in itself, been as decisive as the customs measures 
taken and other arrangements made by the E. E. C. itself. This undeniable 
capitalist offensive has also been qualified as a setback for socialism and for 
the spirit of social and economic democracy that is, nevertheless, permanent
ly progressing in our countries. It would be just as futile to try to play 
down this powerful capitalist effort as it would be to overestimate its 
significance. As a matter of fact, the influence of the trade unions makes 
itself felt simultaneously with the prosperity of the common market; nor 
can the power of these workers’ forces be doubted by anybody. It has brought 
about a substantial wage increase and multifarious social advantages. It 
has also had other, perhaps less obvious, effects. We refer to the spirit of 
economic orientation, of programming and planning which, under trade 
union pressure, has forced most E. E. C. member states to curb the form
erly exclusive influence of capitalists in the allocation of investments.

Another idea of momentous consequences works in the same direction 
as this orientation; it is a prelude to planning and is liable to bring the 
economic structures of East and West closer together in the future. What 
we have in mind is the importance the majority of the governmets of the 
six E. E. C. countries will have to attribute to the sphaping of the economy 
of their own territories. Such a task, whose democratic character must be 
recognized by anyone having an inkling of the problems of modern economy, 
is certainly no evidence of a growth of capitalist influence. Capitalist con
centration, marked by the amalgamation of industries on a European scale 
is a prerequisite for the adaptation of up-to-date production units to tech
nical progress. What is more, it also confirms certain Marxist predictions. 
The greater the increase in the influence of the democracy of the workers 
—simultaneously with the growing power of the peasants and, in general, 
the consumers—the more the influence of Big Capital, which was all- 
powerful too long a perion of time, will diminish. The time not far off 
when the big industries themselves, while retaining certain characteristic 
features of private interests, will be obliged to participate in plans in
spired, above all, by the interests of the community.

❖

We have thought it interesting to trace this tendency, not in order to 
praise without reserve everything that has been done in the framework 
and under the impact of the Common Market but, on the contrary, to 
emphasize that even in Europe the spirit of socialism and of social and 
economic democracy is, slowly but irresistibly, gaining the upper hand.
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The mentality prevailing in the E. E. C. with regard to the developing 
countries may be considered another sign of this evolution. The assistance 
given these countries is increasingly effective and less and less conditioned 
by certain political necessities and considerations.

The fact that the European Economic Commumity—like any other 
living institution—is evolving and takes events and happenings, political 
and economic currents into account, proves that it is not a priori dominated 
by any particular system of thought or ideology. It is of an essentially 
pragmatic character. And perhaps this is all to the good in a world in 
search of itself and of its new structures.

Thus, the Europe of the Six is in full evolution. It has had its crises. 
The gravest was the one called forth by General de Gaulle’s speech of 
January 1963. This press conference terminated, in a rather brutal manner, 
the negotiations begun (with French consent at that) with Great Britain, 
which had officially announced its intention of joining the E. E. C. as a 
full-fledged member State. In the same speech, General de Gaulle expressed 
his aloofness and, at the same time, that of the Europe of the Six as regards 
the United States and its aspirations to leadership of the Western world.

The reactions provoked by the somewhat haughty attitude of the Presid
ent of the French Rebuplic are notorious. Some observers even thought at 
the time that the Europe of the Six would never recover from these 
skirmishes. General de Gaulle’s stand towards Great Britain and the United 
States seemed all the more inopportune as it was accompanied by the 
signing of a Franco-German pact of cooperation. This pact, signed in Paris 
with somewhat calculated pomposity, expressed, first of all, the views of 
General de Gaulle and Chancellor Adenauer. Far from consolidating the 
positions of France, this pact which the Germans themselves, especially 
since Chancellor Erhard took over, regarded as rather compromising, has 
contributed to France’s isolation from her Common Market partners.

The French have become aware of this isolation and, even more, of 
West Germany’s open preference for NATO as against closer union with 
France. General de Gaulee, nevertheless, came forward in 1963 with a 
veritable ultimatum concerning the E. E. C.’s agricultural policy to be 
determined by the end of 1963. There was a new alarm. Was the meeting 
of the Minister of Agriculture of the six E. E. C. countries, joined very 
soon by their Foreign Ministers, to result in a declaration of impotency? 
Some considered this inevitable. There was even talk of a forced “hibernat
ion” of the Europe of the Six. The possibility of a Ministerial Marathon 
was evoked, would come to an end only upon reaching a decision, whether 
positive or negative. In fact, the Europe of the Six, at the end of December
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1963, stood at the crossroads and had to make a choice that would deter
mine its destiny. The French envisaged a closer integration that would 
have given an actual priority to French agriculture on the markets of the 
Six. This would have involved a return to protectionism. It also meant an 
orientation towards a closed Europe and, what is more, towards a Western 
Europe of autarchic tendencies. Bitter and laborious discussions made a 
reconciliation of views possible. French and other agricultural producers 
have been assured more stable outlets, without the Europe of the Six 
having closed its gates to agricultural imports from other countries.

Two facts are worth stressing in connection with this December 1963 
meeting in Brussels. The Six, at last, reached an agreement on an agricul
tural policy that will go into effect by stages and will directly extend to the 
entire Common Market by 1970. Thanks to this agreement, the Six will 
be able to present a common front at the negotiations that are to begin in 
May 1964 with the United States and which are known as the Kennedy 
Round. While securing profitable outlets, inside and outside Europe, to 
European agriculturists, by means of an interplay of bonuses and various 
interventions, the Six have definitely voted for an open Europe that will 
no longer bow to autarchic trends.

For the agriculturists of the six countries this more organic European 
solution, which grants real powers to the E. E. C. bodies, is to a varying 
extent, a great stride forward on the road to increasing equality between 
their economic and social conditions, and those of industry. This is a 
momentous decision for the future. The common fund, whose important 
financial resources are to be managed by a European body—the E. E. C.— 
will not only secure profitable outlets for the agriculturists of the six 
countries in question, but will also make possible a more rational orient
ation of all animal and vegetable produce of these countries. The econ
omic and social progress awaiting the agriculturists of the Six will tend to 
reaise their living standards to those now provided by industry and trade. 
This, in turn, will convert them into a new market outlet.

£

True, the Europe of the Six is still very far from having found final 
solutions to its main problems. Nevertheless, it seems to have chosen the 
correct road for the future, that of an open Europe capable, perhaps, of 
playing a more active role in peaceful coexistence.

One is thus justified in saying that, at the end of December 1963, the 
Europe of the Six tore itself loose from its political roots, so closely bound 
up with cold war politics.



This open Europe will then be able to get ready to assume its traditional 
function of an economic complex devoted to the processing of raw materi
als; and, as a result, to engage in more intensive trade relations with the 
Third World and to providing more effective assistance in supplying 
economic equipment to the countries belonging to it.

As regards these two overlapping and complementary points the role of 
an open Europe as a future, yet dynamic, factor of trade with, expansion 
of and assistance to, the Third World and or a truly peaceful coexistence 
becomes even more evident. On this score a certain confidence is justified. 
Vigilance on the part of countries outside the common market must not 
diminish, of course; but systematic diffidence should cease. A detente, as 
prelude to peace, must pass through a psychological stage, above all that 
better mutual understanding and of a more positive desire for cooperation 
free of ulterior motives. We ourselves shall devote our efforts to this open 
Europe which already exceeds the limits of the six countries of the Rome 
Treaty, for we are convinced that confidence calls for confidence and that 
friendship between the peoples is also contagious.

4 6  THE NEW HUNGARIAN QUARTERLY

HUNGARY’S SUPPLY OF INDUSTRIAL 
MATERIALS AND T H E  C O M E C O N

by

G Y Ö RG Y  T ALLÓS

A special feature of Hungary’s foreign trade is that the importation 
of raw materials and semifinished products considerably exceeds 
their exportation. Raw materials and semifinished products con
stitute, according to the average figures of the second Five-Year 

Plan (1961-1965), about 63 per cent of Hungarian imports and only 21 
per cent of exports. These figures illustrate the fact that Hungary’s stock 
of raw materials is extremely limited: the country’s domestic sources are 
especially scanty in respect of fuels, energy, non-ferrous metals, ores (ex
cept bauxite), wood, as well as raw materials required for the textile and 
leather industries. The supply of raw materials is particularly inadequate 
in the processing industries, and it is obvious that only international adjust-
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ment can remedy the situation. It follows from the existing disproportion 
that Hungary has to pay for the excess of imported raw materials by export
ing other articles, such as industrial goods and manufactures of agricultural 
origin. The products of our machine and light industry constitute, ac
cordingly, about 55 per cent, those of the agriculture and food industry 
23 per cent of Hungary’s total exports (averages of the second Five-Year 
Plan).

A

Importation and exportation are—as everywhere—closely interconnected 
categories, governed by existing conditions of production. Without buy
ing the lacking raw materials abroad, it would be impossible to maintain 
and develop production. On the other hand, without selling to foreign 
clients commodities that satisfy their requirements it would be impossible to 
obtain the necessary raw materials. These ideas are set forth in “Fundamental 
Principles of the International Division of Labour,” a document adopted 
and published by Comecon. The document points out: “The division of 
labour must insure that each country be in a position to market its speci
alized products and to acquire all necessary raw materials, other materials 
and commodities.” It is in pursuance of these principles that the Comecon 
countries have developed their economic cooperation and consolidated their 
foreign-trade relationships during the last 15 years. One of the most no
table results of Comecon is to have permanently solved most of the prob
lems regarding the power supply and raw-material shortage of a number 
of member countries, including Hungary. This arrangement, based on the 
socialist system of planned economy, called for a multilateral adjustment 
of carefully estimated demands and the conclusion of corresponding long
term foreign-trade agreements. All these operations were governed by the 
principle of mutual aid and the widest development of productive forces 
in the participating countries.

Hungary has to import much of the raw materials and semifinished arti
cles required by heavy industry, and even more of the primary materials 
(62 to 65 per cent) needed in the light industries. According to the average 
of several years, about two thirds of these imports come from the Comecon 
countries. However, the picture becomes much more instructive if we con
sider only those basic commodities without which industrial production is 
unthinkable. For instance, Hungary’s entire import requirements of crude 
oil, coke, electric power, coal and natural gas, 90 per cent of the lacking 
wood material and 70 per cent of the necessary cotton are obtained from the 
Comecon countries. Moreover, the regular supply of these commodities



from the socialist countries covers a notable quota of Hungary’s home con
sumption.
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Hungarian imports from  the Comecon countries in percentages of home consumption

1955 i960 1963
(preliminary figures)

Electric power 4.5 5-4 8.2
Coal H -7 10.6 I9.4
Iron ores 73-8 71.0 72.4
Fir and pine timber 59-4 44.0 74-7
Crude oil H -5 53-9 47-3
Cotton 51.0 83.7 64.6

It is planned to increase the volume of imports in the coming years, along 
with the progress of the national economy. Hungary’s requirements of fuels 
and power, for instance, are expected to show an increase of approximately 
70 per cent in the next decade. This raises, of course, the problem of in
creased imports, but most of the surpluses for this purpose have already 
been foreseen in the course of preliminary negotiations with the interested 
socialist countries.

$

Development of productive forces goes hand in hand with a modification 
in the types of goods produced, so that foreign trade is subject to constant 
structural changes. This is especially true of socialist countries. Rapid in
dustrial progress in these countries involves not merely quantitative increases 
but also the production of new commodities and the establishment of new 
industrial branches, resulting in a rapid and radical change in the nature 
of imported and exported goods. This process, although based in all Comecon 
countries on socialist industrialization, is governed by factors that vary 
from country to country. Those richer in raw materials have, for instance, 
to choose between expanding their processing industries in order to utilize 
all or most of their raw materials and reserving a part of the latter for in
creasing their export trade. Apart from natural economic considerations the 
possible or expected mutual assistance also plays an important role in the 
decision taken.

It is a noteworthy feature of such cooperation that the Soviet Union’s 
share in the exports of raw materials and semifinished goods to the other
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Comecon countries considerably exceeds the average. While Hungary’s 
imports from the Soviet Union will have grown to three times their initial 
value by the end of the decade 1955-1965, the total of her imports will 
have doubled and that of her imports from the other Comecon countries 
will show an increase of 80 per cent during the same period. Of course, the 
Soviet Union has incomparably more raw materials and reserve stocks than 
any other socialist country. On the other hand, it could amply utilize all 
its raw materials at home; moreover, the exploitation of raw materials—in 
the Soviet Union and elsewhere—requires investments that are more costly 
and must be immobilized longer than is the case in the processing industries. 
The great value to Hungary of her foreign trade with the Soviet Union 
is revealed by its very structure.

It is characteristic of the foreign trade of all Comecon countries that, while 
the volume of raw materials and semifinished products increases along with 
general industrial and commercial development, their quota (also in world 
trade as a whole) has shown a downward trend for a number of years. 
Several factors are responsible for this trend, as revealed by an analysis of 
the national economy of the Comecon countries. For example, the turnover 
in machines and industrial equipment has steeply increased in the trade of 
the Comecon countries during recent years. From 1958 to 1962, Bulgaria 
expanded her exports of machinery to the other socialist countries more than 
fivefold, Rumania and the Soviet Union approximately threefold, Poland 
and Hungary more than twofold. At the same time, the share of machines 
and industrial equipment imported by Hungary from the Comecon countries 
increased from 20.6 to 36.9 per cent.

Against a more than threefold rise in machine exports from the Comecon 
countries, their exports of raw materials increased only by 50 per cent. This 
relative decrease in raw material exports is due, among other things, to the 
fact that the socialist countries need a steadily increasing portion of their 
raw materials for their own rapidly developing industries. This applies not 
merely to the machine industry but to sundry industrial branches as well, 
particularly to the chemical industry, which is rapidly developing in all 
Comecon countries.

The quota of raw materials and semifinished products in Hungary’s 
imports amounted to 72.8 per cent in 1950, to 70.3 in 1955, and no more 
than 55.3 in 1962. A similar trend is observable in other socialist countries: 
a drop from 61 to 53 per cent in Czechoslovakia, from 56 to 45 in Bulgaria, 
and from 54 to 41 in the Soviet Union. Other factors responsible for this 
trend, in respect of Hungary, are the transition to the manufacture of com
modities requiring less raw material and other measures of economizing

4
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raw materials; besides, the establishment of new industrial works (e.g., 
in the metallurgical, chemical and building industries) now makes it possible 
to produce certain materials that previously had to be imported.

*

Taking all this into account, it is of prime importance for us to promote 
the socialist international division of labour by elaborating new methods for 
augmenting the supply of raw materials required by expanding production.

Cooperation between two or more socialist countries for mutual and more 
economical utilization of raw materials and sources of energy is one of these 
methods. An example is the bauxite-aluminium agreement between the 
Soviet Union and Hungary. * It enables a complex utilization of Hungary’s 
bauxite stocks and the Soviet Union’s electric power, involving a consider
able saving for both countries. The Polish-Hungarian agreement regarding 
aluminium is based on similar principles. A Polish-Hungarian joint venture 
has brought mutual benefits for both countries in the mining industry: 
the HALDEX company is utilizing coal produced from the slag-banks 
of Polish mines by means of a novel Hungarian procedure. Wider coopera
tion in metallurgy might also yield notable results. It has already proved 
fruitful between Hungary and Czechoslovakia, Hungary and Poland, and—- 
to a lesser degree—between Hungary and Rumania. Deliveries made under 
such agreements account for more than 50 per cent of Hungary’s exports of 
rolled steel. They enable the participating countries to dispense with costly 
investments or at least to obtain basic material and rolled steel on the most 
advantageous and mutually profitable terms. Hungary exports more than 
50 per cent of her output of thick unalloyed plates, mostly to socialist 
countries. She imports from the socialist countries a quantity of reinforced 
concrete amounting to nearly 40 per cent of its home production. A further 
possibility of cooperation between the Comecon countries is in the field of 
rolled steel and tubing.

The elimination of superfluous freight costs means a considerable saving 
not merely to the immediately interested countries but to the entire economy 
of the socialist world. The so-called “Friendship” pipe line which carries 
Soviet oil to the countries of Eastern and Central Europe, the joint 
freightcar pool, the office for ship chartering of the Comecon countries and 
other joint undertakings result in significant economies.

Ore concentration in the vicinity of their place of occurrence, erection of 
smelting works near ore or coal deposits, long-distance transport of pig

* See also Nagy András’ article: Aluminium Production in Hungary, in Vol. IV, No. 12 of The 
New Hungarian Quarterly
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iron and other metallurgical products instead of ores and coke all serve to 
reduce expenses.

It has repeatedly been suggested that, to ease difficulties connected with 
raw-material supplies, joint investments should be made for exploiting them 
in those Comecon countries that have the most suitable conditions. Such 
schemes might also be useful in the case of countries that are unable to finance 
such investments. Several agreements of this description are already in exis
tence. Hungary, for in stance, has undertaken to finance part of the investments 
necessary for the extraction of phosphorite in North Russia in order to parti
cipate in the yield of the plant. Hungary’s steadily growing demand for import
ed raw materials (e.g., non-ferrous metals) might well be satisfied by arrange
ments of this kind. Participation in investments abroad need not consist in the 
delivery of the very equipment required for the plant to be erected. Other 
merchandise (e.g., consumers’ goods) could be furnished too, which would 
enable the investing country to regroup its resources, technical assistance 
could be provided, Hungarian geologists and other experts could offer their 
services, etc.

It might prove very advantageous and profitable for all interested coun
tries if two or more socialist countries made joint investments in order 
to open up, exploit or even partially work up the still unused raw materials 
in recently liberated, developing countries. Such aid would directly promote 
their industrialization, and they would pay for machinery and industrial 
equipment with the raw materials thereby produced.

When suggesting or elaborating new investment schemes Hungary’s lim
ited possibilities must, of course, be taken into account.

Though important items in the foreign trade of the socialist countries, 
raw materials and semifinished products should not be considered apart from 
the total complex of goods exchanged. Several socialist (and advanced capi
talist) countries sell a considerable amount of raw materials and semifinished 
products in return for industrial and agricultural products. If this were not 
so Hungary could not to maintain the present sound structure of her foreign 
trade—i.e. importing mainly raw materials and exporting mainly finished 
goods. The problem is as to what finished products (machines, consumers’ 
goods, etc.) would be offered in exchange for raw materials and semifinished 
manufactures. The ratio of commodities is becoming gradually less and less 
of a problem in international, dealings, as the quality of Hungarian products is 
improving and thereby reaching world standards.

The principle that industry and foreign trade have to satisfy buyers’ re-

4*
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quirements by delivering high-quality products must never be lost from view. 
At times one is confronted with proposals for an apparently quite simple 
solution of these problems. Essentially, they boil down to the suggestion 
that differences between the foreign-trade structure of two socialist coun
tries could best be balanced if they were to exchange equivalent amount of 
goods belonging to one and the same category—raw-materials against raw- 
materials, machines against machines, etc. (at a previously fixed rate, possibly 
i : i). By disregarding structural differences of production, this would un
doubtedly weaken existing bonds and result in foreign-trade restrictions. It 
would inevitably lead to an effort to ascertain the amount, type and proven
ance of the raw materials contained in each group of goods, since considera
tions of this kind would manifestly play a role in such a system of “propor- 
tionment.” To avoid such erroneous propositions the “Fundamental Prin
ciples” declare that “a balancing of mutual payments is not equivalent to an 
equilibrium in the mutual payments for particular categories of products 
and individual groups of commodities.”

The next very important task will be that of drawing up a mutually satis
factory five-year plan for the period 1966-1970, in which the individual 
foreign-trade interests of the various Comecon countries will have to be 
harmonized. Hungary’s third five-year plan should be in accordance with 
that wider plan, the most important precondition and aim of which is the 
furtherance of socialist international division of labour. Hungary can reckon 
on being continuously provided by her Comecon partners with most of the 
materials necessary for her industrial and agricultural production. Those re
sponsible for Hungarian industrial and foreign-trade policy will, in turn, 
endeavour to draw sound conclusions from the advance of world socialism 
and promote socialist cooperation in the field of foreign trade through pro
posals that will serve to advance this trade.



ON T H E  CITY'S RIM
by

A T T I L A  J Ó Z S E F

O n  th e  c ity’s rim  where I am  living, 
when th e  dusks cave-in th e  sky, 
like th e  sm allest o f  ba ts on so ft wings 
th e  greasy flakes o f  soot fly, 
settle  and cling as h a rd  as guano, 
gnarled and encrusted lie.

So these tim es encrusten our souls.
As th ickest rags o f  ra in
m op uselessly th is  jagged t in  roof,
w iping over th e  stains,
so sorrow, try ing  to  loose w h a t’s caking
our hearts, swabs th em  in  vain.

Even blood w ouldn’t  wash i t  free —  we’re m ade 
th is  way, perversely foaled.
W e’re a novel b reed ; ou r ta lk  is odd ; 
th e  ha ir sticks on our polls 
d iffe ren tly ; we’re n o t rolled o u t o f  God 
or R eason ; we’re from  iron , coal, o i l ;

W e’re stra igh t ou t o f  basic m aterial, 
hot, savagely in  th e  m oulds 
o f  th is  m onstrous society slopped, 
m ade to  stand  and uphold  
th e  m ysterious m eaning o f  m ankind  
on th is  enduring world.

W e follow  afte r priests, soldiers, burghers, 
we’re th e  la test production , 
exact resounders o f  h isto ry ’s word.
So you hear, when w e’re struck, 
th e  no te  o f  a ll hum an  creations, 
like a violin plucked.

Since our solar system  unravelled,
no species destined  to  last
was ever so deadly served as ours,
though  fo u l enough th e  p a s t :
our hom elands long are ravaged by fam ine,
b igotry, ba ttle  and pest.
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N one were so h um ilia ted  
o f  any shaped to  lead
as under th e  b rig h t stars you have hum bled 
our unquenchable breed.
But we cast our eyes to  th e  earth  —  and  there  we have seen 
th e  earth ’s secret revealed.

Look w hat a precious beast we released:
M achine, our m aster fo o l!
H ow  she shatters th e  b rittle  villages 
like th in  ice on a pool.
T h e  to w n ’s p laster, when she leaps, 
peels off, while heaven boom s!

W h o ’s to  check such a beast? T h e  landed  squire?
T h e  herder’s savage cur?
H e r nursing  began w ith  ours, th is  M achine’s, 
i t ’s we who grew w ith  her.
A tra in ed  b itch? Call her th en  i f  you can!
W e know  her nam e, good sirs.

A lready now we can see you 
kneeling beside your beds 
to  pray to  th is  Som ething w hich is still 
only your earth ly  bread.
For be warned, she holds only to  h im  
fro m  whose han d  she has fed.

So here we are, p en t and suspicious 
as ever, offsprings o f  dust.
Pick up  your hearts! T h ey ’re his who can l if t  th em , 
they  go to  h im , they  m u st!
But only he can be th a t strong 
who is fulfilled w ith  us.

U p th en  w ith  heart, up  above factories!
A huge and sooty one
i t  w ill look, tru ly  —  as th ough  you had seen 
drow n in  its  own sm oke, th e  sun, 
and had heard th rough  profoundest arteries 
th e  th robb ing  earth  as i t  spun.

U p ! A round th is  w orld th a t’s parcelled out 
th e  lattice fence sways low, 
squeaks and  swoons from  our puffings already 
as i f  from  a gale’s blow.
H u ff  i t  d o w n ! U p w ith  th e  h e a r t!
O n  th e  he igh ts le t i t  g lo w !

"7---
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L et i t  come to  blaze and illum ine 
o u r v irtue  fo r order,
th a t beau tifu l pow er by w hich m an ’s m in d  can know  
th e  in fin ite’s finite borders: 
th e  productive forces th a t  are pu lsing  about —  
w ith in , th e  in s tin c t’s warders.

O n  th e  c ity ’s r im  m y song is screeching; 
th e  poet, your k in , cries, 
looks on w hile greasily, flabbily, 
th e  soot fa lls by, fa lls by.
Settling , i t  clings as hard  as guano, 
gnarled  and encrusted  lies.

W ords on th e  p o e t’s lip s are a clatter, 
yet i t ’s he who engineers 
th is  w orld ’s magics and enchantm ents ; 
he foresees m an k in d ’s career, 
constructs harm ony w ith in  h im self 
as you shall, in  th e  w orld’s sphere.

(Translated by Earle Birney v)ith the collaboration 
of Ilona Duczynska)
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I N T R O D U C T I O N  TO A M ONOGRAPH 
ON AESTHETICS

by

G Y Ö R G Y  LUKÁCS

The book herewith presented to the public * forms the first part 
of an Aesthetics, centering in the philosophic foundations of the 
aesthetic Setzung (setting), the derivation of the specific category 
of aesthetics, its delimitation from other areas. By concentrat
ing on this complex of problems and touching concrete questions of 

aesthetics only where it is required in order to clear up the problems, this 
volume forms a closed entity in itself and is also completely comprehensible 
without those that are to follow.

It is indispensable t;o delineate the place of the aesthetic attitude in the 
totality of human activities, in human reactions to the outside world, the 
relationship of the aesthetic form created by the latter and its categoric 
construction (its structure, etc.) with other types of reaction to objective 
reality. Impartial observation of this relationship provides, in rough outlines, 
the following picture. The behaviour of man in everyday life is the most 
important, though it is still largely unexplored in spite of its central impor
tance for the understanding of higher and more complicated types of reaction. 
Without wishing to anticipate the detailed explanations given in the work 
itself, it is necessary to mention here briefly the basic ideas of the construc
tion. The everyday behaviour of man is both the starting and end point of 
all human activity. This means that if we imagine everyday life as a huge 
stream, science and art branch from it in higher forms of reception and 
reproduction of reality, become differentiated and take shape according to 
their specific aims, achieve their pure form in this characteristic stemming 
from the needs of life in society, to return at last—as a result of its effect, 
its influence on the life of people—-into the stream of everyday life. Thus, 
this stream is constantly enriched by the highest achievements of the human

* We are publishing here the introductory chapter of György Lukács’s new monograph Esztétika 
(“ Aesthetics", due from Akadémiai Publishing House, Budapest, in 1965)
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mind, assimilates these to its daily, practical needs, from which new branches 
of higher forms of objectivization arise as questions and demands. Such 
a process calls for thorough investigation of the complicated mutual relation
ship between the immanent consummation of works of science and art 
and the social needs giving rise to them. The special categories and structures 
of man’s scientific and artistic reactions to reality can only be derived from 
this dynamics of genesis, of development, of self-regulation, of being rooted 
in the life of mankind. The reflections in the present work are of course 
directed towards recognition of the peculiarity of the aesthetic. However, 
since people live in a single reality, with which they stand in mutual relation
ship, the essence of the aesthetic can only be understood even approximately 
in constant comparison with other types of reaction. The relationship to 
science is the most important, but it is also indispensable to discover the 
connections with ethics and religion. Even the psychological problems ap
pearing here occur as necessary consequences of questions aimed at what is 
specific in aesthetic Setzung.

Of course, no aesthetics can stop at this stage. Kant could still be satisfied 
with answering the general methodological question of the claim to validity 
of aesthetic judgments. Irrespective of our opinion that this question is not 
a primary one but, as far as the construction of aesthetics is concerned, highly 
derivative, no philosopher who seriously undertakes to clarify the essence 
of the aesthetic, can—since the Hegelian aesthetics—be satisfied with such 
a narrowly confined frame and with a placing of the problem so onesidedly 
oriented towards the theory of cognition. The present text, both in its basic 
outlook and in its detailed considerations, will frequently deal with question
able aspects of Hegelian aesthetics; nevertheless, the philosophic universality 
of its concept, its historico-systematic synthesis remain a permanent model 
for the outline of any aesthetics. Only the three parts of this aesthetics 
together may achieve a partial approach to this high example. For, quite 
apart from the knowledge and talent of any one undertaking such an experi
ment today, the standards of universality set up in Hegelian aesthetics are 
objectively much more difficult to transform into practice at present than 
in Hegel’s time. The historico-systematic theory of the arts, discussed in 
detail by Hegel, thus remains outside the area circumscribed by the plan 
of this whole work. Part Two—-bearing the provisional title: “Works of 
Art and Aesthetic Attitude”—will, in the main, deal concretely with the 
specific structure of the work of art, which in Part One is derived and out
lined only in general form; the general categories arrived at in Part One can 
only then obtain their real and defined physiognomy. The problems of con
tent and form, Weltanschauung and selection of form, technique and form,
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etc., can emerge in Part One only in general, as questions on the horizon; 
their concrete nature can be illuminated philosophically only during the 
detailed analysis of the structure of art works. The same applies to the prob
lems of creative and receptive attitudes. Part One can advance only to their 
general outline, rendering the methodological “place” according to the pos
sibility of determination. Also, the real relationship between everyday life 
on the one hand and scientific, ethical, etc., attitudes and aesthetic production 
and reproduction on the other, the categoric essence of their proportions, 
interrelations, effects, etc., demand most concrete analyses, which could not 
be included in Part One in principle, directed as it is towards the philo
sophic foundations.

The situation is similar as regards Part Three. (Its provisional title is: 
“Art as a Socio-historical Phenomenon.”) Yet Part One unavoidably already 
contains not only some historical excursions but constantly refers to the 
original historic nature of each aesthetic phenomenon. The historico-system- 
atic character of art was first formulated, as mentioned before, in Hegel’s 
Aesthetics. The rigidity of the Hegelian systematization deriving from its 
objective idealism has been corrected by Marxism. The complicated mutual 
relationship between dialectical and historical materialism is in itself 
a significant indication that Marxism does not seek to deduce historical 
stages of development from the internal development of the idea, but 
on the contrary strives at grasping the real process in its complicated 
historico-systematic determination. The unity of theoretic (in this case: 
aesthetic) and historical determination is realized in its final consequence 
in an extremely contradictory manner and can therefore be penetrated, both 
in principle and in single concrete cases, only through an uninterrupted 
cooperation between dialectical and historical materialism. * Aspects of dia
lectical materialism dominate in Parts One and Two of this work, as it aims 
at giving conceptual expression to the essence of the aesthetic. There is, how
ever, hardly any problem that can be solved without at least an indicative 
clarification of the historical aspects inseparably united with aesthetic theory. 
Part Three is dominated by the method of historical materialism, because 
the historical determinants and characteristics of the genesis of the arts, 
their development, their crises, their leading or subordinate role, etc., are 
in the foreground of its interest. Its task is to investigate first of all the prob
lem of uneven evolution in the genesis, in the Sein und Werden (being and 
becoming) and in the effect of the arts. At the same time this means a breach

* Tendencies towards the vulgarization of Marxism during the Stalin era are also revealed by the 
fact that dialectical materialism and historical materialism were temporarily treated as separate sciences 
and “specialists" were even trained for each of these branches.



6o THE NEW HUNGARIAN QUARTERLY

with all “sociological” vulgarization of the origin and effect of the arts. Such 
a permissibly simplifying socio-historical analysis is, however, impossible 
without making constant use of the results of dialectical-materialist research 
into the categoric construction, structure and disposition of each art in order 
to perceive its historical character. The permanent and living mutual in
fluence of dialectical and historical materialism is shown here from another 
side, but no less intensively than in the two first parts.

As the reader may see, the construction of these aesthetic investigations 
differs rather strongly from the usual. This does not, however, imply an 
originality of method. On the contrary, the investigations involve no more 
than as correct as possible an application of Marxism to the problems of 
Aesthetics. If such a definition of the task is not to be misinterpreted from 
the outset, it is necessary to explain, if only in a few words, the position 
and relationship of this Aesthetics to that of Marxism. When I wrote my 
first contribution to the Aesthetics of Marxism about thirty years ago*, 
I advocated the thesis that Marxism had its own aesthetics, and my view 
met with considerable resistance. The reason was that, prior to Lenin, 
Marxism, even in its best theoretical representatives such as Plechanov or 
Mehring, limited itself almost entirely to the problems of historical mater
ialism* *. Only since Lenin has dialectical materialism returned to the centre 
of interest. This is why Mehring, who incidentally based his aesthetics on 
Kant’s “Critique of Judgment,” could see in the divergencies between 
Marx-—Engels and Lasalle no more than the clash of subjective judgments 
of taste. This controversy has, of course, long been solved. Since the bril
liant study by M. Lifschitz on the evolution of the aesthetic views of Marx, 
since his careful collection and systematization of the scattered utterances 
of Marx, Engels and Lenin on aesthetic questions, there can be no more 
doubt about the connection and cohesion of their train of thought***.

However, the demonstration and proof of such a systematic connection is

4 The Sickingen debate between Marx—Engels and Lasalle in Georg Lukács: Karl Marx und Fried
rich Engels als Literaturhistoriker, Berlin 1948, 1952.

44 F. Mehring, Gesammelte Schriften und Aufsätze, Berlin 1929; now: Gesammelte Schriften, 
Berlin, i960 ff.; by the same author: Die Lessing Legende, Stuttgart, 1898, last edition Berlin, 1953; 
G. W . Plechanow, Kunst und Literatur mit Vorwort von M . Rosenthal, Redaktion und Kommentar 
von N . F. Beltschikow, translated from Russian into German by J. Harhammer, Berlin, 1955.

444 M . Lifschitz, Lenin o kulture i isskustwe, Marksistsko-Leninskoje isskustwosnanije (“Lenin on 
Culture and Aesthetics, Marxist—Leninist Aesthetics”) 2/1932/143 IF.; by the same author: Karl 
Marx und die Aesthetik, Internationale Literatur, III/2/1933/127ff.; M. Lifschitz und F. Schiller, 
Marx i Engels o isskustwe i literature (“ Marx and Engels on Art and Literature”), Moscow, 1933; 
Karl Marx-Friedrich Engels, Über Kunst und Literatur, publ. by M. Lifschitz (1937), German edi
tion by Kurt Thoricht—Roderich Fechner, Berlin,1949; M. Lifschitz, The Philosophy of Art of 
Karl Marx, translated by T. Winn, New York, 1938; by the same author: Karl Marx und die Aesthetik, 
Dresden, i960.
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still far from solving with finality the demand for an aesthetics of Marxism. 
If aesthetics or at least its perfect skeleton were explicitly included in the 
collected and systematically arranged utterances of the classics of Marxism, 
then nothing but a good running commentary would be needed in order to 
present us with a complete Marxist aesthetics. But there can be no question 
of this! Ample experience shows that not even a direct monographic appli
cation of this material to each particular question can provide what is scienti
fically essential for the construction of the whole. One has to face the para
doxical situation that a Marxist aesthetics does exist and does not exist at one 
and the same time, that it still has to be conquered, even created through 
independent research, and that the result still only presents and fixes some
thing already existing conceptually. This paradox, nevertheless, resolves itself 
upon considering the whole problem in the light of the method of material
istic dialectics. The age-old literal sense of Method, indissolubly connected 
with the path to cognition, contains the demand upon thinking that it 
should follow definite paths to definitive results. The direction of these paths 
is with indubitable evidence included in the totality of the world concept 
provided by the classics of Marxism, especially as the end-stations of such 
paths are set clearly before us by the results at our disposal. The paths to be 
followed and the methods to be met are—though not directly and not visibly 
at first glance—clearly indicated by the method of dialectical materialism, 
if one wishes to establish the essence (auf den Begriff bringen) of objective 
reality and to examine the reality of a particular area in accordance with its 
truth. Only if this method, this direction has been practiced and followed 
through one's own independent research, does the possibility arise of 
finding what one is looking for, of correctly constructing Marxist Aesthet
ics, or at least of approaching its true nature. Whoever entertains the 
illusion of mentally reproducing reality and at the same time Marx’s 
conception of reality through mere interpretations of Marx, is bound to miss 
both. Only an unbiased observation of reality and its elaboration through 
the method discovered by Marx can achieve fidelity to both reality and to 
Marxism. In this sense, though each part and the whole of this work is the 
result of independent research, it cannot claim originality, as its means of 
approaching truth and its entire method is based on the study of the oeuvre 
handed down by the classics of Marxism.

Fidelity to Marxism, however, means at the same time attachment to the 
great traditions of the mental mastering of reality to date. In the Stalin era, 
especially on the part of Zhdanow, those features were exclusively empha
sized that separate Marxism from the great traditions of human thought. If 
this had resulted only in stressing what was qualitatively new in Marxism, viz.,
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the leap that separated its dialectics from its most developed predecessors, 
say from Aristotle or Hegel, it could have been relatively justified. Such a 
viewpoint could even have been considered necessary and useful, had it 
not—in a deeply undialectical way—onesidedly isolated and therefore meta
physically emphasized the radically new in Marxism, and had it not neg
lected the aspect of continuity in the evolution of human thought. But 
reality—and therefore its mental reflection and reproduction as well—is a 
dialectical unity of continuity and discontinuity, of tradition and revolution, 
of gradual transition and leaps. Scientific socialism itself is something com
pletely new in history, yet at the same time it fulfils a human longing that 
has existed for thousands of years, something the best minds of humanity 
deeply strove for. The situation is the same with the conceptual recognition 
of the world through the classics of Marxism. The deep influence of Marx
ism, which cannot be shaken by any attacks or by silence, rests not least 
on the fact that with its aid the basic facts of reality, of human life are re
vealed and become the content of human consciousness. This gives a double 
meaning to the new phenomenon: not only does human life receive a new 
content, a new significance through the previously non-existent reality of 
socialism, but at the same time the present and past that were considered as 
known, all of human existence, are newly illuminated through the de-fetish- 
ization achieved by the Marxist method and research and its results. All 
past efforts to seize it in its truth thus become comprehensible in an entirely 
new sense. Perspectives of the future, recognition of the present, insight into 
the tendencies that have brought it forth in thought and practice, thus form 
an indissoluble mutual relationship. One-sided emphasis on what separates 
and is new, conjures up the danger of confining everything concrete 
and rich in determinations in the genuinely new in an abstract otherness, and 
thereby impoverishing them. Confrontation of the characterization of dia
lectics in Lenin and in Stalin shows the consequences of such a methodologi
cal difference quite clearly; and the frequent unreasonable attitudes towards 
the inheritance of Hegelian philosophy led to an often frightening poverty of 
content in the logical investigations of the Stalin era.

In the classics themselves there is no trace of such metaphysical confron
tation of old and new. Their relationship is manifested rather in the pro
portions produced by socio-historical evolution itself through letting the 
truth make its appearance. Insistence on this only correct method is, if pos
sible, even more important in aesthetics than in other areas. For here an 
exact analysis of the facts will show with special clarity that conceptual con
sciousness of the practical achievements in the domain of aesthetics always 
lags behind such achievements. This is why those few thinkers who rela-



AESTHETICS

tively early attained clarity regarding the real problems of aesthetics have be
come extraordinarily significant. On the other hand—as our analysis will 
show—often apparently distant trains of thought, e.g., philosophical or 
ethical, are very important for the understanding of aesthetic phenomena. 
Without anticipating too much of what has its appropriate place in the 
detailed considerations, let us only mention here that the entire construction 
and all explanatory details of this work—just because it is indebted to the 
Marxian method for its existence—are deeply determined by the results 
achieved by Aristotle, Goethe and Hegel in their various writings, not only 
those dealing directly with aesthetics. If, in addition, I express my gratitude 
to Epicurus, Bacon, Hobbes, Spinoza, Diderot, Lessing and the Russian 
revolutionary-democratic thinkers, I have, of course, only enumerated the 
names most important to m e; this does not exhaust by far the list of authors 
to whom I feel obliged for this work, in its entity as well as in its details. 
The manner of quoting corresponds to this conviction. There is no intention 
of discussing problems concerning the history of the arts or of aesthetics. What 
we are interested in is the clarification of facts or lines of evolution that are 
important for the general theory. Therefore, in harmony with the particular 
theoretical constellation, those authors or works will be quoted who either 
expressed something—correct or significantly false—for the first time, or 
whose opinion appears especially characteristic of a certain stage of develop
ment. It would not correspond to the intentions of this work to strive for 
completeness in citing literary evidence.

It follows from what has been said so far that the polemic edge of the 
entire work is directed against philosophical idealism. The fight against its 
theory of cognition would naturally exceed the framework of this work; 
we are concerned with the specific questions in which philosophic idealism 
has proved to be an obstacle to the adequate comprehension of specifically 
aesthetic facts. We shall speak of the confusions that arise when aesthetic 
interest centres on beauty (and perhaps on its salient features) mainly in the 
Second Part; here this group of questions will only be touched on casually. 
It is the more important, in our opinion, to refer to the necessarily hierarchi
cal character of any idealistic aesthetics. For, if the various forms of conscious
ness figure as ultimate determinants of the objectivity (Gegenständlichkeit— 
quality of being objects) of all things investigated, of their place in the system, 
etc., and are not—like in materialism—considered as types of reaction to some
thing objectively existing and already concretely formed, independently from 
consciousness, then they necessarily become the supreme judges of mental 
order and construct their system hierarchically. Historically the degrees such 
a hierarchy contains differ widely. But this will not be discussed here, as

63
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we are solely concerned with the very essence of any such hierarchy, which 
falsifies all objects and relationships. It is a widely spread misunderstanding 
to believe that the materialistic conception of the world—priority of being 
over consciousness, of social being over social consciousness—is also of a 
hierarchical character. For materialism, the priority of being is above all the 
establishment of a fact: being exists without consciousness, but no consci
ousness exists without being. But no hierarchical subordination of conscious
ness to being follows from this. On the contrary, only this priority and its 
concrete theoretical and practical recognition by consciousness create the pos
sibility of a real conquest of being through consciousness. The simple fact 
of work is a striking illustration of this. And if historical materialism states 
the priority of social being over social consciousness, this again is a mere 
recognition of an existing fact. Social practice too is directed towards 
dominating social being; nor does the fact that it has been able to achieve 
its aim in a very relative degree up to the present set up a hierarchical relation
ship between the two, but merely determines those concrete conditions in 
which successful practice becomes objectively possible, while at the same 
time, of course, determining its concrete limits, the scope offered by the 
respective social being for the unfolding of consciousness. Thus, historical 
dialectics—and by no means a hierarchical structure-—becomes visible in this 
relationship. If a little sailing boat proves to be helpless against a storm 
easily overcome by a mighty steamer, it is only the real superiority or limi
tation of the particular consciousness in the face of being that becomes appa
rent, not a hierarchical relationship between man and the forces of nature; 
the more so as historical evolution—and with it the growing comprehension 
by consciousness of the true quality of being—constantly increases the 
possibilities of rule by the former over the latter.

Philosophical idealism has to design its world concept in a radically differ
ent way. It is not the real and changing relationship of forces that create a 
temporary superiority or inferiority in life; but from the outset there is a 
hierarchy of those potentialities of consciousness that not only produce and 
arrange the forms of objectivity and the relations between the objects, 
but are also mutually linked by hierarchical degrees. To elucidate the situ
ation in the light of our problem: when Hegel classifies art under apprehen
sion (Anschauung), religion under perception (Vorstellung), philosophy under 
concept (Begriff), and considers them as ruled by these forms of conscious
ness, then an exact, “eternal,” irrefutable hierarchy has been created, which— 
as everybody familiar with Hegel knows—determines also the historical fate 
of art. (That the young Schelling fits art into his hierarchical order in a 
contrary manner does not alter the principles.) It is obvious that an entire
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knot of pseudo-problems is thereby created, which has caused methodological 
confusion in every aesthetics since Plato. Regardless of whether idealistic 
philosophy, from a particular aspect, establishes a superiority or inferiority of 
art with respect to other forms of consciousness, thought is diverted from the 
investigation of the specific characteristics of objects, and the latter will— 
often quite inadmissibly—be brought to a common denominator to make 
possible their comparison within a hierarchical order and their insertion at 
the desired hierarchical level. Whether we are concerned with problems of the 
relationship of art to nature, to religion or to science, etc., the pseudo
problems must everywhere cause distortions in the forms of objectivity, 
in the categories.

The significance of the break thus brought about with every kind of phil
osophical idealism becomes even more obvious in its consequences if we 
further concretize our materialistic point of departure, viz., if we compre
hend art as a peculiar manifestation of the reflection of reality, a manifesta
tion which itself is but one among various forms of the universal relation
ship of man to reality, of man’s reflection of reality. One of the most de
cisive basic ideas of this work is that all types of reflection—we analyse 
primarily those of everyday life, of science and of art—always picture the 
same objective reality. This starting point, however obvious and even trivial 
it may appear, has far-reaching consequences. Since materialistic philosophy 
does not consider all forms of Gegenständlichkeit, all categories belonging 
to objects and their relations, as products of a creative consciousness, 
like idealism does, but rather sees in them an objective reality existing inde
pendently of consciousness, all divergencies and even contradictions can 
arise within this materially and formally united reality. To be able to un
derstand the complicated dialectics of this unity of unity and diversity, 
one has to break first with the widely held idea of a mechanical, photograph
ic reflection. If this were the basis from which the differences grow, then 
all specific forms would have to be subjective disfigurements of this only 
“authentic” reproduction of reality, or the differentiation would have to 
possess a purely ulterior, completely unspontaneous, only consciously-men- 
tal character. However, the extensive and intensive infiniteness of the ob
jective world compels all living creatures, above all man, to adaptation, to 
unconscious selection in reflection. The latter—despite its fundamentally 
objective character—thus also possesses inescapable subjective components, 
which at the animal level are purely physiologically conditioned, while 
with man they are, in addition, socially conditioned. (Effect of work on 
enrichment; expansion, intensification, etc., of human capacity to reflect 
reality.) Differentiation—especially in the areas of science and art—is a prod
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uct of social being, of the needs growing from its soil, of man’s adaptation 
to his environment, of the increase in his capabilities correlated to the ne
cessity of becoming equal to entirely novel tasks. True, physiologically 
and psychologically these reciprocal effects, these adaptations to the new 
must be achieved directly within the individual, but they acquire from the 
outset a social universality, because the new tasks, the new circumstances 
that have a modifying influence, are endowed with a universal (social) quality 
and permit of individual-subjective variants only within this social scope.

The elaboration of the specific traits of the aesthetic reflection of reality 
takes up a qualitatively and quantitatively decisive part of the present work. 
These investigations are, in accordance with its basic aim, of a philosophic 
character, i.e., they are centred on the question of what are the specific 
forms, relations, proportions, etc., acquired by the world of categories in the 
aesthetic Setzung common to every reflection. Of course, psychological prob
lems are unavoidably broached as well, and a special chapter (the eleventh) 
is devoted to them. It has to be emphasised, furthermore, that the basic philo
sophic aim necessarily dictates primarily the elaboration, in all the arts, of 
the common aesthetic traits of reflection, though—in harmony with the 
pluralistic structure of the aesthetic sphere—the peculiarities of the indi
vidual arts will as far as possible be considered in the treatment of the cate
gory problems. The very particular phenomenal form of the reflection of 
reality in such arts as music or architecture make it inevitable to devote a 
separate chapter (the fourteenth) to these special cases, with a view to 
clarifying these specific differences in such a way as to preserve in them at 
the same time the validity of general aesthetic principles.

This universality of the reflection of reality as the basis for all interrela
tionships between man and his environment has, in the final analysis, very 
far-reaching ideological consequences with regard to the concept of the aes
thetic. For every consistent idealism, any form of consciousness of significance 
in human existence-—in our case the aesthetic-—must be of a “timeless,” “eter
nal” nature, as its genesis is explained hierarchically in connection with a 
world of ideas; insofar as it can be treated historically, this is done within 
a metahistorical framework of “timeless” being or validity. However, this 
apparently formal methodological position must necessarily become convert
ed into content, into Weltanschauung. For it necessarily follows that the 
aesthetic belongs to the “essence” of man both productively and receptively, 
whether it be determined from the standpoint of the world of ideas or the 
world spirit, anthropologically or ontologically. Our materialistic outlook 
must produce an entirely opposite picture. Objective reality, which appears 
in the various types of reflection, is not only subject to permanent change,
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but the latter bears evidence of well-determined directions, lines of evolu
tion. Reality itself, in accordance with its objective nature, is historical; 
the historical determinants of content and form appearing in the various 
reflections are correspondingly only more or less correct approximations to 
this aspect of objective reality. A definite historicity can, however, never 
consist in a mere change of content of unchanging forms, with unalterable 
categories. This change of content must have a modifying influence on the 
forms, must lead first to certain functional shifts within the categorical 
system, and at a certain stage even to explicit transformations: the creation 
of new and the disappearance of old categories. A certain historicity of the 
doctrine of categories follows from that of objective reality.

Of course, one has to be most careful as to the degree and extent to which 
such changes are of an objective or of a subjective quality. Although we hold 
the view that in the last analysis nature too has to be considered historically, 
the single steps of this evolution that its objective changes have hardly any 
importance for science. All the more important is the subjective history of 
the discovery of objectivities, relationships, categorical connections. Only 
in biology might it be possible to ascertain a turning-point and hence an 
objective genesis in the formation of the objective category of life—at least 
in the part of the Universe known to us. The situation is different qualita
tively where man and human society are concerned. Here we are undoubtedly 
faced with the genesis of single categories and of categorical connections 
that cannot be “derived” from the mere continuity of evolution so far; 
this genesis sets special claims to cognition. It would, however, lead to a 
distortion of the true facts if we wanted to separate methodologically the 
historical exploration of the genesis from the philosophical analysis of the 
phenomenon brought forth by it. The true categorical structure of each such 
phenomenon is most intimately connected with its genesis; the demonstra
tion of a categorical structure is possible—completely and in its right propor
tions—only when the objective dissection is organically connected with 
clarification of the genesis; the derivation of value at the beginning of Marx’s 
“Capital” is the best example of this historico-systematic method. Such an 
amalgamation will be attempted in the concrete explanations of the present 
work concerning the basic phenomenon of the aesthetic and its sundry 
branches. This methodology becomes a matter of Weltanschauung insofar as 
it involves a radical break with all those views that perceive in art, in the 
artistic attitude, some extrahistorical, idea-like phenomenon or at least 
something belonging ontologically or anthropologically to the “idea” of man. 
Like work, science and all social activities of man, art too is a product of 
social development, of man becoming man through his work.
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Even beyond this, however, the objective historicity of being and its pe
culiarly emphatic appearence in human society have important consequences 
for grasping in principle the specific quality of the aesthetic. It will be the 
task of our detailed explanations to demonstrate that the scientific reflection 
of reality seeks to free itself from all anthropological, sensual and mental 
determinations, and that it endeavours to portray all objects and their rela
tions as they are in themselves, independent of consciousness. Aesthetic re
flection, on the other hand, sets out from the world of man and is directed 
towards it. As will be explained in due course, this does not mean a simple 
subjectivism. On the contrary, the objectivity of the objects is preserved, 
but in such a way that every typical form of relatedness to human life is in
cluded in it, so that its appearance corresponds to the particular stage of 
man’s interior and exterior development, which is a social development. 
This means that every aesthetic formation includes—and takes its due place 
in—the hie et nunc of its genesis as an essential aspect of its decisive object
ivity. Every reflection is, of course, determined objectively by the fixed 
place of its realization. Even in the discovery of truths in mathematics or 
in pure natural sciences, the point in time is never accidental; however, this 
is of objective importance more for the history of science than for know
ledge itself, from the point of view of which it may be considered completely 
indifferent when and under what—necessary—historical conditions, say, the 
Pythagorean proposition was first formulated. Without entering here into a 
discussion of the complicated situation in social sciences, it must be stated 
that the effect of the temporal position may, in its varying forms, obstruct 
the elaboration of real objectivity in the reproduction of socio-historical 
facts. The opposite is true as regards the aesthetic reflection of reality: never 
yet has a significant work of art taken shape without creatively bringing to 
life the respective historical hie et nunc at the portrayed moment. Regardless 
of whether the artists concerned are conscious of this or create in the belief 
that they produce something timeless, continue an earlier style, materalizse 
an “eternal” ideal taken from the past, their works, if artistically genuine, 
grow out of the deepest endeavours of the era of their production; con
tent and form of truly artistic works cannot be separated from this soil of 
their genesis just from the standpoint of aesthetics. It is precisely in works of 
art that the historicity of objective reality receives its subjective as well as 
its objective shape.

This historical nature of reality leads to another important set of problems, 
which is primarily also of a methodological nature but, like every problem 
of a correctly—and not just formally—understood methodology, turns neces
sarily into a matter of Weltanschauung. We have in mind the problem of Dies-
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seitigkeit (immanence). Considered purely methodologically, immanence is an 
essential demand of scientific cognition as well as of artistic creation. Only 
when a set of phenomena appears as being fully comprehended purely through 
its immanent qualities, through the equally immanent laws affecting it, 
can it be considered as scientifically known. In practice, of course, such per
fection is always only approximate; the extensive and intensive infiniteness 
of objects, their static and dynamic relations, etc., do not allow any percep
tion in its respective given form to be regarded as absolutely final and as 
forever excluding corrections, limitations, extensions, etc. This “not yet” 
in the scientific conquest of reality has in the most varied ways, from magic 
to modern positivism, been interpreted as transcendency, irrespective of the 
fact that much that was once classed as ignorabimus has long since become 
part of exact science as a soluble, if perhaps practiclly still unsolved, problem. 
The rise of capitalism, the relationship between science and production, 
combined with the great crises of religious ideologies, have replaced naive 
transcendency by a complicated and more refined one. Already at the time 
when the defenders of Christendom attempted to rebuff the Copernican 
theory ideologically the new dualism was formed: a methodological concep
tion that connects the immanence of the given world of phenomena with 
the denial of its ultimate reality, so as to dispute the competence of science 
to declare something valid about this world. On the surface, the impression 
may arise that the devaluation of the world’s reality does not matter, since, 
in practice, people can fulfil their immediate tasks in production, whether 
they consider the object, means, etc., of their activity as things that exist 
in themselves or as mere apparitions. However, such a view is sophistic 
for two reasons. First, every active man is always convinced in real practice 
that he is dealing with reality itself; even the positivist physicist is convin
ced of this when, e. g., carrying out an experiment. Second, such a view, 
if it is—for social reasons—deeply rooted and widely held, disintegrates the 
more mediate spiritual-moral relations of man to reality. Existentialist phi
losophy, in which man, “thrown” into the world, faces the Nothing, is— 
from a socio-historical viewpoint—the necessary complementary antipole 
of the philosophic development leading from Berkeley to Mach or Carnap. 
The real battlefield between Diesseitigkeit and Jenseitigkeit (transcendence) is, 
beyond question, ethics. For this reason, the decisive determinations of this 
controversy can only be touched on but not fully explained in the present 
work; the author hopes before long to be able to present his views in syste
matic form on these questions too. Let us only note here briefly that the 
old materialism—from Democritos to Feuerbach—was able to explain the 
immanence of the structure of the world only in a mechanical way; and
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therefore, on the one hand, the world could still be conceived as a clockwork 
needing transcendental influence to set it in motion; in such a world con
cept, on the other hand, man could only appear as the necessary product 
and object of immanent worldly laws, leaving his subjectivity, his practice 
unexplained. Only the Hegel-Marxian doctrine of man’s selfcreation through 
his work, which Gordon Childe in a fortunate turn of phrase has 
formulated as “man makes himself”, has completed this immanence of 
the world concept and created the ideological basis for an immanent-worldly 
ethic, the spirit of which has been alive for long in the ingenious ideas of 
Aristotle and Epicure, Spinoza and Goethe. (In this connection, the theory 
of evolution in the living world, the constantly closer approach towards the 
origin of life from the reciprocal effects of physical and chemical laws, of 
course, plays an important role.)

For aesthetics, this question is of the greatest importance and will con
sequently be fully set forth in the detailed elaboration of the present work. 
It would serve no purpose to anticipate here briefly the results of these in
vestigations, which can only possess convincing force through development 
of all factors concerned. Nevertheless, to avoid hiding the author’s stand
point in the Foreword, it will suffice to say that the immanent Geschlossenheit 
(enclosedness), Aufiichselbstgestelltsein (self-centredness) of every genuine work 
of art—form of reflection that has no analogy in other domains of human 
reaction to the outside world—always willy-nilly expresses in its contents 
an avowal of Diesseitigkeit. Therefore, the contrast between allegory and symbol 
is, as Goethe so ingeniously recognized, a question of “to be or not to be” 
for art. Therefore, as will be shown in a separate chapter (the sixteenth), 
art’s struggle to liberate itself from the tutelage of religion is a fundamental 
fact in its formation and development. The genesis has to demonstrate how 
art has fought its way from the natural conscious confinement of primitive 
man to transcendency, without which initial stages would be unimaginable 
in any area, to a certain independence in the reflection of reality, to its 
peculiar elaboration. What is of moment here, is the evolution of objective 
aesthetic facts and not what their executors thought of their own actions. 
Especially in artistic practice, the divergence between action and conscious
ness of it is especially considerable. Here the motto of our whole work, 
taken from Marx: “They know it not, but they do it,” takes on special 
significance. It is thus the objective categorical structure of the work of art 
that again changes into Diesseitigkeit every trend of consciousness towards 
the transcendent, a tendency that is naturally very frequent in the history 
of mankind; it achieves this by appearing as what it is, as part of human 
life, immanent as a symptom of its momentary Geradesoseins (being just so).
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The frequent rejection of art, of the principle of aesthetics, from Tertullian 
to Kierkegaard, is nothing accidental, but rather the recognition of its true 
nature by the camp of its born enemies. Nor does the present work simply 
register these inevitable struggles, but takes a resolute stand in them: for 
art, against religion, in the sense of a great tradition that extends from 
Epicure through Goethe to Marx and Lenin.

The dialectical development, dissection and reunion of such manifold, 
contrasting, converging and diverging determinations of Gegenständlichkeiten 
and their relationships require a proper method for their presentation. In 
briefly explaining here its fundamental principles the author in no way 
wish to use the Foreword as a means of justifying the method of presentation. 
Nobody can see its limits and faults clearer than the author himself. He 
only wishes to stand up here for his intentions; he is not entitled to pass 
judgment as to where he has duly realized them and where he has failed. 
Thus, in what follows only the principles will be dealt with. These are rooted 
in materialistic dialectics, the consistent carrying out of which, in such an 
extensive area comprising so many remote subjects, calls above all for a break 
with the formalistic means of presentation that rest on definitions and me
chanical delimitations and on “neat” compartmentation in subdivisions. 
If, in order, at a single stroke, to reach the centre, we set out from the meth
od of determinations (Bestimmungen), as opposed to that of definitions, 
then we return to the dialectical foundations of reality, the extensive and 
intensive infiniteness of objects and their interrelations. Every attempt to 
grasp this infiniteness mentally is bound to have imperfections. Definition, 
however, fixes its own partiality as something final and must therefore violate 
the fundamental character of the phenomena. Determination is considered 
from the outset as something provisional, needing completion, something 
whose very nature requires it to be carried on, developed, specified. This 
means that whenever, in the present work, an object, a relationship of 
Gegenständichkeiten, a category is moved into the light of conceptuality 
and concreteness through its determinations, it always involves a dual 
meaning and intention: to denote the respective object in such manner 
that it is recognized as something unmistakable, without however claim
ing that recognition at this stage should comprise totality and that one 
should therefore stop there. The object can be approached only gradually, 
step by step, by examining one and the same object in various contexts, 
in various relationships to various other objects, whereby the initial de
termination is not cancelled in the process—otherwise it would have been 
false—but on the contrary is constantly enriched and, as it were, steals ever 
closer upon the infiniteness of the object towards which it is directed. This
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process takes place in the most varied dimensions of the mental reproduc
tion of reality and can in principle be treated as completed only relatively. 
If, however, this dialectic is applied correctly, there is a constantly in
creasing advance in clarity and richness of the determination concerned 
and of its systematic coherence; it is therefore necessary to distinguish the 
reappearance of the same determination—in various constellations and di
mensions—from simple repetition. Progress so achieved is not only a step 
forward, a deepening penetration into the nature of the object to be 
grasped, but it will at the same time—if performed really correctly, really 
dialectically—throw new light on the road already traversed in the past; 
indeed, only now will it become passable in a deeper sense. In the days 
when my first, very inadequate attempts in this direction appeared, Max 
Weber wrote me that they had a similar effect to Ibsen’s dramas, the 
beginning of which only became comprehensible from their ending. I saw 
in this a clear understanding of my intentions, even though the work in 
question did not merit such praise. Perhaps, so I hope, the present effort 
may lay more claim to being the realization of such a method of thought.

Finally, the reader should permit me to refer quite briefly to the origin 
of my Aesthetics. I set out as a literary historian and essayist, who sought 
theoretical support in the aesthetics of Kant and, later, of Hegel. In the 
winter of 1911/12, in Florence, the first plan for an independent, systematic 
Aesthetics arose, on which I worked in Heidelberg between 1912 and 1914. 
I am still grateful for the sympathetically critical interest that Ernst Bloch, 
Emil Lask and above all Max Weber displayed towards my attempt. It 
failed completely. And if I here passionately oppose philosophical idealism, 
this criticism is directed against the tendencies of my youth as well. Seen 
superficially, the war interrupted that undertaking. The “Theory of the 
Novel, *” written in the first year of the war, was directed more towards 
problems of the philosophy of history, for which aesthetic problems served 
only as symptoms. My interest centered on ethics, history and economics. 
I became a Marxist, and the decade of my political activity coincided with 
my coming-to-grips with Marxism, of making my own. When I returned 
to an intensive occupation with artistic problems, about 1930, a systematic 
Aesthetics was merely a distant perspective. Only two decades later could 
I think of realizing the dream of my youth with an entirely different 
world concept and method, and of tarrying it out with an entirely different 
content and radically contrary method.

* Georg Lukács, Die Theorie des Romans. Ein geschichtsphilosophischer Versuch über die Formen der grossen 
Epik, Berlin, 1920.
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W I T H  MARIE DE H O N G R IE

by

Z O L T Á N  H A LÁ SZ

M y trip had another purpose, and yet, when the turbojet plane 
soared up from the runway of Budapest’s airport, I could not 
rid myself of the thought that I was at last flying to an 
appointment in Brussels for which I had been yearning 

since my early youth. I was on the point of meeting a striking figure of 
the Renaissance, Marie de Hongrie—a quondam queen of Hungary, who 
lived four and a half centuries ago. Her relics are preserved in Flanders, of 
which she became governor in later life.

I was a student at a secondary school when I first beheld the pearl- 
bedecked diminutive bridal attire of Queen Maria in our National Museum. 
My fantasy conjured up the figure of the young princess who, a bride at 
the age of ten, was joined in wedlock to Luis II, King of Hungary, a nine- 
year-old boy. The wedding ceremony was performed by an Archbishop 
before the high altar of the Cathedral of Vienna. I visualized the newly 
wedded child in Matthias Corvinus’ battered old royal palace of Buda, 
among a crowd of intriguing peers and courtiers. This young queen later 
took on the dimensions and qualities of a Shakespearean heroine in my 
imagination, when I pictured her as a lovely young woman at the moment 
of bidding farewell to her husband, who was setting out against the Turks. . . 
Hardly a few weeks had elapsed when a royal messanger, pale and weary 
to the point of death, staggered into the palace. Stammering from fright, 
he told the story of Mohács: the story of the lost battle and the annihilat
ion of Hungary’s whole army; of the King’s death is the mud of the swol
len brook. . .

Maria, Queen of Hungary, was z i years old at that time. Her character 
showed many peculiar and contradictory features; deeply shaken and over
whelmed by grief as she was under the impact of the double blow, the 
death of the King and loss of the army, the centuries-old dynastic tradi
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tions and the instinctively felt interests of her royal heritage would not 
allow her to become a helpless prey to sorrow and terror. She took a leading 
part in the political intrigues which—at the very moment of the country’s 
downfall—secured the throne of Hungary for her House. The Hapsburgs 
acquired Hungary, which was to become their most precious “European 
colony.” However, the young widow took good care, despite all the in
trigues and delays, to have the treasures of the royal palace packed away in 
numerous iron-reinforced boxes: the sculptures, paintings, the work of 
master goldsmiths, all the precious objects which King Matthias Corvinus, 
the munificent patron of the arts, had acquired from the Renaissance 
masters. These treasures included a fairly large number of the Codices from 
the library of King Matthias, also the incunabula made in the printing 
shop of András Hess at Buda. According to the chronicles, the queen suc
ceeded in saving from the Turks the famous masterpiece of Jan von Eyck, 
“The Marriage of Giovanni Arnolfini and Giovanna Cenami,” a painting 
which first appeared in Brussels and then in London.

Frankly, flying towards Brussels, it was no longer either the Shakespearean 
heroine or the intriguing woman of world politics I was eager to meet, but 
Maria the humanist, whose controversial personality was illuminated by 
the flame of the Hungarian Renaissance. This flambeau was fated to blaze 
for the last time in the distant Netherlands, before it was extinguished by 
the grim darkness of Hungary’s Turkish occupation, which lasted one and 
a half centuries. The sons of happier nations, who have never had to face 
the threat of national extinction and whose history was free from the fear 
that pervades the Hungarian literature of past centuries, can hardly unders
tand the passion with which Hungarian tourists try to trace documents 
which illuminate their nation’s past. True, a Britisher visiting Budapest is 
quite pleased to discover that the Chain Bridge (Lánchíd), the first perm
anent bridge across the Danube, was built by a compatriot of his; and a 
Frenchman will surely appreciate the many traces of Gallic culture in 
Hungary. Yet, while the Briton and the Frenchman will regard these dis
coveries as so many additional proofs of their universally known and re
cognized national greatness, we Hungarians are, so to say, in perpetual 
quest of documents authenticating the very existence of our nation, its 
history and its cultural achievements. This search has been pursued in
cessantly during many centuries. It started with Julian the Monk, who, 
at the beginning of the 13 th century, went in search of the Hungarian 
tribes remaining in Asia at the time of the great migrations, a search that 
is being continued in our own days by an American sociologist of Hungarian 
extraction, who is preparing an ethnological map, working among the



BRUSSELS ENCOUNTER 75
numberless descendants of those Magyars who emigrated to Canada during 
the last hundred years. What really attracted me to Brussels and prompted 
me to look up relics concerning Queen Maria in a building of the Grand’ 
Place, this veritable jewel cask in the centre of Brussels, was the same desire 
to find new links between the past and the present.

My eyes were dazzled by the infinite range of colours in the flower 
market near the building in which Egmont and Horn, those champions 
of freedom, spent the last night before their execution. Opposite, under 
the eaves of the Gothic Town Hall, a line of motor-cars of a wedding 
party was gliding past. The seething crowd of the Sunday bird market 
engulfed me at the King’s House, where I had my appointment with 
Marie de Hongrie.

I do not think the colourful bustle of the Grand’ Place has changed much 
since the time when Queen Maria and her suite, after the vicissitudes of 
a journey of many weeks, arrived in Brussels. Of course, the caparisoned 
horses and the gilded coaches may have presented a more colourful sight 
than the massed motor cars and lorries of today, and the apparel of the 
municipal guard was surely more picturesque than the uniforms of the 
present-day Belgian policemen, but the bird-sellers must have been pretty 
much the same as nowadays. An old Flemish fellow, sucking his pipe and 
offering for sale his robins, tomtits and other small birds in their minuscule 
cages, could have stepped out of a painting of Breughel. . . A weel-dressed 
Walloon lady, using her Ford convertible as a counter and selling bird
seed in plastic bags, might well be the descendant of one who also sold 
bird-seed at this very spot four and a half centuries ago. These bird fanc
iers of Brussels remind me of stamp collectors rather than businessmen; 
I have the feeling they foregather at the Grand’ Place for a little chit-chat 
and are much more inclined to trade the latest gossip than their twittering 
birds. I am now looking at an old gentleman who, his head covered with a 
beret, has brought a single fantail to the market. He is fully absorbed 
in talking to his pigeon and pays no heed to the bustling world around 
him. He is quite startled when a would-be customer asks him the 
price of his bird. For some time he is in a brown study; then—emerg
ing from his meditation—he quotes an astronomical price that makes 
the baffled customer hurry away.

The Maison du Roi, the quondam residence of Marie de Hongrie, is 
a symbol of durability and permanence in these hustling surroundings. It 
was at the gate of the present museum that Queen Maria and her suite 
were received on July 5, 1531. As I enter the palace a long row of com
municating rooms faces m e; the very same rooms through which the young
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widowed queen was conducted by Miklós Oláh, her secretary, a young 
priest and famous rhymester-chronicler, who subsequently became the 
Archbishop of Hungary. In these very rooms he offered a prayer to the 
Almighty that He should lead the Queen and her retinue back to Hungary 
after the defeat of the Turkish invaders.

The museum contains beautiful and rich collections of ethnographic 
material, an abundance of documents and relics bearing on the history of 
the town; beautiful glass cabinets are filled with porcelain, delftware, 
goldsmith’s works and numerous costumes of the “ Mannekin Pis,” the 
charming sculptured symbol of Brussels.

Presently I arrive at the goal of my pilgrimage, the rooms devoted to the 
memory of Queen Maria and her family. There I see the portraits of her 
parents; the father, Philip I of Spain, called the Handsome, and the mo
ther, Joanna of Castile, known as Joanna the Mad. From another canvas, 
the work of the court painter Bernard van Orley, their daughter looks at 
me impassively. The young Queen’s features are no longer those of the 
young fugitive widow: her facial expression betrays the haughty diplomat 
who manipulates a hundred strings of political intrigue, who has declared 
war on the French king and has skilfully thwarted a Dutch move against 
Hapsburg rule—for Maria is the sister and ally of Charles V in whose 
realm “the sun never sets.” And yet, behind the mask of frigid hauteur, 
shades of nostalgia and remembrance seem to be lurking.

The imperial lady, the patronesse of Dürer and Titian, had herself 
portrayed in Hungarian gala costume, with a volume from King Matthias’ 
library in her hand. The inexplicable magic of Hungary must have captiv
ated this woman of political mind and cool reason. . .

One source of this magic influence was the presence of Miklós Oláh at 
her court in exile. Miklós Oláh, a true Renaissance priest and dignitary 
of the Church since his earliest youth, who celebrated his first mass as 
bishop at the age of sixty, is known to have been a dashing figure with a 
master mind. The king of Hungary had sent him back to Buda from the 
battlefield before the disaster, and so he escaped the carnage of Mohács; he 
followed the young widowed queen to Vienna, Augsburg and then Brus
sels, the seat of her governorship.

Historians for many centuries—out of a sense of delicacy or perhaps 
consideration for the reigning dynasty—did not go beyond a few veiled 
allusions in the matter of the true relationship between the secretary- 
prelate and his queen. It was surely not only loyalty to the crown that made 
Oláh follow her into exile, against the advice of his friends, and stay in 
voluntary exile despite his torturing homesickness; and Maria must have
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been prompted by sentimental motives in refusing as suitors the sover
eigns of Germany, Scotland and Poland.

Both Queen Maria and Oláh were peculiar, ambivalent personalities, 
on the threshold between the dark Middle Ages and the enlightened new era.

Though more lenient in this respect than her successors, Maria was 
nevertheless an executive representative of the Inquisition in the Netherlands 
and was portrayed by Dutch pamphleteers as a bloodthirsty witch and 
merciless tool of the Inquisition; her palace at Mariemont was later de
stroyed by French invaders inspired by passionate hatred.

Miklós Oláh, before his flight from Hungary, was the henchman of 
iron-handed, cruel aristocrats. Later, as Archbishop of Hungary, he was 
the initiator of the counter-reformation.

Yet both of them, living among the books, sculptures and paintings in 
the Maison du Roi, responded to the spirit of humanism and tried to 
find their way from the long night of the Middle Ages toward the dawn 
of the Renaissance. Both were readers of Erasmus, and Maria, in spite of 
her sober, calculating opportunism, went even so far as to defend the 
philosopher of Rotterdam when he was attacked by Nicolaus Heilborn.

Miklós Oláh kept up a correspondence with the great humanist, and in 
a letter to him Erasmus defined his attitude towards the religious reforms 
in England in the following terms: “I should welcome an understanding 
with the English. . . ” Oláh gathered a circle of literati around himself in 
Maria’s Brussels court; outstanding in this literary circle were Ursinus 
Velius, poet-historian, and Cornelius Grapheus, historian of culture, who 
dedicated his Tipographia Veteris Romae to Oláh.

Oláh also corresponded with his friends in distant Hungary, who were 
getting more and more entangled in the chaos of the wars against the Turks. 
It was in the Maison du Roi that Oláh wrote his great work “Hungária” , 
a work born of embitterment, nostalgia and an irrational hope of resur
recting past splendour.

In pensive mood I turn over the pages of the book. The work, printed 
more than a century after its author’s death, is by no means a simple 
geographical textbook. The author introduces it with the modest remark: 
Non est animus totam nunc Hungarian detingere, sed eins saltern situm et nonnullo- 
rum locorum positionem; the reader will discover that the “sketch” which 
conjures up a few towns and landscapes of Hungary is a literary masterp
iece. By describing the people of Hungary, their life and culture, as he had 
seen them before the debacle of Mohács, the author succeeded in recapt
uring for posterity something of the beauty and glory that seemed to have 
gone for ever.
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A West European student of cultural history, happening to read Oláh’s 
“Hungária,” will undoubtedly regard it as a valuable but in no way unu
sual source of history. This is quite natural for the citizens of countries 
where most of the masterpieces of Roman, Gothic and Renaissance archi
tecture, painting and sculpture have remained intact, be it at their original 
site or in museums; at least this is the understandable attitude of people 
coming from countries where the old codices and incunabula are still 
extant on the shelves of libraries. But for us Hungarians, the sons of a 
country where everything was destroyeed or carried off, Oláh’s work is 
something more; it is Goth relic and message.

It was mainly on the evidence contained in this work that, in the middle 
of the 19th century, the archaeologist and historian Flóris Römer tracked 
down the extant pieces of the Corvinus codices in the libraries of the whole 
of Europe, from Madrid to St. Petersburg, Constantinople to Brussels. 
Oláh’s work helped in detecting traces of a flourishing Hungarian Renais
sance art, as represented by paintings of the master “M. S.” * in the Esz
tergom Christian Museum, or the statue of St. George, a creation of the 
brothers Kolozsvári, which stands in front of St. Wenceslas Cathedral in 
Prague.

Now, in the rooms of the Maison du Roi in Brussels, I think of the 
town of Visegrád in the Danube bend and how the humanist poet’s work 
helped in discovering one of Hungary’s most beautiful archaeological relics, 
a recently excavated Renaissance palace of marble that was the residence 
of King Matthias. Richly decorated with exquisite sculptures, reliefs and 
frescoes, as described by Oláh, the marble palace had long been thought 
to be the idle creation of a poet’s fantasy. There was no trace left of the 
old glory among the peasant houses and contemporary summer homes of 
the village at the foot of the mountain flanking the river; it required the 
inspiration of a “fanatic” amateur archeologist, who believed in the contents 
of Oláh’s work, to dedicate himself to discovering the treasures described 
there. He searched for more than a decade before finding a few stones—the 
remains of a mediaeval wall—in the corner of a vineyard. At this point 
the excavations began, and presently they were to unearth, piece by pice, 
representative samples of Hungary’s vanished Renaissance pomp: a well, 
carved in red marble by Giovanni Dalmata; the head of a Madonna, sculp
tured by an unknown Hungarian master; hanging gardens overlooking the 
the Danube; the marble fragments of mosaic-floored halls; and innumer
able other relics, subsequently unearthed. These finds form a priceless 
archaeological ensemble and offer a worthy decor for “Solomon’”s Tower

* See Miklós Boskovits’s article in Vol. Ill, No. 6, o f The New Hungarian Quarterly.
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on the hillside and the Citadel at the top—the birthplace of King Louis the 
Great, of the House of Anjou.

Lost in thought as I examine “Hungária,” I visualize Visegrád with 
something of the yearning that must have been felt by Miklós Oláh when 
writing the book in one of the palace rooms. The nostalgia of a past era 
that pervades the well-polished Latin phrases touches my heart.

When I stepped out of the shadows of the palace into the mid-day 
sunshine, the bird-market was about to disperse. The elegant lady with 
the bird seeds had reconverted her counter into a streamlined motor car, 
and the morose old gentleman, having mounted the cage on his bicycle, 
began to peddle and pilot his pigeon homeward. I had the impression that 
he was glad not to have found a buyer for the bird.

“ i io”

I proceeded from Belgium to Holland. I made this detour chiefly for 
the sake of the museums of Amsterdam. The Rijksmuseum and the Ste
delijk Museum are more than mere storehouses of works of art: they help 
in further developing and spreading the spirit of European culture.

These museums are really perfect even from a technical point of view. 
The illusion of full daylight is achieved in their art galleries by a combina
tion of ingeniously placed luminous bodies and special synthetic mem
branes; the walls have a softly coloured granular coating, and the pic
tures are hung against a pleasantly undemonstrative background.

A combined lounge and refreshment room in the library affords a good 
view of the park with its statues among the trees. I was especially im
pressed by the manifestations of carefully studied efforts to educate the 
visitors in a unobtrusive and yet efficacious manner. Never before have 
I observed such intimacy between the lectureres and their “groups” . When 
coming face to face with an important painting, the whole group settled 
down on the carpet or the polished floor, and the lecturer—sitting among 
his audience or standing beside the picture—explained the details of the 
work of art.

The chief attraction of the Stedelijk Museum is the peerless collection 
of Van Gogh’s masterpieces, that of the Rijksmuseum the paintings of 
Rembrandt. But one should not be content with these chief attractions. 
The cabinets of the Stedelijk Museum, for instance, contain modern draw
ings and afford a good survey of the graphic art of the 20th century, from 
Kandinsky to Braque and Chagall. The collections on the ground floor of 
the Rijksmuseum are a highly instructive summary of the Netherland’s
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cultural history, showing exquisite pieces of furniture, carpetwork, china- 
and delftware, and beautiful Gobelin tapestries.

The last rooms of the historico-cultural exhibition are devoted to those 
works that heralded the new trends in the fine arts and architecture at the 
beginning of the 20th century. Dutch artists, writers and thinkers made 
important contributions to the development of the new schools.

Although a tourist speeding through the towns and the rural regions of 
Holland gathers only fleeting impressions, he cannot but feel that this is 
the home of modem European architecture. The destruction of Rotterdam 
by German bombs offered a tragic but unique opportunity for reconstruct
ing a whole city in the most up-to-date style. Rotterdam has been rebuilt 
as a city of steel, glass and concrete, and it is certain that future students 
of art history will make pilgrimages to this town, as we make pilgrimages 
nowadays to Italian, French or Belgian towns that have preserved the styles 
of past ages.

The historico-cultural exhibition of the Rijksmuseum, on the other 
hand, reveals the true origins of the burst of architectural activity in the 
fifties. The room devoted to the “Stijl” movement contains the paintings, 
drawings and plans, and reveals the ideas, of the constructivist school at 
the beginning of our century.

The reader will understand how surprised I was when quite unexpect
edly I encountered evidence of Hungarian participation in the collectivist 
school, in a corner room of the Rijksmuseum devoted to the role of the 
Amsterdam art review “i 10” and its group of vanguardist contributors. 
It was in the pages of “i 10” that their work and opinions appeared and 
their aesthetical principles were elaborated.

The copies of the “i io ” are kept in glass cabinets, and almost each 
number contains contributions from Hungarian aestheticians, painters and 
architects. An essay by Ernő Kállai bears the title “Painting and Photog
raphy” and expounds the theory —quite daring 40 years ago—that photog
raphy has to develop into a special art and will have to obey its own special 
laws,* it must not content itself with copying reality in a mechanical, 
naturalistic manner but has to elaborate its own rules of artistic form and 
content. Another copy of the review includes a treatise by László Moholy- 
Nagy, in which he outlines from his then perspective the future develop
ment of cinematography and raises the idea of the Cinema ve'rite'-—40 years 
ago! Lajos Kassák too is represented by an essay. Kassák—writer, poet and 
painter, a remarkable personality in Hungary’s spiritual life—outlines in 
the columns of “i 10” the essence of new architecture: a functionalism 
based on the technical achievements and coordinating principles of our age.
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Thus a new art was created and developed in Europe at the beginning 
of our century. While pre-20th Century movements had usually been 
joined by Hungarian artists only after a delay of several decades, they now 
participated actively and creatively towards development of the movement. 
These Hungarian artists grew up in the vivifying spiritual atmosphere of 
the turn of the century, but, alas, by the twenties their lives had become 
more difficult than that of their western contemporaries. The hostility and 
narrow-minded provincialism of Horthy’s counter-revolutionary regime 
drove them into exile. Whether bourgeois radicals or socialists, they had 
to seek refuge in foreign lands, where they became the champions of new 
artistic trends. The review Ma (“Today”) moved from Budapest to Vienna, 
where it was published in Hungarian, German and English. As the focal 
point of a circle of painters, sculptors, writers, poets and architects, it 
became the organ of the new artistic movement, like the Réalité Nouvelle 
of Paris, the Bauhaus of Weimar-Dessau, and the Stijl and “i to ” of 
Amsterdam.

While thumbing through the copies of “i io ” , I recalled my recent 
interview with Lajos Kassák at his home, in the oldest part of Buda. 
Although over 75, he still writes prose works and poems, and draws and 
paints with unabated vigour. He was preparing his latest poems for the 
press when I dropped in, but was willing to delve into the past to recall 
the times he ran the review Ma and made its pages available to Hans Arp, 
Kurt Schwitter, Picasso, Le Corbusier, Severini, Giacometti, Trampolin, 
Michel Seuphor and Ozenfant, publishing, of course, also the works of 
Hungarian contributors, such as László Péri, Vilmos Huszár, László Mo
holy-Nagy, Ernő Kállai, Marcel Breuer, not to speak of his own writings.

Something new was born of the travail of those feverish times. Small 
rivulets welled up at the spiritual centres of art culture in Europe; some 
dried up, but others swelled to powerful streams that are now carrying 
the spiritual life of our century in their irresistible current. One of these 
currents prepared a new way for the art of photography. The articles of 
Kállai, Kassák and Moholy-Nagy, published in “i 10”, inspired Brassai, 
the Hungarian photographer living in Paris, and his followers all over the 
world.

The inspiration received by modern architects from the spiritual centres 
in Budapest, Vienna, Weimar-Dessau, Amsterdam and Paris was perhaps 
still stronger. The stimulus emanating from Ma originated in the realm 
of pictorial art; it demanded the abandonment of obsolete arabesques and 
antiquated style elements, and called for simplicity, lucidity and expedi
ency. The artists of the Bauhaus expanded the ideas of John Ruskin, William
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Morris and Louis Sullivan; they tried to create Gesamtkunstwerke of the new 
architecture by combining the traditions of the old guilds with the pos
sibilities offered by modern industry. Le Corbusier, artist, architect and 
technical expert in one, converted the fantasies of painters, aestheticians 
and industrial designers into glass, steel and concrete; he designed and 
constructed his “floating houses,” freeing their structure from all super
fluous burdens; he developed the revolution of architecture into that of 
city planning.

It was at that time that the reconciliation of technics and the arts, 
hitherto unimaginable, began. Moholy-Nagy and Kassák, plying between 
Vienna and Dessau, published a book at the beginning of the twenties 
that has since become a historical document. It was called the “Book of 
Beauty,” and it offered a comprehensive view of the new artistic trends 
of the century. The book contained 120 reproductions of artists, covering 
a wide range from Picasso to Chagall and thus including all representatives 
of the new tendencies. The principal merit of the book was its creative 
combining of arts and technics; it was the first work to reject the prin
ciple of the 19th Century that all products manufactured en masse by 
modern industry were valueless from an aesthetic point of view; it asserted 
that it was possible, even imperative, that mass products, machines and 
steel structures should satisfy our sense of beauty. The “Book of Beauty” 
included not only reproductions of paintings but drawings of artistically 
designed machines and everyday utilitarian objects as well. It was in this 
book that the idea of streamlining first emerged; it published the accom
panying text to a drawing suggested the adoption of the water-drop form 
for fast vehicles and recommended it as both beautiful and best suited 
for overcoming air-resistance. The aesthetics of mass products and the 
modern art of industrial design owe much to the ideas propagated by the 
“Book of Beauty”.

*

Such were my thoughts as I lingered in the Ryjks museum. I had spent 
a long time in the “i io ”-room of the museum, so that the sum was setting 
when I emerged. With darkness advancing, the city was lit up by thou
sands of lights that illuminated the modern dwelling houses behind the 
museum. Their clean, modern lines fitted well into the milieu of grachts, 
house-boats and old patrician houses flanking the canals.

The process of form-breaking is still going on, and some of its results 
are doomed to fail. To these belong, I think, the psycho-analytically tinged 
works of the so-called “emotional painting,” some of which I saw in the
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Stedelijk Museum. Still, a synthesis of the various artistic trends of our 
age seems gradually to be developing from the seeds sown by “i 10” and 
other pioneers at the beginning of the century.

A u d a c i t y  a n d  S y n t h e s i s

Once more I am in Brussels. The Citroen rolls smoothly along a splendidly 
illuminated Boulevard and turns with a sharp curve into the arcades of 
the skyscraper near the Gare du Nord. It climbs at a breathtaking rate 
up the serpentine path that replaces the staircase and stops at the Peyresque- 
Hall on the 10th floor.

It was with some uneasiness that I crossed the threshold of the premises 
to which I had been invited by Belgian writers, poets, historians and 
sociologists. My uneasiness was due to the fact that these artists and 
scientists had gathered there to celebrate the launching of a new literary 
review, Aui.au; I was afraid that the intimate feast might be disturbed by 
the arrival of a stranger coming from a “different kind of world.”

However, my anxiety was soon dissolved in an atmosphere of common 
ideas that pervaded “family members” and strangers alike. Marcel Thiery, 
the novelist, member of the Belgian Academy, spoke of the new life of 
Audace, reborn after a death-trance of half-a-decade. The review used to be 
an organ of Belgian literature written in French, but was now to open 
its pages to the creations of other literatures as well. Simenone’s message 
exhorted the editors to live up to the title of the review, to be audacious 
and broadminded, to widen the horizon of spiritual life.

Everything I heard there could have been said just as well at a session 
of the Hungarian Pen Club or at a meeting between Hungarian authors 
and readers. The Hungarian review Nagyvilág (“The Wide World”) is now 
ten years old; it acquaints more than 20,000 readers each month with the 
recent works of world literature, and its editors must nevertheless con
stantly be on the alert not to lose touch with the newest international 
trends. And who would say that audacity, the zeal for experiments giving 
expression to the problems of our socialist world in a new, modern and 
stirring manner, should not be continuously encouraged in Hungary?

The spiritual fellowship of the participants in the Brussels meeting be
came strikingly evident when the conversation turned to books, publishers 
and the relationship between writers and readers. Although French, the 
language of the writers participating in the Peyresque-Hall talks, offers 
the advantage of wide publicity, they can well understand (and are even 
suffering from) the limitations of their small country and are well aware
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of the drawbacks of the correspondingly limited circle of readers. They 
say that, like Simenone, a Belgian writer has to leave his country in order 
to achieve world fame.

To this I silently add: And what shall our writers say, whose language 
is understood nowhere outside the pales of our country? The linguistic 
barrier is formidable for Hungarian writers, and even our greatest novelists 
or poets must have translators—themselves writers or poets—to help their 
oeuvre cross the boundaries of our country into the realms of world lite
rature. It is due to the zeal of László Gara and a few French poets, his 
friends, that the French-speaking world at last begins to have some idea 
of Hungarian lyric poetry.*

There were several persons at the meeting who had read Hungarian 
poems as translated by Rousselot, Guillevic, Pierre Emmanuel, Roger 
Richard and others; they were eager to become acquainted with the recent 
creations of our fermenting and experimenting prose literature. I was be
sieged by questions as to when the planned anthology of the Hungarian 
version of Belgian prose works, prepared by István Sőtér, would appear.

“We* all feel,” said Jean Muno, a young novelist, “that, after a long 
and grievous but definitely overcome period, the time for mutual approach 
and contact between the two co-existing worlds has at last arrived.”

I too felt this atmosphere of constructive efforts towards synthesis in 
Brussels, the city of round-table conferences, where the writers, scientists 
and experts of East and West meet several times every year to discuss 
topical issues.

The meetings, which in the beginning were careful, reserved and over- 
polite, are now developing into genuine talks, with full, open discussion 
and friendly agreement and disagreement. It was during my stay in Brussels 
that jurists had a conference there, with the object of discussing the 
existence and significance of private property in the socialist world. The 
subject was “piquant,” important and exciting even for people living in 
capitalist society. The dissertation of Dr. Gyula Eörsi, the Hungarian 
delegate, aroused considerable interest. I was told that the next round
table conference would discuss the problems of youth. Maybe, by a certain 
synthesis of experiences and ideas between East and West, a further step 
may be taken towards the solution of urgent pedagogical problems.

“But the time is ripe for a vertical synthesis too,” says Professor René 
Dekkers of Brussels University, as he points to the carved crossbeams of 
the room, the trestle tables and trestle chairs, the suspended homespun 
peasant cloths and the many life-size photos on the walls, which, combined

4 See in this connection György Rónay’s essay on page 185 of our present issue.



with intricate colour- and light-effects, conjure up the atmosphere of the 
beautiful mountain landscape of the Alpes-Maritimes.

“This is Peyresque, our exciting experiment.”
I learned that Peyresque was the name of a small French village where 

the Alps meet the sea; it is one of the earth’s most beautiful spots, but 
it has fallen victim to a process that is now all too frequent in Southern- 
France. Like so many other villages, Peyresque has gradually become de
populated owing to the crisis of small-scale agricultural production and 
the magnetic effect of urban life on people wearied by rural toil and en
vironment. Young people were the first to leave the countryside; they were 
followed by the middle-aged peasants and finally even by the older genera
tion, so that only a few very old people remained. Most of the houses 
that lost their inhabitants crumbled from neglect.

A few students of Brussels University happened to get to the neigh
bourhood of Peyresque during their summer holiday. They were fascinated 
by the beauty of the landscape and saddened by the desolation of the dying 
village. After much deliberation and many discussions, the young men 
decided to act as “patrons” of Peyresque. As it seemed impossible to re
verse the “iron laws” of economics, it was decided to revive the village 
in the form of an international health resort for students. Several years 
have elapsed since then, and Peyresque, reborn, is now teeming with mul
titudes of young people throughout the year.

The village and its picturesque surroundings are visited by Belgians, 
Frenchmen, Italians, Germans and Englishmen; I hope that young people 
from Hungary will also enjoy the new health resort before long.

True, the countries of Eastern Europe try to settle the great problem 
of changing the rural way of life in a different manner, i.e., by a basic 
transformation of their agriculture. Yet, there can be no doubt as to the 
beneficial effect of the Peyresque experiment. And—quite apart from the 
outcome of this venture—one cannot ignore the fruits of other, more direct 
efforts to bridge the gap between the main currents of contemporary ideas.

Maurice Lambilliotte’s periodical is fully representative of this tendency 
in Belgium’s spiritual life; its title, “Syntheses,” most aptly expresses its 
aims.

“A new chapter of history has begun. . .  A new humanism must emerge. 
Mankind cannot disobey indefinitely the urge to unity: and this unity is 
unthinkable otherwise than through the manifold contributions of the 
different peoples”—writes Maurice Lambilliotte in “Syntheses.”

I am happy to have met in Brussels this new and living humanism as 
well as that of Marie de Hongrie’s age.
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TIVADAR CSONTVÁRY

by

LAJOS N É M E T H

N one of the founders of modern painting had to wait as long as 
Csontváry to win appreciation and recognition. Although there 
were always a few critics who ranked him among the greatest 
Hungarian painters, other leading art experts and some artists 

of considerable sophistication declared Csontváry’s art purely pathological. 
The fact is that the general public was in no position to judge the paint
ings for a long time for there was no access to them. The last retrospective 
exposition of Csontváry’s works had been held in 1930, and in 1946 the 
main examples of his minor works were shown in an exhibition arranged 
on the premises of the Communist Party in Budapest’s 2nd district. Al
though some of his monumental canvases could be seen at the School of 
Arts in Budapest until 1949, opponents of his art objected, and after the 
canvases returned from a very successful exhibition arranged in Paris in 
that year a great number of Csontváry’s works were hidden away in the 
cellars of various museums. An objective appraisal of the artist was further 
delayed by the fact that no Csontváry literature by art connoisseurs existed, 
and this made it possible for nearly fifty worthless forgeries to find their 
way into private collections, whose proprietors thought they were getting 
genuine Csontvárys. It was quite a discovery, therefore, when in the summer 
of 1956, at an exhibition entitled “Horticulture in the Fine Arts” in the 
“Műcsarnok” State Exhibition Hall in Budapest, the painting “Pilgrimage 
to the Cedar Tree” was shown, eclipsing all the other works exhibited with 
its sublime blaze and magic play of colour.

In the past year the situation has undergone a change. After the paint
ings received the Grand Prix at the Brussels World Exposition and won 
still more admirers through the Brussels show and the beautiful portfolio 
of Ervin Ybl, Csontváry’s art found itself in the limelight, and well- 
founded studies contested the summary condemnation of his oeuvre. At
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last, in the summer of 1963, most of the works could be seen in an ex
hibit at the István Csók Gallery of Székesfehérvár. In consequence of the 
resounding success this had, the works were afterwards shown at the 
Budapest Museum of Fine Arts. Thus, almost a half century after his death, 
Csontváry arrived in the spot he had so long coveted, a place of honour 
in the vicinity of Raphael.

Of course, the mere fact that Csontváry’s paintings had rarely been 
seen by the public does not adequately explain the belated recognition of 
his art, for the critics who offered the weightiest arguments against his 
oeuvre were well acquainted with at least his principal works. There were 
several reasons for this lack of understanding. Incalculable damage was 
caused, for instance, by the irresponsibility of some contemporary artists 
and critics who harped on Csontváry’s undeniable psychosis, making him 
the butt of comic anecdotes, and picturing him as a dilettante pharmacist 
who had run amok as a painter; this started off the Csontváry research on 
the wrong track from the very first. A number of studies concentrated 
their attention on whether or not the painter was lunatic. Instead of making 
a scientific aesthetic analysis of Csontváry’s paintings, the eccentricities 
of his behaviour were raked over. While we have no desire to minimize 
the importance of research work on psychosis and its relation to Csont
váry’s art (the work of the psychiatrist Dr. Rezső Pertorini should be 
mentioned for its pioneer significance in this respect) there can be no doubt 
that the whole appraisal was led astray by giving this question a central 
position. More than fifty scientific studies deal with the various aspects of 
Van Gogh’s psychosis, yet his position in the history of art was not deter
mined by the tragic mutilation of his ear but by the aesthetic value of his 
oeuvre and its influence on the development of European painting; nor 
does a medical opinion on the alcoholism of Rembrandt have the slightest 
effect on Rembrandt’s position in the history of art. A monograph on 
Csontváry’s psychosis may be instructive and may help to some extent in 
understanding certain characteristics of his art. It is not of decisive im
portance, however, because not only feelings are involved in art but facts, 
the objectivized expression of thought. The value and evolution of Csont
váry’s art cannot be explained simply through the development of his 
psychosis, even though this did colour and modify it. Like the oeuvre of 
all great artists his art follows an intrinsic logic, has its own law; its value 
is not a by-product of the artist’s psychosis. So much dust has been, however, 
kicked up around this question that for a long time they prevented the 
public from approaching the paintings without prejudice and discovering 
their genuine aesthetic value rather than picking out their eccentricities.
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A correct evaluation was also made difficult by the extraordinary variety 
and originality of Csontváry’s art. Any appraisal based on its category in 
the history of style is baffled by its seeming contradictions, although in 
reality this oeuvre is extremely logical—it is simply not bound to any 
school and has no immediate kin; it cannot be included in any system in 
the history of style or fitted into any logically constructed process of 
development. Csontváry is one of the great creators of style in the history 
of art whose own works made a world of their own; his phantasy for creat
ing images was not guided by anything learned in schools or museums 
but by a power generated in his own inner world. Obviously this was not 
easy to evaluate if one’s opinion was influenced by prejudices in regard to 
style and by an insufficiently flexible approach to the laws of development.

*

Csontváry lived in the epoch of the great turning point in European 
painting. He was born in the same year as Van Gogh. Mihály Munkácsy 
was one of his first artistic experiences, but he was painting his most 
important pictures during the same years when Picasso was forging his 
style, in the period of the Fauves and Cubism, and towards the end of 
his life he was already disputing with the Futurists. In the strict sense his 
artistic epoch extended from romantic realism and impressionism to the 
artistic trends of the 20th century, to the development of the “isms”.

But like every great artist he outgrows his epoch, because he sums up 
one development and opens the way to another. His period is not only the 
sixty-six years of life which were granted him, but begins somewhere 
about Altamira, in the distant age when painting was born. Not only 
because he distils the art of different epochs into a specific Csontváry idiom 
but because he actually rediscovers the essence of painting. He re-lives, as 
it were, the whole development of painting from primitive art, from the 
primordial, sacral experience of creating an art object, to that sovereign 
aesthetic stage, the creation of style. “It was enough to watch me, my son; 
now do as I do”—this is what his demiurge, which he himself created, 
tells him. And in fact he contains almost everything, from Altamira to 
post-impressionism and even what followed—beginning with the desire to 
create something equivalent to nature and proceeding through the struggle 
with transcendental problems to the discovery of his own note in com
position, and in divisionism. The perspectives of many decades are re
quired for an understanding of these paintings; and the questions raised 
by the epoch itself, by the great turning point in art receive an answer.
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The main problem of painting at the end of the last century was whether 
it would be able to break through the agnostic and solipsistic approach 
into which it had drifted when impressionism began interpreting reality 
in terms of mere impressions, and naturalism bogged down in simply 
mirroring phenomena—and whether, on the other hand, it would also avoid 
the impasse of academicism, the arbitrary pseudo-solutions of abstractly 
interpreted classic rules of form through which the real questions of the 
epoch are evaded. Inseparable from this is the problem of whether it can 
overcome subjectivism, for while this may be richly productive it also 
contains great dangers, as could be seen in the developmental phase start
ing from romanticism; can it avoid the unforeseeable difficulties that 
arise when an arbitrary subjectivity takes the place of the search for ne
cessities? Also inseparable from this complex of problems—determined in 
the last analysis by the cultural crisis of capitalism—is whether it can get 
over the fragmentariness of decadence, the crisis in Weltanschauung which 
Ady expressed in the line, “Everything fell to pieces that was whole.” 
It is well known that the greatest painters of the epoch, Cézanne, Seurat, 
Gauguin and Van Gogh faced the same problem and answered it in a 
masterly way; they defeated the subjectivism of “everything is just a mood,” 
they did not stop at the surface of things but created an artistic world of 
their own.

In his notes and autobiographical sketches Csontváry always declared 
his fidelity to nature; he thought it was his vocation to solve the problem 
of the plein air. Nor did he, in words, set objectives for himself which went 
beyond the aesthetic principles he might have learned as a disciple of 
Hollósy. Although some of his remarks about art in 1910 seem to indicate 
that even then he was aware how far he had advanced from the standpoint 
of plein air naturalism, he was evidently trying, when he demanded a 
“decorative art” inspired by the ideas of Greek philosophy, to bridge the 
gap between the actual coments of his completed oeuvre and the aesthetic 
arguments he claimed as his own. We must also consider the fact that the 
words “nature” and “plein air” soon meant something else to him than 
they did in the terminology of naturalism and impressionism. What he 
understood by these concepts and how he actually transposed them in 
terms of the canvas amounted to tackling and solving a complex of problems 
that belonged to the phase of development after impressionism and natural
ism. In this undertaking, however, one can also trace the lessons of the 
entire preceding development founded upon mimesis and detect the essen
tial components of the period to follow.

In contrast to the naturalists and impressionists, Csontváry was never
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interested in the temporal but always in the permanent, the essential. 
He was in search of law, of necessity, but formal order to him, as to all 
truly great artists, was the reflection of the urge to create order in all 
things. His whole creative method was dominated by the search for essential 
relationships. The letter he wrote to a photographer in Debrecen before 
painting his picture of the Hortobágy plain shows that even before actually 
seeing the place and receiving a concrete impression of it, he tried to define 
the essence of his subject: “What is the main motif in the plain,” he 
asks, “the sky, the sunset, the sunrise? The stormy clouds in the sky or 
the bare earth? What creates the atmosphere? The groups of animals in the 
distance or in the foreground—individual horses or herds of horses sweeping 
along” ? The completed painting contains everything which comprises the 
essence of the subject—storm, sunset, repose and explosive movement. The 
actual sight of the place interfered with the vision arising from Csontváry’s 
preliminary search for the intrinsic motif. Since his imagined composition 
had concentrated from the very first on the essentials, it was natural that 
in studying the subject on the spot he sought the solution in which the 
inner reality of the motif discovered would best be revealed. This method 
determined not only the creation of the Hortobágy picture but of his other 
great compositions also. He returned year after year to Taormina and 
explored the essentials of the landscape from different angles. Even when 
he had found the “great theme,” he did not prepare impressionistic sketches 
but calculated the size of the painting as determined by the scale of the 
scene, and then ordered the canvas. Meanwhile, until the canvas arrived he 
would continue to contemplate, to “feel” the setting. His picture was not 
born of an impression but of long meditation. He summarized on his vast 
canvas all the artistic experience that had been evoked in him by sunsets 
and sunrises observed innumerable times. During the months of contem
plation he had absorbed the essentials of the landscape, the beauty of the 
scene. The wonderful experience of sea and atmosphere had become refined 
to an image of memory, to an element of his mind. The incidental im
pressions of a passing state of mind, the merely subjective reaction to 
reflections of the play of vanishing colours and lights would fade into the 
background of his mind, where they were sorted out by the pictorial imagina
tion and ripened by memory and incessant contemplation. In consequence 
of this long inner concentration and process of selection, Csontváry’s 
essential, structural characteristics crystallized. Since the pith of the subject 
is inseparably linked with the idea of permanency, Csontváry’s creative 
method differed basically from that of impressionism or naturalism, which 
are concentrated on the temporal. He sifted the constant element from the



CSONTVÁRY 91
temporal experience and this is why the motifs in his pictures became 
exalted to an essence of substance, transcended the world of impressions 
and moments, and became part of the realm of the constant.

Of course the fact that Csontváry never ceased to look everywhere for the 
essential, permanent element, and that his creative method was concentrated 
on this search, had consequences in his form. Within the limits of this 
brief article we can merely allude to certain characteristics of it.

Csontváry’s demand for totality can also be observed in his representation 
of space. His oeuvre is extremely varied in respect to the representation of 
space, for he passed through several developmental phases, preparing him
self through a naturalistic approach to space for a sort of classic structure 
as in the “Mosque of Pigeons in Jerusalem” or “ Moroccan Teacher.” 
However, it is interesting that in his principal works he departed from the 
naturalist and impressionist approaches and even went beyond the illusion- 
ism of the linear perspective as evolved in the Renaissance. As we know, 
classic perspective essentially consists in representing a cut from nature as 
the painter sees or might see it from a particular vantage point at a partic
ular moment. This principle logically led to impressionism, which con
tinues the demand for representation of the visible world and assumes an 
illusionist position. Csontváry broke with the kind of space representation 
determined by a particular vantage point and a particular moment. One 
also finds occasionally in his writings critical remarks about the Renaissance 
solutions of perspective. In his opinion the classic line-perspective went 
astray in founding its laws on lifeless mathematics; his alternative proposi
tion was, as he termed it, the “perspective of feeling”—an aesthetic 
category of his own. This conception had a complex meaning. Partly it 
meant that in his great canvases such as “The Greek Theatre at Taormina” 
or “Baalbek” he made historical events assert themselves with a symbolic 
purpose as a part of his composition. But it also referred to his particular 
system of space representation. As in his painting of Hortobágy he was not 
trying to represent one aspect of the theme or another, but its essence, its 
totality. In his landscapes he sought the essence of the region; often he put 
elements together which could not possibly have been seen from a particular 
vantage point according to the laws of linear perspective and Leonardo’s 
theory of perspective, but which had to be included for representation of 
the theme’s essentials.

This becomes clear in his painting of a bridge dating from the Turkish 
epoch in Mostar. In another painting Csontváry creates a picture of a little 
town in Hercegovina which gives an impression of topographic accuracy. 
When, however, the picture is compared with photographs of the place, it
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turns out that Csontváry did not follow the classic rules of perspective but 
arbitrarily composed the characteristic details, which could only be seen from 
several vantage points, into a single view that nevertheless suggested verisi
militude. He painted the view as seen from the left bank of the river Neretva 
but included in the composition things which could only be seen from the 
right bank, thus presenting the essential characteristics of the town more 
completely. This trait can also be observed in some of his monumentally 
large paintings. His procedure thus had a certain similarity to that of Cézanne 
who in his Mont St. Victoire paintings had already relaxed the “single 
vantage point” rule of classic perspective; while preserving the single site of 
the particular vantage point, Csontváry modified the angle from which he 
observed his subject. Csontváry’s method is also suggestive of the Cubist 
approach to space construction, at least in its transition from the first to the 
second (the geometrical to the analytical) phase when the Cubist painter, in 
opposition to the illusionist, subjective impression of space, sought an ob
jective arrangement of things in space determined by the things themselves. 
Instead of maintaining the “single vantage point” of classic perspective the 
Cubist put together in one composition aspects of a view seen from several 
vantage points. With Csontváry, however, something else was involved; 
in contrast to the Cubists he made no breakdown of the abstract space 
construction problem; it was his demand for totality that caused him to de
part from the “single vantage point” ; through a perspective giving several 
vantage points, he hoped to reveal the essence of the subject. In some of his 
paintings he compsed the scene obtained from several vantage points into 
a spatial unity, but in other cases his final solution stressed the different an
gles of his spatial approach. In his painting “Carriage Drive by Moonlight 
in Athens,” for instance, we can observe a conscious unity between flat and 
massive arrangements of space.

His method of composition is also determined by his demand for totality, 
by his search for the absolute. The composition, i.e., that which emerges 
from an inner determination in the germ of the picture, can be born only as 
an equation of totality. It was therefore inevitable that Csontváry could 
not make use of impressionism and naturalism, which took from the fissured, 
disintegrating whole only fragments and moments. As we have seen in con
nection with Csontváry’s approach to space, through which he strove to pre
sent the pith of his chosen subject, his landscapes did not satisfy the taste 
of the 19th century with its slogan of “landscape-mood,” but projected 
a sense of inevitability. This, however, could not be attained without com
position. His great desire was to create classic compositions that would go 
beyond Raphael, but he did not propose to use an academic approach to attain
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this. His mode of composition is varied. Even in the approach of the early 
works we can trace powerful lines in the composition that evolve from 
chains of rhythm, while the entire structure originates from the equilibrium 
of flat and three-dimensional elements. In these paintings* however, the 
artistic organism lived in a symbiosis with the natural organism of the chosen 
theme. Csontváry left out only what was present through mere chance, he 
regrouped and selected and thus raised the component parts to the realm of 
aesthetics. The compositional solution was only valid for the chosen theme 
whose essence it revealed. In “ Mary’s Well at Nazareth,” the “Seaside Ride 
on Horseback” and the “Pilgrimage to the Cedar Tree” he departed from 
a compositional solution. In the “Pilgrimage” the composition of the paint
ing was primarily determined by symbols arising from a personal vision. 
In the two other paintings the compositional order was not related to a mo
del in nature, but Csontváry’s independent a priori logic boldly determined 
its own type of scene. The projection of space and of anatomical proportions 
in the drawing was not motivated by an intention to be true to life but by 
the inner necessity of the composition, which was determined a priori, 
just as in the great compositions of Cézanne representing bathers. In Csont
váry’s paintings the equilibrium of masses and forms, the interrelationship 
of colours and the inner rhythm are all arranged according to a compositional 
principle that arises from the idea of that great uniform style. His composi
tion is not just solved superficially either, but is given life by the logic of an 
underlying guiding principle. His great, ideal compositions such as the 
“Pilgrimage” or “Mary’s Well” are unique in his time, worthy kin of 
classic compositions, but modern in spirit.

The compositional development of Csontváry is inseparable from his aim 
at a monumental style which should be all of a piece. In his own artistic 
development he passed through the more important phases of the develop
ment of the art of painting. He began with descriptive naturalism, advan
ced to a naive expressionism, i.e., a subjective interpretation of the scene, 
and subsequently, through a pantheistic worship of nature, to an objectivity 
in which “the things themselves speak.” In the “Pilgrimage” he arrived at 
the threshold of the creation of myth, and in his last compositions he was 
searching for style, style in Goethe’s sense, rising above pure manner and 
achieving a synthesis of the laws of form which are generally valid and which 
unfold from within—as in the art of ancient times. This striving was also 
closely connected with his demand for totality, since style in the classic 
sense can only be the artistic formulation of a homogeneous world. One 
element of this search for style was his attempt to achieve an a priory method 
of composition, but it mostly showed itself in his individual use of colour.
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One of the greatest merits of Csontváry’s art is the overwhelming effect 
of light he achieves through his colour arrangements. He proudly declared 
that he had really achieved the artistic representation of open air, solved 
the “plein air” problem. But not even his interpretation of pie in air is identi
cal with that of impressionism; it is rather related to divisionism. In his 
analyses of colour and light he discovered the laws of divisionism and post- 
impressionism, the characteristics of complementary colour and valeur* paint
ing. He sought out in the colour wheel the contrasts that would animate 
each other; he broke his colours into their component parts and at the same 
time strove to give the separated forms a homogeneity in contrast to the 
opposing patches of colour, which creates an effect of powerful vitality. 
This was necessary because the dissolution, the play of the glittering reflexes, 
makes difficult the synthesis required for the creation of style, whereas 
the balance of patches of decorative colour can become the basic style element 
in the classic sense and produce a more lasting, solid effect, as against the 
temporality of valeurs, of the subjective impression. He did not go so far 
in the decorative synthesis, however, as his contemporary Gauguin; but he 
did preserve the results of the valeur picture and divisionism. In his creation 
of an original unity of antagonistic artistic solutions, Csontváry is almost 
unique in the history of painting. The symbiosis of the valeur effects, in 
which he used the laws of complementary colours and which he achieved 
through his technique of colour patches and through making the patches 
cohere despite their decorative temblors and inter-reverberations, creates an 
unprecedented colour experience. It amalgamates the magic freshness of 
impressionism, the search for optic laws in a divisionism full of light, the 
sense of repose in the atmosphere, and the decorative effect produced by the 
enhanced colour value of the whole—the totality of the contrasting patches. 
Csontváry’s world of colours, like his compositional solution, thus becomes 
an element of a planned monumental style.

*

The pantheistic fusion with nature, the demand for totality, the search 
for laws that defeat subjectivity make up only one aspect of Csontváry’s art. 
The objective versus the subjective attitude, the search for law which charac
terized the efforts of Seurat and the striving to project himself and pass a 
sentence on his epoch which characterized Van Gogh are amalgamated into 
an unparallelled unity in the oeuvre of Csontváry. He never believed himself 
a mere painter, he believed that in working as a painter he had solved

* valeur: tone-value
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problems in a higher sphere. In his troubled writings he attacked the “per
verted” and “degenerate” epoch he lived in, “the errors of cultured man” 
and the “jostling which is called modern life,” giving Tolstoian arguments 
that partly derived from oriental mystic theories. His nostalgia for the 
East also represented a search for unsullied sources, for a vein untouched 
by the warped civilization of the guilty cities. His great composition, the 
“Entrance to the Wailing Wall in Jerusalem” passes sentence not only on his 
own epoch but also on the “great past,” on the bitter history of humanity. 
Csontváry always intended his art to be a social act. His aim was to create a 
great composition embodying an idea. He wanted to paint a heroic type, a sort 
of prophet of the epoch, when his career started, and he chose the Turk- 
baiter János Hunyadi and then, in Miklós Zrínyi, the naive figure of a folk 
hero who would not surrender. But as the artist became increasingly isolated 
from society, gained no awareness of the progressive movements of his time 
and retired more and more into a world of his own, he was not able to create 
such a heroic type, either in his naively interpreted historical heroes or in his 
passionate Christ contending with his own fate.The nearest he came to it was in 
the “Great Tree, ” the reigning, lamenting prince without a people who became 
himself in “The Lone Cedar.” Here he resembled Van Gogh, who after 
searching in vain among heavy-handed peasants and angular-faced weavers, 
finally found his own tragic identification in the sunflowers and the deliri
ous cypresses.

As in Bartók’s “Two Portraits,” an acceptance of two poles of life charac
terized the art of Csontváry: a rhapsodic joy at the beauty of nature and 
tragic self-projection into the deepest recesses of hell. Equal to his monu
mental pictures with their pantheistic inspiration is the expressionist phase 
of his art, where the storm in his soul, which was due in part to psychosis, 
was projected into nature to become the dominant element of the picture. 
In these pictures the rules imposed by the scene itself slacken. Among them 
we also find his weaker and more primitive paintings. In most cases, however, 
the subjective vision was so majestic and sovereign that it broke through all 
barriers of craftsmanship and raised the subject to the realm of prophecy, as 
in the “Praying Saviour.” The distortion caused by his expressive zeal creat
ed an enduring type of form. The subjective self-projection characteristic 
of expressionism and the pantheistic humility before nature merged into a 
curious unity, sometimes even within one painting, for example in “The 
Great Tarpatak Valley in the Tátra Mountains.” In a related spirit the 
projection of his own subjective feelings and the verisimilitude of nature 
are symbolically intertwined in this mythic cedar paintings. This unparal
lelled amalgamation of subjective and objective factors is one of the most

95



THE NEW HUNGARIAN QUARTERLY96

exciting aesthetic phenomena of Csontváry’s art, but to analyse it would 
require an independent study.

From all this it follows that determining the place of Csontváry in the 
history of art is an intricate task. Several of his contemporaries are akin to 
him, from the ingenuous douanier Rousseau to the conscious Seurat. Division- 
ism, post-impressionism, expressionism and even elements of surrealism 
are found in his work, and yet he cannot be identified as the representative 
of any particular school. He is related at least as much to the trecento as to 
his contemporaries, he is related equally to the Gothic altars of northern 
Hungary, to the icons of Byzantium, to Japanese painting or to the cave- 
drawings of the Bushmen. There is no one like him in Hungarian art. Al
though he studied as a disciple of Hollósy, his path took another turning than 
that of the Nagybánya artists. He is related to Rippl-Rónai only insofar 
as he too was interested in the form problem of post-impressionism. Some 
art historians mention him in connection with Gulácsy, but he has nothing 
in common with the latter except that both were solitary and their art was 
influenced by a psychosis. The Hungarian aspect of his art did not lie in 
an attachment to any Hungarian movement in art but in the aims he set 
himself. He deemed himself the rightful heir of Körösi Csorna and those 
who wanted to save the nation; his objective was to create a Hungarian 
national art. He instinctively realized, however, that “national” and “univer
sal” are correlative conceptions. He wanted to change the course of Hunga
rian history, to create a synthesis of West and East, since the Hungarians 
had come from the East, but he knew that this synthesis could only be a 
universal one. Writing of himself, he said that the only man who could be 
a genius was one who was enamoured of his country and who thought of 
the whole world with love.

Csontváry’s painting is a great treasure in world art. He was one of a 
company of original talents at a great turning point in the history of art 
who concluded a thousand-year development and created new laws. Like 
Van Gogh, Cézanne, Gauguin and Seurat he also sought solutions of univer
sal validity to the great problems of the epoch. The originality of his an
swer could only have been produced by an artist who broke the barrier 
between dementia and genius, who was immersed in the deepest abysses of 
his own soul and yet enthusiastic about the smallest phenomenon of nature. 
He was far more than a “postimpressionist.” His answer was not only valid 
for his own period, and his own period was not only confined to the span 
of his lifetime; he is one of the timeless artists, one of the inheritors of the
( l  ^  f tgreat past.
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by

P A M E L A  H A N S F O R D  J O H N S O N

i

" T  othing,” King Lear said, “will come of nothing.” Nothing
I I can. All art is a continuum. Even before the first man scraped 

^ 1  the first thought on stone, the word, nurtured and developed 
««»»=■ ^  in the consciousness of his race, made his creative act possible.
In the beginning was the word.

One of the most dangerous literary ideas of the present century is that of 
textual experiment as a supreme desideratum. The moment this gained 
ground, fastening so strongly upon the imagination of critics that they were 
unable to attend to any other element in the art of the novel, novelists 
were in danger of falling into the decorative and sterile. Some of them, to 
whom the nature of what they were saying took unquestioned precedence 
over the manner of saying, began to panic. It seemed to them that they were 
singing in a foreign language; their hearers attended to the music, to the 
essence of the sound, but had no idea what the words meant and, further
more, did not care. The coming of the New Criticism forced attention back 
to the text, which had been neglected for many years; but in doing so 
(the doing was, of course, of great intrinsic value) it diverted attention from 
the meaning, not of the individual sentences, but of the work as a whole.

It is not within the nature of the genuine creative experience to determine 
a complete break with the past. The artist cannot wake up, one bright morn
ing, and say—“I will do something which is absolutely new. ‘What it shall 
be I know not,’ but it shall be a thing entirely devoid of ancestry.” Great 
changes in art come when the time for them is ripe; they come from the 
artist who is different in his inner essence from his predecessors, they hap
pen without his conscious volition and because he is what he is.

In a remarkable passage in his book, European Painting and Sculpture, 
Eric Newton reminds us of the curious backward swing from the 
naturalism of Periclean Athens to the formalism of Byzantium. For
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years, art was struck dumb; smiling sideways, the madonnas neither 
spoke, nor breathed, nor had movement. “The pendulum swung until Giot
to, with one of those magnificent, single-handed gestures that make ordinary 
mortals seem weak and timid, stopped it dead and started it swinging.. . 
through the cycle with which we are now familiar, Giotto, Masaccio, Rapha
el, Titian, Rembrandt, Monet, Cezanne.”

This did not happen because Giotto decided that it should. It happened 
because of something which was in his own nature, something passionate, 
histrionic, and filled with energy. He did not, when he painted the frescoes 
in the Arena Chapel in Padua, make a complete break with Byzantium; 
rather, he informed it with life, with emotion, with joy, pity, terror, 
compassion, so that it became instinct with his own rich humanity and 
his own forward-looking. Newton continues: “Giotto gave his figures a 
physique and brought them back to earth; he took them out of the vague 
indeterminate space in which they had existed for so long and set them in 
definite places on the earth’s surface, set them among rocks, or in meadows 
or houses. They have structure, they breathe.”

The true innovator is seldom the greatest artist in his own field. Shake
speare was less of an innovator than Marlowe. Virginia Woolf and James Joyce 
were better artists than Dorothy Richardson, who opened the road to them 
both. Almost every artist of the very highest class has his own John the 
Baptist, preparing the way, making the paths straight. Textual innovation 
comes about because the subject demands a specific means of expression, 
and because no other form will do. Matter and form are Siamese twins that 
cannot be separated without the death of one or the other.

“Le style, c’est l’homme” has become so much of a cliche that we are in 
danger of forgetting that it is one of the wisest things ever said about the 
nature of art. What we write is what we are: what we are, as writers, is de
termined by our literary ancestry. And that is international.

For that narrow criticism which rejects work in translation, there is small 
excuse. If we cannot read a work in its language of origin, we shall miss 
something: in poetry, we may miss all. But the novel is something far greater 
than the sum of its parts, and it is infinitely better to know the Russians 
through Constance Garnett, or even to know Balzac through the distressing 
translations'of the Saintsbury edition, than not to know either. Russian and 
French 19th Century literatures have penetrated deeply into the con
sciousness of novelists writing in English; if we attempt to read those novelists 
without understanding their literary forebears, we cannot begin to under
stand what men they were, or what impulses really move them.

I am going to try to examine the genealogical tree from which depends
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the fruit of Balzac, Scott, Dickens, Dostoievski and Marcel Proust: but 
first, it may be useful to take a look at the “experimental” writing which 
dominated the first forty years of this century in England.

2

It is something of a tragedy that the word “experiment,” when applied 
to literature, was ever shrunken down to imply the merely textual. Proust, 
a great “experimental” writer, built his discoveries upon and within a clas
sic framework. His textual experiments are interesting and enriching; but 
his important experiments were with human beings in the context of 
Time. The “experiments” of, say, 1915 to about 1945 were predominantly 
textual, and any other sort tended to be unobserved by the critic trained in 
the study of verbal techniques.

The “stream of consciousness” novel, or “novel of sensibility,” really 
began with Dujardin in France (Les Lauriers sont coupe's, 1887): but the 
first English exemplar was Dorothy Richardson, whose Pointed Roofs, 
the first of a novel series, was published in 1915. This work exists entirely 
in the consciousness of Miriam, the heroine, of her moment-by-moment 
living in the here-and-now. Dorothy Richardson, like so many pioneers, 
was not a patch on her successors. She had ideas and a strong personality, 
persistence, total immersion in her art; but only a slender talent. The 
“Miriam” books are extraordinarily heavy-going, unselective, humourless, 
opaque. Yet nothing like them had happened in England before.

In 1922 a better example of the genre, Jacob’s Room, appeared; and 
in the same year, Ulysses. Virginia Woolf was a woman of high talent, Joyce, 
I suppose, a man of genius. (One should deny one’s dubieties no less than 
one’s enthusiasms.)

No writer is responsible for the errors of those whom he influences. 
The fact that he does influence others indicates the degree of his achieve
ment. The trouble with both Virginia Woolf and Joyce was that their 
successors, by exploiting no more than, in the one case, a new visual, and in 
the other a new aural, technique, nearly drove the novel into the sand.

Before Virginia Woolf, many writers had been gifted with a strong visual 
sense; Dickens’ faces and cities glare out of the page like things seen by the 
flare of firelight, and Carlyle’s French Revolution is like a four-hour 
epic in technicolour. But before her, novelists were not aware of any 
compulsion to make their work visible. The visual equipment of Jane 
Austen is extremely slender; her description of, say, a house and park has 
the tone of a house agent’s brochure. George Eliot saw better; occasionally,
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in flashes, as in her portrait of Rosamund Lydgate putting up her plaits, 
she saw brilliantly; but she never felt that she bad to see, that it was obliga
tory. Trollope’s visual sense was small. There can be little doubt that if 
Virginia Woolf’s experiments in visual presentation had been carried out at 
the beginning of the 19th Century, the textual surfaces of Jane Austen, 
George Eliot and Trollope would have been very different.

Before James Joyce, no writer felt compelled to try to reproduce the 
precise rhythms of speech. Dickens, though his ear was magnificent for aural 
comedy and grotesquery, fell down repeatedly when purely realistic speech 
was vital; Rose and Harry Maylie, Edith Dombey and Carker, Sir Leicester 
and Lady Dedlock, to take some examples at random, converse together in 
the unmistakeable accents of the stuffed owl. Trollope’s ear was magnificent 
always, George Eliot’s most of the time, Jane Austen’s was excellent when 
she was not slipping too far into stylisation. But the “naturalistic” dialogue 
of, say, Sir Walter Scott, seems bewilderingly bad to us today. Ever since 
Joyce, writers have had to try to hear properly; not to hear with the meaning
less comprehensiveness of the tape-recorder, but with an ear for what is 
precisely significant. The dialogue of naturalism, because it is unselective, 
inevitably rings false; Joyce’s “realistic” speech, exquisite in the art with 
which it is chosen and arranged, rings true as Waterford glass.

The “experiments” of Woolf and Joyce were, however, basically textual. 
The new “seeing,” the new “hearing,” were exciting and revivifying, and to 
a great number of young writers following in the Woolf—Joyce train, seemed 
all-important. Matter was of minor importance; the drawing of character 
in the round almost an indecent act. Commentary, the great prop of Tolstoi, 
Dostoievski, Balzac and Marcel Proust, went straight into the ashcan. The 
old idea of the novel as a “pure” art was revived. To deal with these new 
textual concentrations, a whole new critical apparatus was erected.

There was a touch, in all this, of the Marx Brothers. “Where’s the Criti
cism?” “It must be in the house next door.” “There isn’t  a house next 
door.” “Then we’ll build one.” This process fractionated the art of the 
novel so seriously that for many years a wedge was driven between the prac
titioner and the ordinary cultivated (but not specially trained) reader. In 
critical esteem, everything had been cast out but the surface of the writing, 
the arrangement of words. The ordinary cultured reader, searching un
consciously for experiments of quite a different kind and failing to find 
them, turned away from the novel and began to boast, with a sense of moral 
superiority, that he only read history and biography.
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3

Little criticism had been directed to the very different experiment of 
Marcel Proust.

Proust manipulates the French language in an extraordinary fashion, 
working it into patterns of intricacy and richness which are strange in them
selves; he did this because he could not make his more important experi
ment without doing so, i.e., his form was compelled by his matter. What 
was this experiment? An experiment in Depth, a bathyscape experiment. 
He was trying to find out (by means resembling the scientist’s as much as 
the metaphysician’s) what was the nature of Time in relation to Memory; the 
nature of the mutations of Society; the nature of the affective emotions, 
love, friendship, sexual jealousy. No more important exploration in depth 
had been made by any novelist since Balzac himself.

Yet, though he was seeking for new forms of expression, notably the use 
of discursion, suggested by Balzac, but for the first time used by Proust 
integrally (so that scarcely a discursive flight, into etymology, natural history 
military science, etc., could be excised without damaging the novel as a 
whole) he did not attempt to formulate a new basic structure. The structure 
of A la recherche du temps perdu is in the classical tradition of the 19th 
Century. There is no experimenting with Time in the Dunne-ish sense; 
Proust does not, like Aldous Huxley, play cat and mouse with it; in the 
whole of the great work there is one flash-back (Du coté de cheg_ Swann) other
wise it is a straight narrative, a story overridingly concerned with Time 
and with People.

It is impossible to understand the nature of Proust’s genius and how he 
was trying to use it, unless we understand his literary ancestry. The tree 
looks something like this:

(FIELDING: RICHARDSON)
I

BALZAC SCOTT

DICKENS

DOSTOIEVSKI

PROUST
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Let us begin with Dickens. Did he derive anything at all from Balzac? 
Not really: but from Scott, who so profoundly influenced Balzac, he did. 
He is rather in the position of a son who, though bearing his father's genes, 
has never known that father, but only his father’s elder brother.

What did Dostoievski derive from Dickens?
He went to Dickens’ cauldron, he turned up the gas and let the broth 

boil over. Dickens’ freakishness, his wildness, his shaggy-dog humour is 
given, by Dostoievski, a dimension of almost clinical madness. He blackens 
it and makes it enormous. Dickens, writing for a family public, had to keep 
an eye on its squeamishness; there was no such problem for Dostoievski. 
Where Dickens suggested some exciting horror of the personality (in Quilp 
on the level of the Brothers Grimm, in Bradley Headstone on the plane of 
reason) Dostoievski created a living demon; without Dickens we might 
have had Prince Myshkin, Raskolnikov, possibly all three Karamazov broth
ers; we should never have had old Karamazov, Svidrigailov, Marmeladov 
Dostoievski watered the dragons’ teeth his master had sown.

What did Proust derive from Dickens? Much more, I think, than is 
commonly realised. Edmund Wilson suggests that Saniette derives from 
Twemlow, and the Verdurins from the Veneerings: I am sure of it. I some
times fancy that he also derived from Our Mutual Friend a significant 
cadence:

The Jew. . . “stealing through the streets in his ancient 
dress, like the ghost of a departed time.”

What would that sound like in French?
I think it would sound rather like Proust.
He caught from Dickens much of his wild humour; without Dickens I 

doubt whether Marcel would have jumped on Charlus’s hat (though we 
know Proust tore a friend’s hat to pieces in one of his sillier fits of pique) 
or listened to the reconciling strains of “Joy After the Storm” played by a 
band of hired musicians outside the Baron’s door. He may have caught from 
Dickens, more than from anyone else, the device of false direction—nobody 
is what he seems at first—though Dickens introduced it by the curious 
device of pairing good and bad, and letting other characters be deceived as 
to which was which (Codlin and Short, Casby and Pancks, Spenlow and 
Jorkins, Fledgeby and Riah). Dickens, of course, could never keep it up, 
never keep a secret; had he been Proust he could never have let his reader be
lieve for more than two minutes that M. de Charlus was either a womaniser 
or an hotel detective.
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Proust caught from Dickens something of manic liberty, or, perhaps more 
precisely, the trick of taking liberties, of exploiting lefou rire. He brought 
into French literature a wildness which had never been there before, and 
he brought it in straight from Dickens.

His debt to Balzac and to Dostoievski was overt, written into A la recherche, 
into Jean Santeuil and into Centre Sainte-Beuve. He had, it was said, 
“Balzac in his pocket.” Fascinated by Balzac’s explorations of high society, 
he was determined to explore it better, to see it from the inside, to draw 
his own Mme de Beauséant, his Princesse de Cadignan, his Duchesses 
de Langeais et de Maufrigneuses. Fascinated by Balzac’s studies in 
inversion, he was determined to draw out of Vautrin a greater, grander, 
nobler, more plausible demon, in the persons, three in one, of M. de 
Lomperolles, M. de Quercy, and M. de Charlus. While worshipping Balzac, 
he understood his crudities, and after Jean Santeuil, learned to exclude 
them from his own work.

Balzac’s characters often quite closely inspired his own: “La Muse du 
Departement” posed for one of the first sketches of Mme. Verdünn,* and 
there is more than a suggestion of Lucien de Rubempré below the preten
tions of Morel. Proust suspected that anything Balzac could do, he could 
do better; yet knew he could never aspire to Balzac’s enormous range. Bal
zac is equally happy in the slums and in the salons, in the stews, in the 
counting-houses, the prisons and the kitchens: Proust had to make from 
his own restricted world of the upper middle class and aristocracy, a micro
cosm of the whole of society. Sometimes he catches the precise Balzacian 
echo. At the end of Gohseck, the Comtesse de Restaud, the young woman 
who has been caught rifling her husband’s corpse while it is still warm for 
the papers which she thinks will deprive her of a fortune, is being discussed 
by her social peers.

“‘Madame de Beauséant recevait Madame de Restaud,’ dit le vieil oncle.” 
—Oh, dans ses raőuts,’ répliqua la vicomtesse.’”

But only at her big crushes. There is the whole monumental cynicism of 
the society in which the Dukes and Princes of Guermantes stand like giants 
of purest gold, immersed in time.

From Dostoievski, Proust took darkness. I am never quite sure that 
Proust really felt the dark as Dostoievski did. A la recherche du temps perdu

* I have, however, recently discovered some striking character-similarities between The Devils 
and A la recherche, to which I propose to devote further study. This is the single novel of Dos- 
toievski’s which affected Proust most deeply. I suggest that Varvara Petrovna Stavrogin, with her 
own “little clan” , was one of the impulses which evoked Madame Verdurin; note that even her pianist, 
Lyamshin, anticipates Viradobetski (“Ski”). There are also marked traces of Stefan Trofimovitch in 
M . de Norpois.
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is not, for all the tragedy it contains and all the horrors, friendship de
stroyed, love in ashes, beauty disfigured and made grotesque by the dis
guises of old age, a tragedy. It is a young man’s book and it is about 
a great triumph. The world, for all its integral terrors, was to Proust 
persistently attractive, marvellous, surprising. There is a vein in his nature 
(a thin one perhaps, but it is there) of something not far from light-minded
ness; it is only his enormous intellectual equipment and moral strength 
which keeps it in its place. If cheerfulness cannot often be said to break in, 
humour persistently does—a grim humour, often, but never a charnel hu
mour, and never a pitch-black one, like Dostoievski’s. For it is the darkness 
in Dostoievski (and “the Dostoievski side of Madame de Staél!”) which 
Proust admires and envies. In A la recherche du temps perdu there is no 
scene which is truly Dostoievskian, though there are several which 
derive through Dostoievski from Dickens. Jupien’s brothel ought to have 
caught the Dostoievskian edge, perhaps: but it is simply too funny. 
It turns its horrors into a marvellous piece of comedy, a wonderful pirouette 
upon the thinnest layer of ice. The great “death of the grandmother” scene 
in Du cote' de Guermantes is far more like Balzac in impulse than it is like 
any death scene Dostoievski ever wrote.

But if we admire with passion a writer whose nature is far different from 
our own, we are bound to catch some kind of colour from him, however 
faint. He casts upon us, in shadow, his complementary colour. The foun
dation on which we erect what is original and our own is the accretion of 
all that has entered into our aesthetic consciousness, whether we reject or 
accept; which is why the study of comparative literature is of supreme im
portance not only to the student of the novel, but to the novelist himself.

4
I am not attempting to balk the problems of translation. With novels 

and plays, we have to take our luck where we find it. Archer’s Ibsen is far 
from satisfactory, yet through him Ibsen first came to us. Can it be seriously 
urged that for those of us who cannot read the Riksmaal, Ibsen should be 
ruled out? Our debt to Constance Garnett cannot be exaggerated, though 
her Russian translations are little more than workmanlike. With Scott- 
Moncrieff, the English reader had a stupendous piece of luck, since Re
membrance of Things Past is a work of art in its own right, worthy 
to stand with the great translations into English, beside Urquhart’s 
Rabelais and Dasent’s Burnt Njal. (Of course it is not perfect. There 
are mistranslations, misunderstandings, in sertedmodernisms, such as the
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references to Patience and to Charley’s Aunt, which throw the chronology of 
the work even more out of gear than it was in the first place: but the feeling 
for the prose texture, the exactitude with which narrative and speech 
rhythms are rendered, these are miraculous.)

Some novelists suffer more in translation than others, because of intrinsic 
difficulties in style. Russians have told me that we lose little by reading 
Tolstoi in English, since his style is so plain and unadorned; that Dostoiev- 
ski’s prose was so journalistic that we lose nothing of importance at all; 
but that we can have no idea whatsoever of the merit of Mikhail Sholokhov 
if we cannot read him in the original. He is said to have used the Russian 
language as it has never been used before, working the demotic speech of 
the Don Basin not only into his dialogue, but into the narrative fabric itself; 
this is in the essence of his poetic approach, and lies at the heart of his some
what savage humour. I have heard this said many times, both by colleagues 
of his own age and by students in the universities.

Unless we are polyglots, we are forced to judge out of a degree of imper
fect knowledge. But unless we believe that the most important element in 
the novel is its prose-style, we must come to terms with imperfection, or else 
make only ignorant and parochial judgments of the writers in our own lan
guage.

5

The most strenuous attempt to make a clean break with the past has 
come from the Anti-Novelists of France. I do not dispute that some of these 
are writers of considerable talent; I do dispute the value of much of the 
work they are doing. Their concept of narrowing-down the novel into some
thing like a “pure” form is deliberately willed, and willed, I believe, out 
of a belief no newer than Flaubert’s. Their present “experiments” differ hard
ly at all from Dorothy Richardson’s in 1915: she, also, abandoned narrative 
and deep involvement with character for the sake of stringing together 
moment-by-moment impressions in the here-and-now.

I heard an English (dramatic) critic say recently, to his own satisfaction 
and my horror—“ . .  . ever since we were freed from the tyranny of having 
to tell a story.” What I find alarming is the unthinking acceptance of the 
idea that there is something evil in narrative as such, and in character as 
such—to say nothing of commentary, which was, of course, a dirty word 
from about 1922 to the end of the 1940’s.

I am inclined to think, in fact, that the disparagement of narrative comes 
not from an aesthetic but a social root. If, as is true of great areas of modern 
society, we do not really believe in the future, then we are bound to shrink



away from events moving in time. Narrative is, of course, nothing more 
nor less than events moving in time. I do not think it is fanciful to correlate 
societies interested in narrative with those interested in the future—and so
cieties only interested in momentary non-narrative art with those who have 
given up the ghost.

The novel is not a pure art: its glory lies in the fact that it is impure, 
that it is by its nature compendious. Any form of “experiment” which has 
as its aim a thinning-out, a reduction to “essentials” arbitrarily agreed, 
must end in sterility and without successors. (Finnegan’s Wake has no 
successors, nor can have: it is a common critical error to mistake a full 
stop for the start of a new chapter.)

I am not naive enough to think that practitioners of the Anti-Novel would 
have any objection to the idea that their method must dry up the art- 
form completely. Out of the stone-dead lion might come, of course, a swarm 
of bees, and this is their hope. But no art-form can be driven deliberately 
to death, nor deliberately revived. Trying to do so is a very old aesthetic 
game. The first white square on a white ground was painted in 1919 (Ma
levich, inventor of “Suprematism”, Museum of Modern Art, N. Y.), and 
I am sure many people felt a weight off their shoulders at the time: the 
painting still goes on, with, at the moment, a marked revival of interest 
in the rebirth of the image. There is no need to labour the question of Dada, 
which, stimulating enough in itself, had no outcome whatsoever; nor the 
total decline of Marinetti’s Futurists.

6

What the “willed” innovators never seem to grasp is that the novel in its 
modern form is a relatively new art. Although it is customary to assert 
that it began with Samuel Richardson, I am inclined to think that to date 
it from Jane Austen, who shaped the form in the way most familiar to us, is 
more accurate. This would mean that the modern novel has had a run of 
no more than one hundred and sixty years; very much less, for example, 
than the run of what we call “modern” painting, which must be dated from 
Giotto.

There are still innumerable situations, character-types, ideas social and 
moral, with which novelists have not yet dealt. The very violence of the 
changes in the world of the 20th Century present new challenges, call for 
new visions. What we now need is no longer a dominant concentration upon 
textual experiment, but upon experiment in depth. We have now to ex
periment, in order to achieve understanding of the complexity of the world
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we live in, and of the people whose whole lives have been altered by the 
scientific and technological changes which have come about: which means, 
all people.

We have, during the past decade, made our experiments in “contracting 
out,” and they have left us pretty threadbare. We may attempt to run 
away by any device conceivable: like Margaret Fuller, we are forced in the 
end to accept the universe. *

However, any sort of complete change in the nature of our art, to 
consort, to dovetail with our time, is something we cannot plan: it 
happens when the time is ripe for it, and it happens as a sudden wonder, 
the birth of a prodigious child. As Eric Newton says, “An artist’s style 
is not something he deliberately adopts. Like a man’s bandwriting or 
the tone of his voice, it is an inevitable part of himself. It is his personal
ity made manifest.” Giotto swung the pendulum, and the whole of art 
moved into the modern age. Were his contemporaries aware of what he 
had done? Of course not: the knowledge came slowly, with the realisation 
of those painters who could not have worked as they did had Giotto not 
existed, that they were now building from a new plateau of accrued thought 
and aesthetic experience. I believe in the birth of the prodigy: I believe 
that these prodigious children may have been born, and may already, at 
this moment, be affecting the very core of our art. But it is not at once 
that we shall know them by name.

* This, however, despite the ready jibe of Carlyle, was a highly imaginative statement on her part, 
indicating a conceptual scientific attitude.



CROCODILE EATERS
or

T H E Y  K N O W  WHAT LOVE IS 

Burlesque and tragedy in one act

by

MI KL ÓS  HUBAY

CHARACTERS

H E C T O R  B E R L IO Z  
E ST EL L A , th e  grandm other 
C H A R L O T T E , her daughter 
A D O L P H E , her son-in-law 
L O U L O U , her grand-daughter
M A ID

T h e  scene o f  th e  story is laid  in  Ly<

Bourgeois salon in a French country town, in 
the period of the Second Empire. The master of the 
house has taken seriously the slogan of Napoleon 

III: Enrich yourselves! He is getting rich. His 
chandeliers are already illuminated by gas. Co
loured luxury articles and draperies are to be 
seen everywhere. After all, we are in the decades 
of the great Paris world exhibitions, when techni
que and bad taste were spreading rapidly, and 
rank and wealth were measured by them.

On the left side there is the entrance from  
outside, while the other rooms are to the right. 
A t the back there is a large French window with 
light white muslin curtains and dark velvet drap
eries before it.

A fire  is burning in an open fire-place. There 
is a small clock on the mantelpiece.

I t  is getting late— past nine o’clock.

An old lady is sitting in front of the fire
place reading in the light of the portable oil lamp. 
She wears her black gala dress. She is the widow 
of Monsieur Former, nee Estella Duboeuf, now 
69 years old.

1, a t th e  end o f  Septem ber, 1864.

S C E N E  I

M A ID : (A  domestic of 4 0 —y o  years, 
who has served at a sufficient number of houses to 
know that it is not worth while to overwork one
self and that one must not make a greater effort 
than is absolutely necessary. She comes from the 
right, with a small portable oil lamp in her 
hand. She speaks a little too loud) I  have m ade 
th e  bed.

E ST E L L A : A ll righ t.
M A ID : (Goes to window and draws velvet 

curtain) I t  is getting  late.
E ST E L L A : T h e  concert seems to  take 

a long tim e.
M A ID : S hou ldn’t  we extinguish th a t 

lam p?
E ST E L L A : As you see, I am  still read

ing.
M A ID : (Potters about, but just won’tgo out) 

Usually they  are a t hom e by th is  tim e.
E S T E L L A : M ost likely there  have been 

m any encores, no end to  them .
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M A ID : O f  course; th e  best th in g  w ould 

be to  go to  bed.
E S T E L L A : T ell m e please, why do you 

shout w hen you are speaking to  me?
M A ID : A m  I  shouting?
E S T E L L A : You certainly are.

M A ID : M aybe. O ne gets accustom ed 
to  it .  W herever I  served, there  were old 
ladies. A nd  alm ost all o f  th em  were deaf. 
(Meanwhile she stirs the fire, to have an excuse 
Jor lingering)

E S T E L L A : D o n ’t  p u t  ou t th e  fire!
M A ID : (Squatting) A spark m ay fly ou t—  

th e  carpet m ay have a hole b u rn t in  i t  o r 
th e  house m ay take fire—I w on’t  have i t  
deducted  from  m y wages.

E S T E L L A : I shall take care.
M A ID : T ill  m idnigh t?
E ST E L L A : T ill m id n ig h t, o r daybreak. 

As long as they  d o n ’t  come hom e. I f  I d id n ’t  
go to  th e  concert, a t least I  should like to  
know  about it.

M A ID : Just im agine, in  m y form er place 
an  old lady was so cu rious. . .

E S T E L L A : I am  n o t deaf.
M A ID : I  am  no t sh o u tin g . . .  T h a t when 

m y fiance came to  see m e, she a t once came 
to  th e  k itchen, po tte ring  about. M aybe she 
could hear som eth ing . . .

E S T E L L A : (Turning her head away) Are 
there  s till  “fiances” com ing to  see you?

M A ID : T h a t was in  m y form er p lace . . .  
A nd w hat i f  there  are? I am  no t th a t 
old!

E S T E L L A : You m ay go.
M A ID : (Remains standing) T hey m ig h t 

come.

E S T E L L A : (Softly) T hey are com ing.
M A ID : I can’t  hear them .
E S T E L L A : T hey  have closed the  door 

now. (She stands up)

M A ID : (Turning down the oil lamp) So, at 
least M onsieur cannot say th a t we are bu rn 
ing too m uch.

Voices from outside. Half-light in the room

S C E N E  II

The same, Adolphe, Loulou, later Charlotte

A D O L P H E : (Is the first to enter. He is 
Estella’s son-in-law, a country lawyer of 40  to j o  
years of age, hut on the right track to becoming a 
member of Parliament in Paris) W h at an i l 
lum ination  ! . . .  Good evening, dear m other.

L O U L O U : (Hurries in, wearing what may 
be her first evening dress) D ear grandm other, i t  
was m arvellous! (Falls on her neck) O liver is 
a darling, he sim ply cram m ed m e w ith  sweets 
th e  w hole tim e. A t th e  end, some people 
even hissed. T h an k  you so m uch fo r having 
given h im  your tic k e t. . . Y ou are an angel!

A D O L P H E : (Stands before the fire-place, 
unbuttoning his collar and shouting outwards) C har
lo tte ! C harlo tte! Do you know  th e  gentle
m an who bowed from  th e  second row?

Silence

E ST E L L A : W as it  a big success? 
L O U L O U : (Throws herself into an arm

chair) A t least th ir ty  persons came to  in tro 
duce them selves in  the  interval. O liver near
ly had a fit, so m any young m en came to 
us. (Undoes her hair meanwhile)

A D O L P H E : (Taking off his pumps one after 
the other) C h a rlo tte ! T h e  m ayor and his w ife 
were really very nice, w eren’t  they? (Sits 
down) W h a t a charm ing lit t le  w om an . . .  
(Holding his feet towards the fire. To the maid) 
W h y  do you le t th e  fire go out? (Aloud) 
C harlo tte! W h at is your im pression?
The maid having collected the shoes, blows on the 

fire, so that the ashes shoot up 
C H A R L O T T E : (A  fine-looking woman of 

about 40 , wearing a wonderful dress, but with 
her shoes in her hands) T h is  is th e  last tim e  I 
have p u t  on  th is  rag! Good evening, dear 
m other, w hy d o n ’t  you go to  bed? (To tie 
maid) U n b u tto n  m y w aist! I t ’s easy fo r th e  
mayoress to  be charm ing, when she has all 
her dresses sent from  P a ris . . .  D on’t  tear 
o ff th e  b u tto n s! (Suddenly) T ear th em  off, 
tear th em  off!
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E S T E L L A : (Waving the maid gently away) 

T h a t w ill do. (Begins to unbutton her daughter 
herself) I t  is still a very p re tty  dress.

C H A R L O T T E : O h , come now, m other, 
how do you know  w h a t’s fashionable?

E S T E L L A : A nice th in g  is always nice.
A D O L P H E : T h a t’s i t ! . . .  T h an k  you, 

m y dear m other-in-law .
C H A R L O T T E : For you i t ’s good, 

m other, you are past everything.
A D O L P H E : (To the maid, who watches, 

silently amused) G et going, please. A t your 
fo rm er places were taken-off shoes left in  
th e  drawing-room ?

T H E  M A ID : (Grumblingly picks up the 
shoes)

E ST E L L A : (Gently, to change the su b jec tio n  
havn’t  to ld  m e yet how M onsieur Berlioz 
conducted th e  orchestra.

A D O L P H E : I t  was first-class! H e  never 
looked a t th e  score. T h a t is  w hat I  call 
genuine art. I t ’s th e  way I  deliver my 
speeches fo r th e  defence.

E ST E L L A : A nd otherw ise, w hat dees he 
look like?

A D O L P H E : O h , qu ite  different from  
our country conductors. As he came out, 
looking a t us, w ith  th e  Legion o f  H onour 
in  his buttonhole, and i t  crossed m y m ind  
th a t here is one o f  th e  fo rty  m en who may 
be called im m ortal in  th e ir lifetim e, a m an 
who has won so m uch honour fo r th e  coun
try , I  d id n ’t  shout “ Long live Berlioz!” b u t 
“ France fo r ever!” . . .  A num ber o f  per
sons looked a t m e. H e  to o . . .

C H A R L O T T E : You are wrong. H e  
looke da t us because I began to  wave m y 
handkerchief.

L O U L O U : (W ith both legs in the air, wait
ing fo r  the maid to come lack and take off her 
sloes) H e  looked a t us w hen O liver dropped 
one o f the  paper-bags and th e  sugared chest
n u ts fell down to  th e  stalls. W e had a lo t 
o f  fun , because there  was th a t old m an sit
tin g  underneath whose skull is o f  silver— 
why, you know  h im , grandm other, th a t 
general—and O liver said “th e  tin -ro o f is 
cracking” . . .

E ST E L L A : M y dear Loulou, when we 
were y o u n g . . .

L O U L O U : (Jumps up and rushes gaily 
to her grandmother) Yes, we know, grand
m other, we respected old people, we always 
behaved decently, we d id n ’t  giggle w ith  
young m e n . . .

E ST E L L A : Yes, indeed, th a t’s how it  
was!

L O U L O U : (Seizing Lstella's waist) But 
we are different, we are young, we like to  
d a n c e . . .

C H A R L O T T E : Loulou!
Loulou waltzes around the room alone, humming 

a tune of Offenbach’s
E S T E L L A : W as i t  th is  they  sang a t the  

concert?
L O U L O U : O h  n o . . . I learned it  from  

O liver.
The maid continues to hum Offenbach

A D O L P H E : You w ould do bette r to  
bring  in  m y slippers.

The maid goes off, silently, to the rhythm of 
Offenbach

S C E N E  III 

Without the maid

E ST E L L A ; B ut do te ll m e, w hat does 
th a t M onsieur Berlioz look like? I  once knew 
h is fam ily.

L O U L O U : (Teasing her) But th a t was 
s till in th e  p ast c e n tu ry . . .  Before th e  great 
revolution.

E S T E L L A : N o t  in  th e  past century, m y 
lit t le  girl. Even you m igh t know  th a t m uch. 
N apoleon was already em peror a t th e  tim e.

L O U L O U : (Almost touched) D ear g rand
m other! But th a t was still th e  great N apo
leon.

E ST E L L A : O f  course, th e  great N apo
leon. I  rem em ber very well, when he left 
fo r Moscow, he  passed a t th e  back o f  our 
garden. . .

L O U L O U : You don’t  say so! N apoleon 
th e  G reat passing a t th e  back o f  our gar
d en . . .  A nd where d id  he re turn?
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A D O L P H E : Silence! F irs t o f  all, you 

m u st no t keep repeating how great N apoleon 
the  F irs t was. D o you m ean to  say th a t 
N apoleon th e  T h ird  is sm all? ! W ell, I  never! 
Go on grandm other. H ow  nice fo r m e to  be 
able to  te ll in  society th a t our fam ily has 
had  contact w ith  em inent personalities. . . 
Go on, please!

E S T E L L A : I have had no contact w ith  
th em . W h a t an idea!

A D O L P H E : But you have ju st said so.
E ST E L L A : Yes, y e s . . .  th e  Berlioz 

children. But a t th a t tim e I was already a 
big girl. A ttending b a lls! I  too had adm irers.

L O U L O U : G ran d m o th er. . .

E ST E L L A : Yes, o f  course I d id ! 
(Reflecting) H ector?  (Shakes her head) N o  use, 
I can’t  rem em ber h im , b u t h is nam e is still 
in  m y m in d . I  can alm ost hear h is m other 
shou ting : H ecto r! (She laughs) I still rem em 
ber his m other. She wore im possible hats 
even in  th e  vineyard. She had such a funny  
voice: H ecto -o r!

A D O L P H E : A ll righ t, grandm other, I 
am  afraid no fam ily trad itio n  w ill come o f 
t h i s . . .  M aybe H ecto r was ju st a dog. 
(Laughs) H ecto r!

E ST E L L A : (Seriously) N o . H ecto r was 
th e  son o f  D octor Berlioz. T h e  famous one.

C H A R L O T T E : Go to  bed, m other. 
Pleasant d ream s. . . (Cives her a kiss on the 
forehead)

A D O L P H E : T hey  are dears, these old 
p e o p le . . .  (Ends in a yawn)

E S T E L L A : (In the door) C harlo tte, I don’t  
like th is  new m aid  o f  yours.

C H A R L O T T E : But i t  was you, m other, 
who said th a t  th is  one w ould do because 
she was n o t so young.

E ST E L L A : She has lovers. S till. 
Thunderous music can be heard. A ll stiffen, like 

living pictures
A D O L P H E : (Is the first to recover his wits) 

W h at's  that?
L O U L O U : (Runs to the window and draws 

aside the velvet curtains) O h . . .  a to rch ligh t 
procession w ith  m usic!

A D O L P H E : C harlo tte! W h at day is i t  
today? As far as I know, i t ’s neither m y 
nam e-day no r m y b irthday . W h y  do they  
offer m e a to rch ligh t procession today?

C H A R L O T T E : T hey m u st have heard 
th a t you in ten d  to  stand  fo r election and 
they  have come to  support you.

A D O L P H E : T hen  I  shall have to  deliver 
a sp e e c h .. .  W here  are m y shoes?

S C E N E  IV  

The same, with the maid

M A ID : (Comes in, bringing the slippers) 
A  to rch ligh t procession! A to rch ligh t p ro
cession !

A D O L P H E : Do give m e m y shoes, w ill 
you! (Takes them) N o t m y slippers! (Throws 
them aside)

M A ID : (Draws the velvet curtains apart) 
A  to rch ligh t procession!
Lights of torches and huge shadows of musicians 
and their instruments appear on the white muslin 
curtain. Above them, like a storm bird, the shadow 

of the conductor
A L L : (Lifting their eyes to this shadow) 

B erlioz!
A D O L P H E : M y shoes! (Runs out) 

S C E N E  V

The same, without Adolphe, and later without 
Charlotte, Loulou and the maid

C H A R L O T T E : Perhaps i t ’s no t fo r 
h im  b u t fo r m e . . .  H e  looked a t m e when 
I  waved m y handkerchief. . . M y shoes! 
(Runs out)

L O U L O U : I t ’s n o t to  m others they  
give serenades. M other is rid icu lo u s. . .  
W here are m y shoes? (Runs out)

M A ID : A t none o f  m y places d id  we ever 
get a to rch ligh t procession. (Snatches up the 
small oil lamp and swings it)

E ST E L L A : W h a t are you doing?
M A ID : I give a sign. I t  is th e  custom .

The bell rings outside
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M A ID : (Puts the lamp on the floor) T he 

bouquet is com ing now ! (Runs out)
E S T E L L A : (A great shadow herself, in front 

o f the lamp, with her eyes hanging on that other 
shadow) A fter all, he  carries his years qu ite  
w e ll. . .  T h e  fam ous o n e . . .

A  prodigious finale sounds

S C E N E  V I 

Estella and the maid

M A ID : (With a letter and a huge basket of 
flowers) H ere  is th e  bouquet. A nd a letter, 
M adam e Fornier, née Estella D uboeuf. . . 
W h a t do you say to  that?

The music has ceased. Silence
E S T E L L A : (Taking the letter and the flowers) 

Is  any answer requested?
M A ID : I t  was a messenger. H e  has 

gone . . .  W h at am  I  to  do w ith  th e  flowers?
E ST E L L A : (Reading)  P u t th em  down. 

(Folds the letter) Go to  th e  hall, and when 
M onsieur Berlioz rings, te ll h im  th a t I  can- 
n e t  receive h im , I  have already gone to  bed. 
I  shall answer h is le tte r tom orrow .

A bell rings
E ST E L L A : H ere  he is. D on’t  le t h im  

w ait. H is  legs m ay be weak too.
The maid leaves. The bell again rings

E S T E L L A : H ow  im p atien t he i s . . .

S C E N E  V II

Estella, Adolphe, Charlotte, Loulou, later the 
maid

A D O L P H E , C H A R L O T T E  A N D  
L O U L O U : (Come in from the right, giving the 
■last touches to neck-tie and hair, and with a shoe
horn. Speaking all at once) T h e  bell is ring
i n g . . .  Y ou stay h e r e ! . . .  P u t th e  room  
in  order! . . .  W here is th a t m aid?

C FIA R L O T T E : O h m other, w'hy don’t 
a t  least you go to  bed?

E S T E L L A : I am  going. (Starts)
M A ID : (Standing in the door, to the left) 

M onsieur Berlioz w on’t  go away, he  says 
i f  he is no t received, he  w ill jum p in to  the  
R hone.

A D O L P H E : M onsieur Berlioz is here? 
W ho said we w on’t  receive h im ?

E S T E L L A : (Quietly) I d id . M onsieur 
Berlioz m ade m e an offer in  h is letter, to  
w hich I had  no o ther reply.

A D O L P H E : (Quietly) An offer?
L O U L O U : An offer? T o  grandm other?
C H A R L O T T E : Loulou, please, go out.

S C E N E  V III 

Without Loulou

A D O L P H E : So the  serenade is fo r you?
E ST E L L A : Yes, fo r me.
C H A R L O T T E : M other, you have never 

spoken about th is  “liaison.”
E ST E L L A : (Drawing herself up) M y 

daughter, I never had n o r shall I ever have 
any k ind  o f  liaison!

M A ID : (Drily) M onsieur Berlioz says 
th a t he d id n ’t  get any answer to  his last le t
te r  either.
Adolphe sits down silently. A ll of them stare at 
the grandmother. Noise from outside. Then silence

M A ID : A m  I to  send h im  in to  the  
Rhone?

A D O L P H E : (Jumping up) An im m ortal? 
From  m y threshold? In  th e  tow n w hich has 
given h im  a royal reception? W h at w ould 
th e  m ayor say to  it?  T h e  em peror?. . .  N o t 
to  m ention  th e  civilized w o r ld . . .

C H A R L O T T E : M y dear, you m ust 
speak w ith  h im .

A D O L P H E : W hy should I?
C H A R L O T T E : Because you are the  

m aster here.
A D O L P H E : You are rig h t. (To the maid) 

Show h im  in !
E ST E L L A : W ait! (To Adolphe) I hardly 

rem em ber th is  m an. A long tim e  ago, he 
w rote m e a le tter. I  d id n ’t  answer. I deli
berately d id n ’t  go to  his concert. However 
famous he may be, you m u st n o t forget th a t 
in  th is  house m y peace o f  m in d  comes 
first. (To the maid) N ow  you can go. (Coes off 
in the opposite direction)

A D O L P H E : T he ladies should retire. 
(He begins to put things away) H u rry  u p !
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C H A R L O T T E : (Starts. Looks back) W h at 

are you doing?
A D O L P H E : I  am  packing away the  frag

ile  th ings.
The women go off

S C E N E  IX 

Adolphe, later Hector

A D O L P H E : (Hides quickly a crystal vase. 
Knock on the door. He jumps up and silently re
hearses the words of welcome. . . Then aloud) 
Com e in.

H E C T O R : (Enters. He is 63 years old, 
shrivelled up, with hardly any ffesh left on him. 
H is head is like a skull at an anatomic demonstra
tion, with ruffled grey hair left on it. He is all 
bones, tough sinews, gnarled muscles. H is thin 
mouth indicates perfect self-control and reserve. His 
sudden mortal lassitudes are as surprising as his 
sudden persistent flare-ups. He wears a black 
tail-coat and a loose silk neck-tie, with the Legion 
of Honour in his buttonhole)

A D O L P H E : (Hastening to meet him) M y 
dear sir, when I applauded in  a box o f  the  
concert hall and m y wife waved her hand
kerchief, we d id n ’t  dare to  hope th a t th is  
very n ig h t we should  have th e  p le a su re .. .

H E C T O R : (Stopping him with a gesture) 
Excuse me, sir, b u t where is Estella? She is 
n o t ill, I tru st?

A D O L P H E : I am ju st com ing to  t h a t . . .  
For i t  is indeed a great pleasure to  welcome 
th e  personification o f  French gen ius. . .

H E C T O R : Be so k in d  as to  speak about 
her, please. I  am  qu ite  desperate; w hat has 
happened to  her? D id  she get m y letter?

A D O L P H E : M y m other-in-law  has re
tired  and asked m e t o . .  .

H E C T O R : (Seizing him) She is no t well? 
I  fe lt it.

A D O L P H E : Y our v isit has perhaps really 
been som ewhat sudden. A nd therefore, as I 
said before, she asked m e to  . . .

H E C T O R : You say— sudden! W hen  I 
have been w aiting  fo r th is  m eeting  fo r 
fo rty -eigh t years! W here is Estella? T ell me

th e  tru th :  is she in  love w ith  som ebody 
e ls e ? .. .  Is there  som eone else?

A D O L P H E : M onsieur, I  find m any ex
cuses fo r your in te rru p tin g  m y words. You 
are an exceptional being, and in  an anxious 
state  o f  m ind , nevertheless. . .

H E C T O R : (Simply) I  am  only a m an 
who has suffered a great deal and who is try 
ing  to  find his happiness before he dies.

A D O L P H E : (Shrugging his shoulders) W h at 
can I do? Again he in te rru p ts  me.

Silence
H E C T O R : Speak, sir. I  am  listening.
A D O L P H E : T hank  you. I was ju st go

ing to  rem ark th a t no t even th e  presiding 
judge in te rru p ts  m e . . . (Berlioz^ makes a ges
ture) Please, don’t  in te rru p t me. I  shall at 
once come to  m y m other-in-law , whom , by 
th e  rig h t o f  your childhood acquaintance, 
you call E s te l la . . .  (Another gesture) Please,' 
don’t  be im patien t. I f  you have waited 
fo rty-eight years, you can endure another 
m inute.

H E C T O R : I  cannot. Already outside in  
the  hall I began to  feel ill and m y heart stood 
still.

A D O L P H E : D on’t  frigh ten  m e. Please 
take a seat.

H E C T O R : (Sits down) D on’t  be afraid, 
I cannot die u n t i l . . .  (Stops speaking)

A D O L P H E : U ntil?

H E C T O R : U n t i l . . .  Fu ll stop. (Break
ing into a smile) You see, sir, I  in te rru p t also 
myself, w hen I  am about to  say som ething 
unnecessary. L et th is  be a consolation fo r 
your unfinished periods.

A D O L P H E : M ay I p u t  som e questions 
to  you?

H E C T O R : As a lawyer, i f  I  have no t 
m isunderstood you?

A D O L P H E : N o , please, b u t as th e  head 
o f  th is  fam ily.

H E C T O R : As far as I  know, Estella is 
n o t a m inor.

A D O L P H E : N o . O n  th e  contrary. She 
is at an age where she cannot be exposed to  
gossip—any m ore than  a young girl.

I I3
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H E C T O R : (W ith nonchalance) M y fam ily 

has been acquainted w ith  th a t  o f  your 
m other-in-law  fo r a long tim e. N obody can 
find anything objectionable in  m y visit.

A D O L P H E : But a t th e  head o f  th e  m u
nicipal orchestra? W ith  a to rch ligh t pro
cession?! Rem em ber, sir, I  am  a m an in  
public  life . M y fellow-citizens have great 
confidence in  me, m aybe I  shall be th e ir 
representative in  Parliam ent, who knows?

H E C T O R : Y our fellow -citizens w ill 
th in k  th a t the  serenade was fo r you. T h a t I 
have come to  pay hom age to  your political 
genius.

A D O L P H E : T hank  you.
H E C T O R : L et m e hear your questions.
A D O L P H E : (Confidentially) T ell me, was 

there  anything betw een you two?
H E C T O R : I  loved her in  silence and 

have preserved her m em ory on th e  altar o f 
m y soul ever since.

A D O L P H E : H ow  long?
H E C T O R : As I have said before, forty- 

e ight years.
A D O L P H E : Sir, th is  devotion is touch

ing, b u t o f  a degree—how shall I p u t i t— 
th a t is abnormal.

H E C T O R : Abnorm al? (Stands up) W ho 
has th e  rig h t to  say o f m y griefs and hopes 
th a t they  are n o t norm al? I t  was I  who 
taugh t the  French to  dare to  be insane. H ow  
m any rust-eaten chains has hum anity  to rn  
off on  hearing m y m usic, ready to  move 
heaven and e a r th ! O h, I  have conducted no t 
only orchestras bu t, w ith  m y unsheathed 
sword, revolutions, m aking kings fall on 
th e ir  knees on th e  galleries o f  th e  T uille- 
ries; and, w ith  m y Rákóczi m arch, I  have 
roused a nation , yes, a whole nation , on the  
shores o f  th e  D anube. A ustria  trem bled  at 
i t .  I t  was I, I, who p u t in to  m usic th e  dam 
nation  o f  Faust and th e  love o f  R om eo. . .  
I  have broken dow n th e  walls o f  concert 
halls th a t no th ing  should separate us any 
m ore, e ither from  hell o r from  heaven. . . 
Y ou applauded all th is and waved your 
handkerchiefs; w hat is m ore: you bought 
tickets for a box. Because you th ough t th is

clown was raving, suffering, and ru in ing  h im 
self to  entertain  th e  ladies and gentlem en in 
th e  boxes. A nd when once, only once, I set 
ou t to  follow a dream  o f  m y childhood, to  
get ho ld  o f  i t  before I  am  p u t in to  m y cof
fin, when I w ish to  close m y life  w ith  a 
confession o f  eternal devotion—who has th e  
r ig h t to  deprive m e o f  th e  m odest hope o f  
being able to  love the  wom an I  love? W ho, 
I  ask, who has th e  righ t, in  th e  century o f 
rom anticism , here in a  Europe th a t has learned 
liberty  from  m y m usic—b u t only to  play at 
liberty , fo r in  he r soul she has rem ained a 
slave, like yourself; who, I say, has th e  rig h t 
to  tell me, free as I am in  m y soul, th a t I 
should play a t being norm al?. . . Can you 
answer that?  Do you understand w hat I  ask 
you? W hy should  I alone p retend  to  be 
norm al?

A short silence
A D O L P H E : (Confused) I  m eant th a t .  . . 

(Falters)
H E C T O R : Ju s t continue, please. I  shall 

no t in te rru p t you. W ell?
A D O L P H E : I t  isn ’t  th a t. B ut. . . I can

n o t continue.
H E C T O R : D o n ’t  trouble . I t  w asn’t  you 

I  addressed anyway, i t  was posterity . But I 
shall nev.er hear th e  a n sw e r.. .  Better le t m e 
have a glass o f  water.
Adolphe looks around, but since he has packed away 
the jug and the glasses, he rummages fo r  them be
hind the furniture, with one eye on his guest, 

wondering whether he has noticed
H E C T O R : (To himself) Posterity  can 

bring  justice, b u t n o t even a glass o f  water.
A D O L P H E : (Finds the set behind the couch, 

happily fills  a glass, and offers it) M y dear sir, 
look here, we are grown m en, no gram m ar- 
school boys any m ore. L et’s ta lk  sensibly.

H E C T O R : (Moistens his lips and drinks) 
I  w ish to  ta lk  w ith  Estella.

A D O L P H E : I don’t  w ant to  d isillusion 
you, b u t tim e  has m arked her, too. A nd 
th a t fo r you, who, I  believe, has a free 
entrance to  th e  O pera th rough  th e  small 
back-door, who may knock fo r adm ittance 
to  th e  dressing-room s, who m ay see young
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ballet-dancers every day—they  are p re tty , 
aren’t  they?

H E C T O R : I shall in troduce you to  them .
A D O L P H E : Really? T h an k  you! I often 

come up to  Paris. Last tim e  I  w ent to  see 
th e  Dam e aux Camélias. W h at do you th in k  
of it?  I  should like  to  know  your opinion. 
I t ’s a m asterpiece, isn ’t  it?

H E C T O R : I haven’t  seen it.
A D O L P H E : You haven’t?  A nd you an 

artist?  Funny! T h e  scene w ith  th a t dying 
w om an . . .

H E C T O R : Sir, tim e  is passing!
A D O L P H E : W e have got i t ,  sir. T he 

solution. T h e  solution is :  Paris.
H E C T O R : I don’t  understand you, sir.
A D O L P H E : A country tow n always re

m ains a country tow n . W orse th an  a village. 
Should we, however, move to  Paris, i t  would 
be d ifferent. M y w ife w ould open her sa
lons; you know, she is passionately fond  o f 
artists, fam ous writers, she waved her hand
kerchief to  you—did  you see it?—from  th e  
left th ird  first-tier box. T h e  cream o f Paris 
w ould m eet th ere ; you too w ould be wel
come every day. You could bring  all your 
colleagues, th e  o ther im m ortals, you could 
accompany m y w ife to  th e  theatre, she 
hasn’t  seen La Dam e aux Camélias e ith e r. . .

H E C T O R : Excuse m e. . .
A D O L P H E : (Silencing him with a gesture, 

continues) I  know, th e  g ra n d m o th e r .. .  I  have 
a bette r idea. H ere  is m y daughter. She is o f  
th e  same age as Estella was when you knew 
her. Look a t her photograph: exactly like 
her grandm other. But young and fresh. A t 
th e  same tim e, she has rem arkable m usical 
talen t, w hich I  w ouldn’t  dare to  say o f  her 
grandm other. She has been learning to  play 
th e  piano fo r several years— m y daughter, I 
mean—b u t you know these country piano 
te a c h e rs .. .  I f  you w ill give her one or two 
lessons a week, like  Francis L iszt to  th a t 
Lady o f  Geneva, o r perhaps polish  her voice, 
you may indulge in  th e  illusion  th a t n o th 
ing has changed in  fo rty -eigh t years: here 
is Estella in  her bloom ing youth , only her 
nam e is Louise.

H E C T O R : Please express m y hom age 
to  l ittle  Louise. . .

A D O L P H E : O u r friends call h e rL o u - 
l o u . . .  Shall I  have her come in?

H E C T O R : D on’t .  I t  is w ith  little  Lou- 
lou’s g randm other I  w ish to  speak.

A D O L P H E : All righ t. I shall try . H ow  
m any m inutes do you desire?

H E C T O R : I f  you p u t  i t  th a t way, I can 
only say th a t I  w ould like to  pass every re
m aining m inute  o f  m y life  close to  her.

A D O L P H E : W ill half an hour do?
H E C T O R : An h our! A t least an hour!
A D O L P H E : W e’ll leave i t  at three 

quarters o f  an h o u r. . .  (Points at the clock on 
the fire-place and looks at his own watch) You 
have th e  same tim e? All righ t, then . As you 
see, I  am  no t cold-hearted. (Makes fo r  the 
door, then turns round) T o  avoid any m isun
derstanding, I  have to  rem ark  th a t  m y 
m other-in-law  has a sm all fortune, b u t by 
now it  already belongs m ore or less to  her 
heirs. I t  is no t in  m y capacity as a lawyer 
th a t I  say th is , b u t because I  know life. 
In  a fam ily i t  always causes trouble, when 
instead o f a death  notice they  receive 
a wedding-card from  th e  testator.

H E C T O R : I swear to  you th a t Estella’s 
dowry does n o t in terest me.

A D O L P H E : W ell, I th o u g h t I had bet
te r  exp la in . . .  (Starts, then suddenly) Per
haps you possess a considerable personal for
tune  yourself?

H E C T O R : (Drily) I have inherited  a 
hundred thousand francs from  m y father.

A D O L P H E : Y e s . . .  Is th a t all?
H E C T O R : I have sold a country house.
A D O L P H E : Yes. . .  (Not moving)
H E C T O R : As th e  librarian  o f  th e  con

servatoire, I  draw a regular m onthly  salary.
A D O L P H E : H ow  m uch?
H E C T O R : Tw o hundred  and sixteen 

francs.
A D O L P H E : A nd as an academician?
H E C T O R : N o th ing .
A D O L P H E : You have becom e im m ortal 

fo r noth ing? T h e  state  m u st save a nice sum  
on th a t!

II5
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H E C T O R : I receive royalties on  my 

com positions.
A D O L P H E : T h a t m akes ab o u t. . .  ?
H E C T O R : O ne or tw o thousand francs 

a year.
A D O L P H E : Because h a lf  is stolen. W hy 

d o n ’t  you get a good lawyer to  handle the  
whole m atter? I  w ould double th e  sum  for 
you. You m ig h t give your friends m y ad
dress.

H E C T O R : T h en  I have appointm ents 
as a conductor. R ig h t now, I am  about to  
go to  Russia.

A D O L P H E : S tate orders?
H E C T O R : Fortunately I  am  no favour

ite  o f  th e  powers.
A D O L P H E : T h a t could also be ar

ranged . . .
H E C T O R : Sir, m y c o n v ic t io n s .. .  

(Bangs the table)

S C E N E  X  

The same, Charlotte

C H A R L O T T E : (Enters because of the 
noise) W h at is going on  here?

A D O L P H E : N o th ing , darling. W e are 
only talk ing  po litics. M y w ife . . .  H ow  do 
you like her?

H E C T O R : (Makes an obeisance)
C H A R L O T T E : H appy  to  see you. M y 

m other was profoundly  touched by your de
votion. A nd she hopes th a t you have aban
doned your fatal idea.

A D O L P H E : H e  has, he has. Please ask 
m y m other-in-law  to  be k in d  enough to  
come here.

H E C T O R : O nly  i f  she w ants to .
C H A R L O T T E : (Looking at Berlio^) But 

you w ill take care o f  her, w on’t  you? She is 
no t so young any m ore.

H E C T O R : W h en  a sacred image is 
given to  a fa ith fu l soul, m u st he asseverate 
th a t he w ill take care o f  it?

C H A R L O T T E : (Smiles because she too is 
a woman) I  believe you, M onsieur Berlioz.

Leaves the room

S C E N E  X I 

Without Charlotte

A D O L P H E : W ell, you have already 
w on her sym pathy. I f  you say to  a w om an: 
sacred im a g e .. .

H E C T O R : I t  w asn’t  to  her I said it.
A D O L P H E : T h a t’s all th e  sam e: i t  re

m ains in  th e  fam ily . “ Sacred im age.” Such 
a th in g  w ould never enter m y head. “ Sacred 
image—fa ith fu l soul” . . .  W here can such 
th in g s be learned?

H E C T O R : N ow here these days.
A D O L P H E : O f  course, th a t ’s rom an

ticism  !

S C E N E  X II 

The same, Charlotte

H E C T O R : Is she coming?
C H A R L O T T E : (Nods with a small mys

terious smile, and lights the gas fam es of the chan
delier with a special rod) A t m y m o th e r’s 
request.

H E C T O R : (As i f  his strength were leaving 
him) M y G o d ! . . .

A D O L P H E : Besides, I  am  also a child  
o f  rom anticism . M y dear parents have 
given m e a rom antic  n am e . .  .

C H A R L O T T E : H u sh , A d o lp h e .. .  
L et us disappear now. (Leaves the room to the 
right)

A D O L P H E : (Looking at his watch gaily, 
from  the door) T here  i t  is! A quarter o f  an 
hour has gone already! (Off, leaving the door 
open)

H E C T O R : (Alone) M urderer! H e  has 
shortened m y life by one th ird . (Stares at the 
door, stepping hack a little)

S C E N E  X III 

Hector and Estella

E S T E L L A : (Appears in the open door, in this 
shadowless and merciless clinical light. Stops) Good 
evening, M onsieur Berlioz.

H E C T O R : (Clutches hold o f a chair) 
E s te l la . . .  you have n o t changed a t a l l . . .
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E S T E L L A : (Looks up at the chandelier, 

blinking a little) 1 th ough t th is  lig h t w ould 
dispel all false illusions.

H E C T O R : T h e  same cold con tem pt, th e  
same unconcern. T he same ind ifferen t gla
m our.

E ST E L L A : T ake a seat, M onsieur Ber
lioz.

H E C T O R : (Slowly sits down in a chair. 
Quietly) E s te l la . . .  Blue star.

E ST E L L A : (Sits down next to the fire
place) W e are indeed o ld  acquaintances, M o n 
sieur B e rlio z .. . You were still a young lad .

H E C T O R : D o you rem em ber?

E ST E L L A : T o  tell you th e  tru th , n o t 
very m u c h . . .  You w on’t  m in d  i f  I do m y 
em broidery, w ill you?

H E C T O R : I rem em ber everything.
E ST E L L A : Really? I t  was a p re tty  long 

tim e  ago. W h a t have you done ever since, 
M onsieur Berlioz? W h at d id  you do in  th e  
past h a lf  century?

H E C T O R : I suffered.
E ST E L L A : O h, b u t I th o u g h t th a t life 

in  Paris was so gay. O vations, su c c ess .. .
H E C T O R : Paris—is a grave-yard. I  too 

was buried  there.

E ST E L L A : You d o n ’t  say so? W e have 
read so m uch in  th e  papers about your suc
cess. An opera o f  yours has been produced 
lately, i f  I am  w ell inform ed.

H E C T O R : I should be very glad i f  you 
d id  no t m istake m e either fo r G ounod or 
fo r M eyerbeer. I t  is th e ir  operas th a t are 
being produced. N o t m ine.

E ST E L L A : (Feeling her way) Faust?
H E C T O R : (Whispering) T h a t was by 

G ounod. I  composed th e  D am nation  o f  
Faust. But they  do n o t play th a t.

E S T E L L A : I t  is sure to  be b e au tifu l. . .  
And how is your fam ily? As far as I can re
m em ber, you had sisters.

H E C T O R : M y younger sister has died.
E ST E L L A : O h . . .
H E C T O R : (Suddenly) A nd I had  a cou

sin. H e  also used to  spend h is sum m er va
cations in  grandfather’s vineyard. Gaston,

th e  fam ous dancer. In  those days he was al
ready a l ie u te n a n t. . .

E ST E L L A : I m arried ra ther early. T he 
children came. Tw o o f  th em  I  buried, and 
tw o I  brought up . I have been a w idow for 
tw en ty  years. A long tim e.

H E C T O R : W hy d id n ’t  you answer my 
le t te r . .  . T h e  one I w rote tw enty  years ago, 
when I learned th a t your husband had died?

E ST E L L A : In  m y great sorrow I  an
swered only letters o f  co n do lence .. . Be
sides, I  am  a very lazy letter-w riter, M onsieur 
Berlioz, i f  you only knew !

H E C T O R : (Stands up) In  th a t letter, 
I  opened m y heart to  y o u . . .  T h a t was 
th e  first t i m e . . .  A nd n o w . . .

E ST E L L A : N o t so loud, m y daughter 
is in  th e  next room .

H E C T O R : Is she listening?
E S T E L L A : I  asked her to  rem ain w ith in  

close range.
H E C T O R : T hen  tell her, please, th a t 

her presence is no t required.
E ST E L L A : I to ld  her a t th e  very be

ginning to  rem ain, even i f  we were to  ask 
her to  go away.

H E C T O R : H ave you been so afraid o f 
th is  m eeting?

E S T E L L A : N o t a t all. O nly  I find your 
perseverance ra ther astonishing. A nd I  do 
no t like  surprises. W e country people live 
a very qu iet life.

H E C T O R : H ow  you keep on saying: 
country, quiet, fam ily, husband, chil
dren . . .

E ST E L L A : Because th is  is th e  tru th . I 
have always tr ied  to  be a good m other to  
th e  fam ily.

H E C T O R : You have failed. T he tru th  
is th a t all th e  tim e  you g littered  on th e  dark 
firm am ent o f  m y life.

E S T E L L A : (Bursts out laughing) O h, I was 
a m use, was I? A muse?

H E C T O R : There is noth ing to  laugh at.
E ST E L L A : I ’m  sorry, b u t i f  you had 

seen m y daily occupations—because from  
hen-setting  to  jam -m aking, everything was 
on m y hands, and I go t i t  all done—you
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w ouldn’t  say w ith  such enthusiasm  th a t I 
was a m u se! A m use—like those fam ous bel- 
les-dam es o f Paris, M adam e de Staél, M a
dam e Récamier, M adam e d ’A g o u lt. . . 
(Laughs)

H E C T O R : N o t like th em . T hey have 
becom e dust. But like D an te’s Beatrice.

E ST E L L A : Every wom an w ould be 
happy to  hear such words.

H E C T O R : W om en cannot hear such 
words. O nly  th e  chosen m ay. O nce in  a 
thousand years.

E S T E L L A : But I am  still happy no t to 
have neglected th e  education o f  m y chil
d ren  fo r such illusions.

H E C T O R : Y our earthly destiny  was no t 
to  bear children and to  live a h u m d ru m  m ar
ried  l i f e . . .

E ST E L L A : M onsieur Berlioz, I  forb id  
y o u . . .

H E C T O R : You are r ig h t. I  am  sorry. 
Give m e your h a n d . . . But i f  you only 
knew  th a t there  is no greater sorrow than  to  
see in  old age where you have spoiled your 
life.

E S T E L L A : (Without having given him her 
hand) You see how i t  is, dear M onsieur Ber
lioz , and yet you w ant a t all costs th a t I 
should also arrive a t such a b itte r  recogni
tio n . W hy w ill you n o t leave m e in  m y holy 
ignorance and th e  belief th a t m y life  was 
good as i t  was. A nd blessed be th e  name o f 
th e  Lord fo r it .

H E C T O R : Give me your hand . As a 
sign o f  forgiveness.

E ST E L L A : (Reaching it out to him) M on
sieur Berlioz, I  th in k  you are fond  o f  suf
fering.

H E C T O R : (Sincerely) Believe me, M a
dame, no t even suffering gives m e pure 
pleasure, because reflection spoils every
th in g . T he fact th a t I  see everything w ith 
such stunning  clarity. M y in te llect cannot 
b u t laugh a t w hat I  am  doing. N ow  too. 
T h a t I  keep clasping your hand. Like a 
school-boy.

E ST E L L A : T h en  just le t go and there 
w ill be no one to  laugh.

H E C T O R : H ow  long I have yearned to  
touch  your hand. (He is still holding it)

E ST E L L A : H u sh , m y daughter. . . 
(Tries to draw her hand away)

H E C T O R : I  w on’t  speak a w ord. (S i
lently kisses her handy

E ST E L L A : (Aloud) I am  afraid, M on
sieur Berlioz, th e  room  is slowly getting  
cold.

H E C T O R : (Softly) H ave m ercy on  m e, 
as a nun  has on a m iserable sufferer, o r as a 
good s i s te r . . .

E ST E L L A : I  shall try  t o . . .
H E C T O R : (More feverishly, hut still 

softly) T he w ound th a t makes m e suffer was 
struck  by y o u . . .

E ST E L L A : W h at can I do about it?
H E C T O R : (Jumps up) I t ’s sim ple. Let 

us elope. M y carriage is w aiting  outside. In  
tw o days I  leave fo r S t. Petersburg. I  shall 
take you w ith  m e as a grand-duchess.

E ST E L L A : (Rises. Stands aghast) You are 
insane.

H E C T O R : W hy? Francis L iszt also 
eloped w ith  a lady. I f  he could do it?!

E ST E L L A : But no t w ith  m e.

S C E N E  X IV  

The same, Charlotte

C H A R L O T T E : (Appears on the threshold, 
obviously as agreed) Is there  anything you 
w ant, m other?

E ST E L L A : (Without looking at her) Go 
away now. O r b ring  some w ood. I  am hav
ing a l ittle  ta lk  w ith  M onsieur Berlioz.

C H A R L O T T E : (Crosses the room to the 
door at left)

E ST E L L A : L isten, m o n s ie u r .. .  (Waits 
until Charlotte shuts the door behind her)

S C E N E  X V  

Without Charlotte

E S T E L L A : W e are now w ith o u t w it
nesses . . .  Y ou had a r ig h t to  ask why I 
declined to  receive you. An old wom an m ay
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also have her vanities. I was tw enty  when 
you saw m e the  last tim e. O r tw enty-one. 
Since you rem em ber m e w ith  such rever
ence, w hat I  w anted was to  rem ain a m e
m ory. But no, you w anted reality. V ery 
w ell, th en ! Let us lig h t th e  lam ps and, i f  
th a t is n o t enough, please, come nearer, 
look a t m y face! (Lifis the table-lamp)

H E C T O R : (Also seizes a lamp) N o ! You 
look a t m e ! Look a t these deep furrows, m y 
grey hair, th e  chaos o f  m y devastated soul 
in  th e  m irro r o f  m y eyes. Som etim es I 
break down and sob fo r no reason. For 
fifty years I have been on m y way to  you. 
So far I  have taken account o f  conventions. 
I  always shrank from  th e  decisive step. I 
have had enough o f  delay. I  w ant to  die w ith  
m y head in  your lap.

Short silence

S C E N E  X V I 

The same, Charlotte

C H A R L O T T E : (Comes in with logs of 
wood) H ave you lost som ething?

E ST E L L A : Yes. (Puts down the lamp)
C H A R L O T T E : (Looking at them) W hat 

is going on here? M onsieur Berlioz, you have 
taken an unfa ir advantage o f  m y absence! 
(Puts down the firewood) A lthough you 
p ro m ised . . .  (Hugs her mother) H ow  fast your 
heart is b e a t in g . . .

H E C T O R : I have said noth ing th a t I 
w ould  n o t repeat in  your presence.

C H A R L O T T E : I know, you w ould! I 
heard w hat you said a t th e  beginning. You 
ough t to  be ashamed o f  yourself!

E ST E L L A : Keep q u i e t ! . . .  You see, 
M onsieur Berlioz, w hat harsh judges young 
people are.

H E C T O R : Some day they w ill learn.
C H A R L O T T E : W h at are we supposed 

to  learn? I  should like  to  know!
H E C T O R : T h a t every sacrifice in  life 

was a suicide. But i t  w ill be too  late then . 
(Stands before the fire-place and throws a log on 
the fire)

E ST E L L A : I th ink , C harlotte, you had 
be tte r go out.

C H A R L O T T E : D on’t, m other, i t ’s no 
good.

H E C T O R : Every sentim ent and every 
though t m ust once be fulfilled. (Throwing 
more wood on the fire) In  th is  respect, m y 
heart, w hich has learned passion from  
Shakespeare, is in  fu ll harm ony w ith  m y 
in tellect w hich from  Descartes has learnt 
to  th in k  logically un to  death.

E ST E L L A : T h a t’s all G reek to  us, M on
sieur Berlioz.

H E C T O R : (Stands up) Every g irl o f 
sixteen w ould understand i t : w ill you m arry 
m e, Estella?

C H A R L O T T E : M other, I  w ill have 
none o f  th is !  I shall speak to  m y husband.

E ST E L L A : Be qu ie t. M onsieur Berlioz 
is an old m an, le t us no t expose h im  to  be
ing rebuked by a younger m an.

H E C T O R : T h is is nobody else’s 
business! W e are free. W e have payed off 
our duties to  society: I  have created, you 
have born c h ild re n .. .  A nd we have d is
charged our debts to  God, because both 
o f  us have suffered a great deal.

E S T E L L A : F irst o f  all, M onsieur Ber
lioz, we are old. T h is we have m utually  
ascertained and adm itted  ju st now. A nd sec
ondly: we are no t even equally old. You 
are a good m any years younger than  I.

H E C T O R : T h a t doesn’t  m atter!
E ST E L L A : A nd th ird ly , do p u t down 

th a t poker, or you w ill finally really knock 
dow n a vase w ith  i t .

H E C T O R : (Puts it back on the grate, mur
muring) I say, i t  does no t m atter.

E ST EL L A : M y m other—your dear grand
m other, C harlotte—always to ld  m e th a t i t  
brings no good i f  th e  m an is younger. A nd 
she was a wise wom an. A lthough perhaps 
n o t so wise as your sages.

H E C T O R : I have prepared m yself for 
th is  objection well in  advance. (Takes out 
a sheet of paper) I  have been collecting data 
for tw enty  years. W orld  history  refutes your 
wise m other. (May put on spectacles) H ere  you
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are: C leopatra’s first husband was ten  years 
younger th an  she. . .

E ST E L L A : C leopatra! (Laughs) I  have 
never th ough t o f  follow ing in  th e  footsteps 
o f  Cleopatra.

H E C T O R : Please yourself. I have more 
recent examples. Balzac idolized  M adam e 
de Berny who was exactly tw en ty  years his 
senior. T o  c o n tin u e .. .

E ST E L L A : Stop i t .  P u t th a t paper away. 
A nd s it down. W ith  th is  vehemence you 
m igh t have conquered anybody. T h e  m ost 
beautifu l wom en in  th e  world. Even the  
empress. She is said to  be a very sweet 
wom an.

H E C T O R : She is. But her husband is a 
blockhead. As is usual in  such cases.

E ST E L L A : M aybe. T h a t’s new to  me. 
M y son-in-law  venerates th e  sovereign. . .  
N ow , w hy don’t  you sit dow n?! So!

C H A R L O T T E : I don’t  know  i f  we 
should no t rather look at the  c lock . . .

E S T E L L A : You just s it down too, Char
lo tte , here next to  m e. You w ill see, M on
sieur Berlioz w ill find ou t fo r h im self th a t 
he has knocked a t th e  wrong door. (Sud
denly) Just te ll me, m onsieur, w hat col
our was my ha ir? . . .  I t ’s no use looking at 
i t .  I t  is com pletely grey now. W h at was i t  
then?

H E C T O R : Y our hair?
E ST E L L A : W e l l ? . . .  (To Charlotte) N o  

p ro m p tin g !
H E C T O R : I  th in k  i t  w a s . . .  fair. (He 

closes his eyes) Yes, fair! I swear, i t  was.
E ST E L L A : I ’m  sorry, i t  was brown. 

C hestnut-brow n. W asn’t  it ,  Charlotte? 
Charlotte loohs astonished at her mother, then nods 

affirmatively
H E C T O R : Im possible.
E ST E L L A : Yes, i t  was.
H E C T O R : I  still see you a t th e  to p  o f 

th e  rock, w ith  a blue ribbon in  your hair— 
your beautiful fa ir ha ir stream ing in  the  
w ind.

E ST E L L A : Blue ribbon? A nother m is
take ! I  never wore a blue ribbon. I  hate blue. 
Isn ’t  i t  so, Charlotte?

H E C T O R : T ake care, dear M adam e, 
false testim ony is punished even by God. 
(Dives into his inside pocket)

Charlotte remains silent
H E C T O R : Good. (Withdraws his empty 

hand)

E ST E L L A : (Lively) I  am  afraid, M on
sieur Berlioz, th a t  you are th e  v ictim  o f  your 
im agination. You th in k  you rem em ber 
th ings th a t have perhaps never existed.

H E C T O R : Y ou w ant to  rob  m e o f m y 
past, is th a t it?  T h en  th a t vineyard wasn’t  
tru e  either, where we used to  pass our va
cations, there  in  M iolan?!

E S T E L L A : (Almost claps her hands) An
o ther m istake, M onsieur Berlioz. I t  was no t 
M iolan, b u t M ey lan . . .

H E C T O R : T h e  name doesn’t  count.
E S T E L L A : Y our m em ory is all wrong. 

M iolan, fa ir hair, blue r ib b o n . . . M onsieur 
Berlioz, is i t  possible th a t we don’t  even 
know  each other?

H E C T O R : You stood there on th e  rock. 
W ith  a blue ribbon  in  your hair.

E ST E L L A : T here  wasn’t  even a rock 
in  our vineyard.

H E C T O R : Before com ing here yester
day I  m ade a pilgrim age to  th a t vineyard. 
(He takes out a piece of stone and puts it on the 
table) T h is I  broke from  th a t rock. (Putting 
down further objects) T h is bark is from  th e  
chestnut-tree, where th e  sw ing was hang
ing  . . .  (A small twig) T h is th ick  blackberry- 
bush  was growing in  th e  door o f  th e  press- 
house. U p  there  on  the  m ountain . Do you 
remember?

E ST E L L A : T ell me, C harlotte, have I 
ever spoken to  you about th is  vineyard?

C H A R L O T T E : You haven’t, m other.
E ST E L L A : So you see.
H E C T O R : D o n ’t  m ake m e go m ad!

E S T E L L A : A nd w hat is th e  m ost im 
po rtan t now : I am  very sorry, b u t I  don’t  
rem em ber you at all. (Now playing with him) 
T hough  th e  m em ory o f  old people, as fa r 
as bygone days are concerned. . .

H E C T O R : (Pulls out a blue ribbon from
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his inner pocket) A nd th is , here, you don’t  
rem em ber e ither? . . .  I t  was yours!

E ST E L L A : F u n n y . . .  you found  th a t 
also som ewhere yesterday?

H E C T O R : I have been carrying i t  for 
fo rty -eigh t years here, over m y heart.

E S T E L L A : (Putting it to her hair) H ow  it 
has faded. W here d id  you get it?  D id  you 
steal it?

H E C T O R : You lost i t .  I  found  i t .  . .
E S T E L L A : W here?
H E C T O R : D ear l ittle  C harlotte, you 

don’t  m in d  m y calling you so? A fter all, I  
m ig h t have been your father— (Smiling) o f 
course, th a t’s only a way o f  speaking. . .

C H A R L O T T E : Yes?
H E C T O R : W ill you k ind ly  leave us 

alone now?
C H A R L O T T E : ( I f  she has been standing 

or sitting next to her mother, she now puts her 
arm around her shoulder) N o t now. Because 
your words have again roused m other. H ow  
fast her heart is b e a t in g .. .

H E C T O R : T h a t’s good. I t  means she is 
beginning already to  rem em ber. W e are on 
th e  rig h t track .

C H A R L O T T E : You th in k  a great deal 
o f  th is  blue r ib b o n . . .

E S T E L L A : Ju s t go now , dear. A nd don’t  
be uneasy.

C H A R L O T T E : (Kisses her mother on the 
forehead) But m in d  you, I shall have the  door 
open, in  any case. (O ff to the right)

S C E N E  X V II 

Without Charlotte

H E C T O R : H u sh , d o n ’t  speak. . .  W h at 
a m arvellous scent em anates from  th is  
sleepy, dow ny blue b lac k b e rry .. .  W hy are 
you trem bling  so? (Tracing on the table) T h e  
Izére flows th is  way. H ere  is grandfather’s 
house. A nd there, behind th e  m eandering 
Izére, in  its  cloak o f  eternal snow, th e  icy 
beauty o f  M o n t B la n c .. .

E S T E L L A : I t  wasn’t  M o n t Blanc, bu t 
Bella Donna.

H E C T O R : So you do remember?
E ST E L L A : You are exaggerating every

th in g . T o  you every m ountain  is M o n t 
Blanc.

H E C T O R : O h  n o ; I w anted to  con
quer M ont Blanc too . A nd here, beyond th e  
garden, a lake.

E S T E L L A : I t  was only a pool.
H E C T O R : O f  an evening, one could 

hear th e  frogs croaking.

E ST E L L A : W ell, th a t ’s true . T he frogs.
H E C T O R : You see? A nd on the  peak o f  

Bella D onna th e  dusk  was still gloam ing. 
W ith  a blue sta r sparkling above it.  T h e  
Stella M ontis.

E ST E L L A : O rion.
H E C T O R : In  th e  evening you came to  

see us. I was h id ing  in  th e  dark  d in ing
room  and began to  play on  m y little  flute 
th e  farewell-song o f  O rpheus: “J ’ai perdu 
m on E urid ice. . . rien  n ’égale a m on m al- 
h eu r.” T h en  already, G luck was m y ideal—■ 
besides you. M y cousin sa id : “ W o u ld n ’t  
you ra ther play th e  piano, H e c to r!” . . .  A nd 
th e  tw o o f  you began to  dance. T h e  w altz  
was becom ing fashionable in  those days.

E ST E L L A : (Lifts her handkerchief to her 
eyes)

H E C T O R : You arc th in k in g  o f som e
th in g  else.

E S T E L L A : O h  no, no. I was only 
th in k in g  o f  w hat was once and is no m ore.

H E C T O R : W hat?
E S T E L L A : M y youth .
H E C T O R : I t  was rig h t here. D id n ’t  you 

feel it?

E S T E L L A : M onsieur Berlioz, I am  
grateful for th e  sentim ents you have so fa ith 
fu lly  retained fo r m e. (Rises)

H E C T O R : (Jumps up) You really th in k  
th a t w ith  a few tears shed fo r heaven know s 
w hom  you can get r id  o f  m e now ?!

E S T E L L A : So you are a t i t  again! I t  is  
o f  no use.

H E C T O R : I shall repeat i t  u n til you  
say yes. (Coes to the door and shuts it)

E S T E L L A : I t  w ill be boring .
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H E C T O R : T h e  ocean also repeats itself. 
A nd w hat is th e  ocean com pared to  m y b it
terness.

E ST E L L A : I f  you are as despondent as 
a ll  th a t, go see a doctor.

H E C T O R : I was born  fo r happiness.
I w anted to  compose hym ns o f  joy. But 
w hen I was to ld  th a t you had m arried, I  
composed th e  end o f the  w orld in  a m ass. 
I t  was such a doom sday th a t G od’s judg
m en t w ill be no m ore th an  an im itation , 
m ere plagiarism .

E S T E L L A : I d o n ’t  appreciate your bad 
jokes.

H E C T O R : You are r ig h t. Say: God, 
an d  I  shall believe in  G od. Say: H ector, 
an d  I  shall believe in  m yself. A nd I  shall 
find harm ony.

E S T E L L A : I  am  no t going to  arouse new 
illusions. Every day m y life grows shorter. 
W h at is left fo r me?

H E C T O R : I  prom ise you a happiness, 
w hich w ill stop  th e  fleeting passage o f  tim e. 
T ogether w ith  m y Faust, you shall exclaim : 
H ow  beautifu l th o u  art, oh  in stan t!

E S T E L L A : A single m an has filled my 
life : m y husband.

H E C T O R : H e  is dead.
E S T E L L A : I am  living fo r his m em ory. 

Alone.

H E C T O R : T h a t is no t tru e! (He has said 
it, and cannot unsay it)

E ST E L L A : (Trembling with emotion, softly) 
A nd  now, please go away!

H E C T O R : N ow  less th an  ever. N ow  I 
shall keep on saying. . . Do you know where 
I found th a t ribbon?

E ST E L L A : G et ou t o f  here! (Picks up the 
little  silver bell)

H E C T O R : (Steps close to her. Takes hold of 
her hand, so that she is unable to ring. Whispers) 
I  was there in  th e  press-house. I t  was the  
15th o f  Septem ber, 1816, a W ednesday. 

T h ree  o’clock in  th e  afternoon. I had no
ticed  th a t you were in  th e  h ab it o f  walking 
th ere . I was h id ing  in  the  treading vat.

E ST E L L A : Be qu iet!

H E C T O R : N o . N o t now any m ore. I 
w anted to  speak to  you. T o  declare m y 
love. For th e  first t i m e . . .  A nd you came. 
I recognized your steps. You slipped in . 
You stopped there, in  the  door, a step from  
m e. Y our hand was scratched by a black
berry tw ig . I  heard your breath , ju st as I 
do now. T hen , o ther s te p s . . .

E ST E L L A : I t  is no t true!
H E C T O R : I t  is. A nd G aston came, my 

cousin. In  his scarlet-red uniform .
E STELLA : H ave mercy on  m e! (Sinks 

into a chair)
H E C T O R : (Drops to his knees at the same 

time) You d id n ’t  have any m ercy on m e 
either. I was doom ed to  see and to  hear 
everything. A nd when you were gone, I  
crept ou t o f  m y hiding-place, p rostra ted  m y
se lf on th e  earth  th a t  was still warm  and 
b it in to  it, m y flood o f  tears m ade th e  pound
ed clay m uddy and th e  taste  o f  th a t m uddy 
clay is still in  m y m outh , I  feel i t  in  every 
k iss . . . (Kissing her hand, he suddenly looks up 
at her) M y darling, w hat is it?  Are you feel
ing  i l l ? . . .  Speak!

E ST E L L A : N o . I am all righ t. A lthough 
I ought to  die n o w . . .

H E C T O R : G ood. L et us d ie together!
E ST E L L A : W ith  me? W ith  such a per

son?
H E C T O R : M y goddess, m y m use, m y 

ideal, m y m adonna! T here, swallowing th e  
dust, I solem nly vowed to  en list as a sol
d ier th e  very next day, to  becom e a cap
tain , a general, a new Bonaparte, to  conquer 
th e  w orld  and then  to  come and take you 
away from  th a t lieu ten an t. . .

E ST E L L A : G aston le ft tw o days later. 
I never saw h im  again. H e  d id n ’t  even 
w rite.

H E C T O R : T h e  coward! I  know. I 
w anted to  k ill h im  fo r th a t. I  learned to  
fence w ith  a v ine-p rop . . .

E ST E L L A : (Caresses Hector’s head)
H E C T O R : But N apoleon ended up  at 

S t. Helena. T h e  m ilita ry  schools were all 
closed. A nd I was unable to  conquer the  
world.
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E ST E L L A : W h at a price I have had  to  

pay for having taken th a t one false step.
H E C T O R : You d id  take i t— bu t in  fu ll 

glory. I  saw i t .  T h e  blessed souls are likely 
to  scream like th a t w hen they  appear be
fore God. I heard it. D on’t  be asham ed! Pas
sion is w om an’s only v irtue. All th e  rest is 
no th ing  b u t fiction and falsehood. You rose 
to  heaven there, before m y eyes. T h a t 
scream was like  th e  lig h t o f  nascent stars. 
Im m aculate, blue f lic k e r in g .. .  Ever since, 
I  have been chasing th a t star, like a pale 
m oon, w ith  th e  sound o f  m y fiddle.

E S T E L L A : I  th ough t th e  penance o f 
fifty years was enough. T o il and victory, re
newed every day. T h a t endless line  o f  snow- 
w hite diapers, shining sh irt-fron ts and 
m ended stockings. U nder th em  I  sought to  
bury m y past. A nd th e  “ very good” m arks o f  
th e  children. I  even learned Latin  w ith  them . 
I saved a dowry fo r m y daughter, and w hat 
a trousseau! Every pillow-case was a m as
terpiece o f  eyelet em bro idery . . .

H E C T O R : T h u s d id  you waste your 
precious t im e ! (Kisses her fingers) Knowing 
th a t we w ould die and all w ould be over.

E ST E L L A : I  had  a husband. W ho sus
pected no th ing . I t  was fo r h im  I d id  it.

H E C T O R : (Stands up) A nd ye t he  died. 
A nd your children also d ied . A nd th e  others 
w ill die too . I f  we live fo r others, noth ing 
rem ains fo r anybody.

E ST E L L A : Such was m y fate.
H E C T O R : T h a t is n o t true . T he pas

sion w ith  w hich you gave yourself to  an 
o a f . . .

E ST E L L A : Leave h im  alone. M y pain  
too  can be sacred. (Stands up)

H E C T O R : A t th e  side o f  a m ore w orthy 
partner, th is  sacred passion could have con
tin u ed  to  flame.

E ST E L L A : W hom  are you talk ing  of?
H E C T O R : O f  m yself.
E ST E L L A : Y ou were a ch ild . Forgive 

m e: an adolescent.
H E C T O R : But I am  no longer. 
E ST E L L A : T oo late.

H E C T O R : S tanding a t th e  threshold  o f  
happiness. . .

E S T E L L A : O h , w ith  one foo t in  th e  
grave.

H E C T O R : T h at is ju st w hat is so m ar
vellous about it .

E S T E L L A : People w ould laugh a t us. 
W h at shockingly bad taste, they  w ould say. 
T w o m um m ies, and now  they  b e g in . . .  
D isg u stin g !

H E C T O R : They w ill adm ire us. I shall 
compose a bridal m arch th a t w ill m ake h u 
m anity  fall on its  knees and, w ith  eyes 
b rim m ing  over, see how  we two— as m ortal 
as anybody else on  earth  and as fu ll o f  yearn
ing life—yes, tw o inspired  m um m ies set off 
hand in  hand to  overcome th e  greatest 
enemy o f  love.

E ST E L L A : W hat? Death?
H E C T O R : N o . O ld  a g e . . .  T h a t is 

w hat hum anity  is expecting o f  us. Every 
previous generation has suffered from  th is , 
b u t lacked th e  courage to  say a word, for 
they  were always rebuffed—keep quiet, o ld  
frum p , d o n ’t  be a fo o l! But m y m usic can
no t be reduced to  silence. T h e  suppressed 
desire o f  a hundred thousand generations 
shall ham m er in  i t .  . .  T w o hundred  strings, 
tw o hundred w ind and percussion in stru 
m ents. A choir. A nd th e  bridal m arch o f 
Lohengrin shall sh rink  in to  insignificance 
beside it .  Pam -pam -pa-pam !—is th a t m usic ?! 
W agner w ill be hissed off th e  stage!

E S T E L L A : (Turns her back, gating into the 
fiames of the fire-place) You are dazzled by 
your artistic  am bitions!

H E C T O R : Forgive m e. You are rig h t. 
I  w on’t  w rite  down a single bar. I  shall 
th row  in to  th e  fire all I  have w ritten  so far. 
Every m in u te  o f  m ine shall be yours.

E S T E L L A : N ex t year I  shall be 
seventy.

H E C T O R : I love you.
E S T E L L A : T h a t is n o t love. You m erely 

saw m e there. I  have had sons too . I  know  
w hat they  suffered in  adolescence.

HECTOR: All the better if you do. That

1 2 3
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love is m ore th an  em pty  words. I t  includes 
secrets o f  th is k ind .

E ST E L L A : Keep such secrets to  your
self!

H E C T O R : A nd i f  i t  were G aston who 
appeared? W ith  his secrets?!

E ST E L L A : M y answer w ould now be 
th e  same.

H E C T O R : Are you certain?
E ST E L L A : I  am .
H E C T O R : T h an k  G od! I  was afraid 

th a t you were s till in  love w ith  h im .
E S T E L L A : I  loved h im  very m uch. I 

alm ost died  afterw ards. B ut I  d id n ’t  die, I 
only buried  m yself.

H E C T O R : W e should n o t trifle  w ith  
th is  w ord. For soon we shall learn w hat 
i t  m eans in  reality.

E S T E L L A : I  am  old and wicked. Ask the  
servants. I hate young people. A ll th a t was 
once has gone by.

H E C T O R : I d id n ’t  tell you th a t yes
terday, when I was in  M eylan, I w ent to  
th e  press-house. . .

E ST E L L A : Spare m e th a t horrib le  
press-house, I have suffered enough fo r i t .  
(Walks up and down in anger) W h y  do you 
begin over and over again?

H E C T O R : . . .  I  w ent in to  th e  press- 
house, prostrated  m yself on  th e  ground, the  
wasps were buzzing  around m e, and the  
earth  was as ho t as i t  had been then . A nd I 
broke in to  tears ju st as th en .

E ST E L L A : T h is  is a fixed idea I cannot 
have anything to  do w ith  any m ore. (Turns 
away) I  beg you no t to  deride m e!

H E C T O R : Forget w hat happened in  th e  
m eantim e!

E ST E L L A : M ere w ords!
H E C T O R : (Looking at the fire) T he wood 

has burned dow n again. Shall I  m ake up th e  
fire? (Kneels down)

E ST E L L A : D o n ’t . . .  G aston also said 
he  loved m e. M y husband too  said he loved 
m e. They were lying.

H E C T O R : I  swear th a t I  love you!
E S T E L L A : So d id  they.

H E C T O R : B ut I  w ould ask them , like  
H am le t, w hether they  w ould devour a cro
codile fo r you? (Pulls the poker out of the embers 
and rises. Then grabs the burning-hot end and 
stands there, turning pale) You w ill believe m e 
th a t  I  love you.

E ST E L L A : (Shrugs her shoulders) I  am  
n o t going to  spoil m y life fo r th e  th ird  tim e. 
(Turns round) W h at has happened? You are 
as pale as d e a th . . .  H e c to r!

H E C T O R : T h an k  Heaven th a t you call 
m e so fo r once!

E S T E L L A : Good G o d . . .  your han d ! 
P u t i t  dow n at once!

H E C T O R : N o t u n til you believe m e 
th a t I love you.

E ST E L L A : I believe it ,  I believe i t . . .
H E C T O R : T h a t I love you m ore than  

m y life.
E ST E L L A : I  believe i t . . .  E n o u g h .. .
H E C T O R : . . .  th a t H ecto r loves m e 

m ore than  his life.

E ST E L L A : T h a t H ecto r loves m e m ore 
th an  his life . (Crabs the iron to take it out o f 
his hand) W h at a fool you are!

H E C T O R : D on’t  pu ll, i t  is glued to  
m y s k i n . . .  (Sits down. A t last he drops the 
poker)

E ST E L L A : Show m e your hand . (Rings 
the hell) W e m ust have oil p u t on  i t . . .  
(Kneels down before him)

H E C T O R : I t ’s no th ing , no th ing. But 
you know I cannot endure physical pain, 
only m ental anguish.

E ST E L L A : H ow  could you do such a 
th ing?

S C E N E  X V III 

The same, Charlotte

C H A R L O T T E : (Comes in from the right) 
A nything wrong?

E S T E L L A : G et some oil.
H E C T O R : An a c c id e n t.. .  O nly  an in 

significant a c c id e n t.. .
Charlotte goes off
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S C E N E  XIX 

The same, without Charlotte

H E C T O R : People w ill say he could 
swagger and yet was unable to  endure a 
lit t le  p a in . . .

E ST E L L A : But you are t r e m b l in g . . .  
H E C T O R : (Towards the door) D o n ’t  let 

her come in . I  feel ashamed.
E S T E L L A : (Stands up, goes to the door and 

stops there) I rem em ber everything qu ite  
clearly. T here  flowed th e  Iz é re . . .  Once, 
du ring  vintage-tim e, you brought me m uscat 
grapes.

H E C T O R : Y e s . . .  (Strokes his injured 
hand)

E S T E L L A : (Only to divert his attention, 
gaily) A nd  th e  grape-picking girls, w hat 
were they  sin g in g . . .  D on’t  you remember?

H E C T O R : I  really don’t  know  any 
m ore.

E ST E L L A : But o f  course you k n o w . . .  
H E C T O R : I t  hu rts.
E S T E L L A : (Receives the bottle of oil 

through the door and comes, softly singing)
Le m ai d ’am our est une maladie,
L ’herbe du  pré est ta n t soulagére. 
H E C T O R : (Winces)
E S T E L L A : Sing, m y dear. (Nurses his 

hand meanwhile)
L ’herbe du  p ré  ne p eu t pas le g u é r i r . . .  
H E C T O R : I d o n ’t  re m e m b e r.. .  
E S T E L L A : A fine m usician you are—to  

take so m uch a s k in g .. .  Ju s t sing, I  shall 
correct you. “D e r r ié re . . . ”

H E C T O R :
D erriére chez nous il y  a -t-u n  vert bocage, 
Le rossignol y  chante tous les jours;
La il y d i t  dans son charm ant langage: 
Les am oureux sont m alheureux toujours. 
E ST E L L A : (Has finished bandaging his 

hand) So! (Presses a kiss on it. Stands up) 
B O T H :
Sur le bord  du  Cher il y  a-t-une fontaine, 
O u  sur un  fréne nos deux nom s sont

taillés.
E S T E L L A : (In the meantime has moved to 

the fire-place, stopped the clock and returned sing

ing, towards the end of the song. Upon its con
clusion, they burst out laughing and repeat the 
last line)

O il sur un  fréne nos deux nom s sont
taillés.

H E C T O R : You see, you had no th ing  to  
correct. I sang as I d id  when I  was in  the  
chorus a t th e  Vaudeville theatre. (Laughs) 
Som e forty  years ago.

E ST E L L A : A nd when d id  you laugh 
th e  last tim e?

H E C T O R : I  th in k  th is  has been the 
first tim e  in  m y life.

E ST E L L A : W ell, th en  after all you 
have profited by th is  m eeting.

S C E N E  XX 

The same, Charlotte

C H A R L O T T E : M y husband says i t ’s 
ge tting  late. (Looks at the clock) I don’t  under
s tan d . . .

E S T E L L A : T im e  has stopped.

A  short silence

C H A R L O T T E : I t  m ust have stopped 
rig h t now.

E S T E L L A : Yes, when we were laugh
ing so heartily  w ith  M onsieur B erlioz. . .  
Good-bye, m y friend, I prom ise you th a t, 
from  now on, I  shall also keep th in k in g  o f 
those beautifu l days at—how d id  you say?— 
M io la n . . .  O h , d o n ’t  m ake such a wry face, 
I  should like to  re ta in  your sm ile in  my 
m em ory. (Offers her hand)
Charlotte turns her back on them, so that there 

should be no witness to this farewell
H E C T O R : (Smiles. Puts Istella's hand 

to his forehead) W hen  shall we see each other?
E S T E L L A : A year from  today, i f  i t  is 

n o t inconvenient to  you.
H E C T O R : (Smiling) G ladly—if  I am 

n o t dead by th a t  tim e.
E S T E L L A : (Smiling) I f  no t in  Geneva, 

th en  in  th e  next world.
H E C T O R : (Smiling, bows in the door) I 

envy D ante, who had no t only a Beatrice,
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b u t also fa ith—in  a reunion beyond. (Bows 
smiling. Waves good-bye. Off)

E S T E L L A : (Smiling, waves after him from  
the other end of the room)

S C E N E  XXI

Without Hector
A door bangs outside. Charlotte winds up the 

clock, and starts it again

E ST E L L A : Lay o u t A dolphe’s robe. H e 
w ill be a t court tom orrow . I shall iron  i t  in 
th e  m orning.

C H A R L O T T E : (Turns towards her mother, 
looking at her with a tender little smile and com
passion. She nods) A ll righ t, m other.

E ST E L L A : A nd te ll th a t m aid to  do th is 
room  better. W hen  M onsieur Berlioz knelt 
down, his trousers became dusty . I  blushed 
fo r shame. (Turns round, starts) But you 
needn’t  fire her fo r th a t. She can rem ain, for 
all I care. (In the door) Sleep w ell! (Off)

S C E N E  XXII 

Charlotte, later Adolphe

C H A R L O T T E : (W ith slow, absent-mind
ed movements, like an automaton, puts one vase 
after the other in its place)

A D O L P H E : (Enters softly, in his dressing- 
gown, with a burning cigar) W ell, w hat has 
happened?

C H A R L O T T E : (Doesn't answer. Her 
movements grow faster)

A D O L P H E : H ave they had enough o f 
cooing ?

C H A R L O T T E : (Moves with stormy speed, 
the objects cracking in her hands)

A D O L P H E : M eanw hile I  have taken a 
look a t th e  statu tes concerning copyright 
pro tection . T h e  fam ily  is en titled  to  th e  
royalties for fifty years follow ing th e  au thor’s 
death. I  have ca lcu la te d .. .

C H A R L O T T E : (Throws a ja r  on the table) 
T ell me, w hat sentim ents have you ever 
offered to  me? (Stands face to face with him) 

A D O L P H E : W h a t’s th e  m atter? 
C H A R L O T T E : W ould  you ever grasp 

a bu rn ing-ho t iron  fo r me? W ould  you 
stop  th e  tim e  fo r m e ? . . . I t  is to  you I am 
s p e a k in g ! . . .  W ould  you devour a croco
dile? W h at have I  ever received from  you? 
W h at sort o f  love? Answer m e ! . . .  Do you 
know  at all w hat love is? (Begins to laugh. 
Dashes a vase to the floor) I  don’t  know  either— 
and I shall never k n o w ! (Smashes another vase) 
N ever! (Another vase) N ev er!. . . (Stops, with 
a vase in her hand, and— in a soft, dreamy voice 
says) They, they  know w hat love is!

C u r t a i n



PHOTOGRAPHY—EYE-WITNESS 
OF THE ERA

by

J EA N  A. K E I M

E ssentially photography is visual information on times past. This 
new type of image is generally considered a revolutionary factor 
in the documentation which has been left us more or less vol
untarily by past centuries and which we refer to when we learn 

and understand more about the times that preceded our own. Since the 
most ancient cave paintings countless other visual documents have come 
down to us (despite the havoc wrought on them by the vicissitudes of 
time). Although often difficult to interpret, they have at least preserved 
their original form, whereas oral tradition, owing to the many distor
tions of hearsay, can only be utilized after intensive research and control, 
and is even then subject to controversy.

Today photography has invaded the life of every man who possesses his 
own camera; photography is constantly present in newspapers, in books, 
and on the walls of buildings, to inform, attract and seduce; it has become 
a familiar element of everyday life and no one except for benighted souls in 
remote regions would any longer question its value. Everyone is accustomed 
to recognizing or re-discovering in the photographic image elements which 
he can easily identify, and he accepts the information thus conveyed without 
dreaming of contesting its authenticity.

According to generally accepted opinion, photography offers something 
completely new; it is supposed to be an impartial and direct registration 
of reality, with practically no human intervention; the world as it exists 
is supposedly reflected on the photo without any deformation. Thus the 
very existence of the photographer, if not of the one who makes the pictures 
available, is denied, as well as the use of technical elements that might 
lead to an imperfect reproduction of reality.

The photographer has been walking with his camera through the world 
of his day, capturing scenes that present themselves to his eye and that
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seem to him to be endowed with special interest. To these as a participant 
in his era he imparts a particular value, probably without always being 
fully conscious of it. First of all he wishes to capture a certain moment; 
he knows what he wants and is aware of the reasons for his action. The 
amateur selects scenes for a family album to be leafed through of an 
evening; the life of the children beginning with the first smile, the im
portant ceremonies of human existence, holidays, travels are all registered 
with care. As to the professional photographer, he wishes to preserve 
evidence of a scene of general interest, the memory of which would other
wise vanish. Edward Weston, who has opened up new vistas with his photos 
and his writings, states: “Photography is the means of capturing the 
moment, not any moment but the important one, that unique moment 
in which your subject is fully revealed, the moment of perfection which 
comes once and is never repeated.” The photographer stresses Time, 
which remains the main element characterizing the picture. The site can 
be revisited and the protagonists seen again, but the moment never re
turns. The introduction to Hungary in Pictures* pointed out that the album 
consisted of entirely new pictures, because the photos taken a few years 
ago were outdated.

The choice of the image

It is in the choice of the image that we discover the importance of the 
person who clicked the shutter at a certain moment, with a certain view
point, registering what existed. A part of the world has been seized at a 
certain angle, within a certain frame of reference, and held fast with an 
emulsion. In his search for pictures, a man looked about and chose. He 
was not an active participant in the scene, but a privileged onlooker who 
had a camera and knew how to use it. Then he selected from among the 
pictures the one which he was going to present as the final result of his 
activity. Germaine Krull, who has left her imprint on the history of photo
graphy, writes: “The photographer is an eye-witness—an eye-witness of 
his era.”**

The subject itself is not so important. Every photographer is a reporter 
without knowing it; he may be good or bad, he may know how to look 
or he may pass by without noticing; but everything that has been caught 
by the “mirror of memory,” to use a classic expression which is worth

* Hungary in Pictures, Corvina Press, Budapest, 1962

** Pensées sur VArt, Pierre Mac Orlan, Germaine Krull, Paris, 1931



PHOTOGRAPHY

discussing, originates from a scene that existed at a given moment and 
whose reflection is presented to us. The first photo of news value is sup
posed to have been made by Friedrich Stelzner and Hermann Brouv 
who, in 1842, made daguerreotypes of the ruins of Hamburg, which had 
then been devastated by fire for four days.* The first picture story is at
tributed to Alois Lecherer, who photographed the transportation and 
mounting in 1850 of the gigantic statue “Bavaria” in Munich. The first 
panorama by Nicephoro Niepce taken from the window of his house at 
Saint-Loup-de-Varennes (near Chálons-sur-Seine), despite its now im
paired clarity, is a highly interesting document which informs us not only 
about the history of photography but also about the author and his time.

Our judgment has probably been warped by the present-day importance 
of the press. As soon as we hear the word “eye-witness” we think of the 
photo reporter who is supposed to represent us on the spot. We are used 
to seeing in daily papers and periodicals pictures that report visually on 
events and permit us after a cursory glance and without even reading the 
article to believe we know what it is about. The professional photographer 
does not, by the way, limit his activity to topical subjects, and his photo
graphy is not always as sensational as the photo showing the explosion 
of the dirigible “Hindenburg” at Lakehurst in 1937, made by Sam Shere 
and Charles Hoff, who were waiting for the normal landing when the 
catastrophe occurred, or the photo of the assassination in i960 or Inijiro 
Asanume, chairman of the Japanese Socialist Party, taken by Yasushi 
Nagoa, a reporter from Mainichi Shinbum. The photographer may study a 
city, as Charles Malville did Paris in 1867 before the Haussman re
constructions, or as Thomson studied London in 1876 or Strand in New 
York forty years later; or he may give us the portrait of a famous man, 
for instance, the Daumier of Nadar, Carjat’s Baudelaire, Julie Margaret 
Cameron’s Herschel or Ocup’s Lenin.

“The picture-story is a visual account of a fact, imparting the personal 
testimony of someone who saw it to those who did not,” said the French 
photographer Sougez. The document is also of interest to other eye
witnesses who have only their memory to rely on. Thanks to photography 
the event can be contemplated at leisure, at lenght, and over a long period 
of time. Now figures appear in the crowd whom one did not notice be
fore, details are delineated that were not previously visible; a whole new 
world presents itself which one had not noticed. Fox Talbot, a pioneer 
of photography, writes: “It often happens—and this is one of the charms

* The Illustrated London News published a front-page drawing made in London on the basis of eye
witness accounts of the disaster.
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of photography—that the photographer himself, upon long contemplation 
of what he has reproduced, discovers many things he had no idea of when 
he took the picture.”*

Time permits the thorough exploration of a scene, and enlargement 
brings out elements which had been difficult or even impossible to under
stand in a brief moment or on a small scale. Moreover, the lens is in
different to emotions; impassive, it captures scenes on command. Yet 
its guided vision remains personal; the photographer’s account is his 
very own.

The photographer who reporst news in his own special way, can even 
create it. His very presence at a certain moment, at a certain place, may 
lead to reactions that constitute a “pseudoevent,” to use the expression 
applied by Daniel J. Boors tyn** particularly to the press, whether printed, 
broadcast or televised. The amount of information to be supplied regularly 
to the public must not diminish; while the production of events is inde
pendent of journalism, the consumption by readers of newspapers and 
magazines remains constant. This results in the repeated all-out effort 
to get new photos that spotlight some item which did not deserve attention 
but which thereby acquires undue importance.

It would seem that a photo is an eye-witness of its era not only through 
what it shows, but also through its mere existence. One is inclined to 
forget that any object testifies about its era, the book that will be read 
for centuries equally with the one that will soon be forgotten, regardless 
of whether it scored a success or remained in obscurity, an almanac, a per
sonal letter, a bill, a label, a woodcut—anything that exists at a given time, 
whether created in that period or held over from the past. Excavators 
bring us objects or fragments from lost civilizations—pointed flints, 
bronzes, pottery, etc., which we examine with care. In the last hundred 
and twenty years or so, the documentation has been over abundant, and 
no selection has yet been made, either by man or by the years. And among 
the objects extant, the place of photographs is by no means negli
gible.

In the first place, photography has a history of its own, which can be 
discussed from different angles. Technique has determined its entire devel
opment. The clumsy apparatus which the first daguerreotypists had so 
much difficulty carrying about the streets has become a handy, simple 
camera. The reproduction of the cliché—a one and only copy at the outset— 
has become highly varied with the emergence of emulsions that make

* The Pencil of Nature, 1844.
** The Image, or W hat Happened to the American Dream. 1962.
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quick photographing possible. New printing processes have opened the 
way to wide circulation. All these novelties have had their effects on the 
photo, and under the impact of technique it has developed according to 
the tastes of the age. The date of a photo can be established not only 
on the basis of its subject but also by its finish and the manner of treat
ment. One can often recognize the nationality of the photographer and even 
guess who took the picture. Styles emerge, influence one another, develop, 
and die. The whole history of a technique, which is not independent, and 
of an art, are still the private preserve of a few specialists.

Photography makes its own mark within the framework of its time it 
is the reflection of its authors, known and unknown; the general atmos
phere of the period emerges from countless pictures whose production 
was made possible by the democratization of a technique that was origin
ally accessible only to professionals and a few amateurs from the aristocracy 
or the bourgeoisie. It is not only what one photographs but also how and 
why. Whatever the importance of history as a series of events, it thus cedes 
its place to social history and the history of trends in ideas.

H i

The use of photography

The photograph has thus taken its place among the documents that 
contribute towards a better definition of the age and a better understanding 
of the country, the social group or even of an individual. Obviously it 
need not have been made by a professional photographer but can be the 
work of an artist like Degas or Vuillard, a writer like Zola, Valéry, Lewis 
Caroll or Bernard Shaw, who all made use of that medium.

Nor should one limit oneself to a study of the photos taken. Today, 
through the extraordinary circulation of they pictures, a new field is 
opened to the historian and the sociologist, that of the photos made 
within a certain period for a certain public.

It might be argued that certain of these pictures run counter to the 
tendencies of the day, for instance, in a highly priced book for a few 
privileged people. Sometimes, however, they are pioneering photos and 
their form may become popular later on; they are experiments that may 
succeed or fail. But the editor-in-chief of a newspaper or magazine or 
the director of a publishing house cannot afford the luxury of ignoring 
the public he wants to reach. According to his temperament he may run 
risks, but only within limits. A study of the photos published, discloses 
the age—its taste, its sensibility, its grasp of reality. The field is immense—

9*
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the use of the photo in the press, the types of picture used, the play given 
them, the place reserved on a certain page, the front page photo, and the 
caption in all its forms.*

The results will differ according to the viewpoint and readership of each 
publication, and also according to country. The same sort of investigations 
of periodicals where photography assumes a predominant place would 
make it possible to discern general trends, constants, and developments. 
Especially the choice and the presentation of covers likely to attract the 
reader are without doubt clearly characteristic;** the covers of a magazine 
for the general public or for a certain group of readers will differ greatly. 
As to women’s journals,*** they have rules of their own at given periods, 
whether in fashion reproductions or the special genre represented by the 
photo-novel that has been an extraordinary success in Latin countries.

In addition to studying the magazines, books must of course also be 
considered—textbooks, which are copiously illustrated nowadays and whose 
genres and forms have changed since the introduction of photography; 
documentary books such as Lake Balaton, in which János Reismann’s 
pictures perfectly complement Gyula Illyés’s text, re-creating in counter
point the atmosphere of a region****; travel books where photos have taken 
the place of other kinds of illustration; to say nothing of photo books 
where the text is relegated to the position of an accessory.

As a result of its allure and the power of the impression it makes, 
the photo has been used for propaganda. Cecil Beaton’s After the Raid, 1940, 
which shows a little wounded girl on a hospital bed, her head bandaged, 
still stricken and clutching the doll she saved from the bombardment, 
was used as a poster in a campaign of the American Red Cross. It greatly 
influenced the stand of the United States in regard to Great Britain before 
the former’s entry into the war.

This is why advertising makes intensive use of photography in the news
papers, on the walls of buildings and on the covers of gramophone records 
and books. What sort of photo, subject and form can sell such and such 
a product in a given period of time, and why? Psychologists may study the 
motives and draw their conclusions, even from acts like the choice of 
postcards which, besides landscapes, sometimes represent scenes of some
what doubtful taste.

Finally, the collection of photos and photo books are eye-witnesses of

* Jean A. Keim: La photographic et sa Ugcnde, in Communications, No. 2, Paris, 1963.
** Claude Frere: Lcs convcrtures dc Paris Match, in Communications No. t ,  Paris, 1962.

444 Evelyne Sullerot: La Presse jlminine, Paris, 1963.
4444 Lake Balaton: Text by Gyula Illyés, photos by János Reismann, Corvina, Budapest, 1962.
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their era not only as far as the period of taking is concerned, but also 
considering the period of their presentation; and the numerous collections 
of old photographs, much sought after both for their historic value and 
their charming and a little outdated form, are perhaps not such peculiar 
phenomena, after all. The photo yearbooks of the Association of Hungarian 
Art Photographers* are all documents which not only exhibit the photo
graphic production of this or that year but also register the ideas which 
the public—and even certain professionals—entertain about art photography.

A creditable witness?

In any case, the photo is the object presented, its authenticity is not 
contested, because it is not in question, and neither is the value of its 
testimony, for its mere existence is the testimony.

To be sure, the photo cannot invent anything; it only registers that 
which is present before its lens at a given moment; hence, it should be 
the ideal eye-witness whose evidence it is impossible to refute. But this 
formula is much too simple and on closer examination does not correspond 
with the facts.

First of all, one must get rid of false witnesses. Ever since Franz Hanf- 
stängl displayed at the Paris World Fair in 1855 one photo where the 
negative had been retouched and another (representing the same object) 
where it had not been retouched, it has sometimes been difficult to tell 
whether the original cliché has not been modified. The scenery may be 
the sheerest optical illusion, as is the case with wandering photographers 
whose escapist dreams are staged at the lowest prices. Tricks make it 
possible to create new scenes from separate elements, such as the picture 
widely circulated in the United States in 1951 that showed Senator Millard 
Tydings in conversation with former Communist leader Earl Browder 
and cost the Senator his seat; or the photo of King Wilhelm of Prussia 
and his wife at the Berlin agricultural fair on May 25, 1861, which was 
then remade to include the prize-winning sheep; the royal couple was 
“transplanted” from another photo and, to make things perfect, a helmet 
was put on the King’s head.**

Setting fraud aside, is every photo a creditable witness? It goes without 
saying that the photo produces an element taken from reality. “Theques-

* Magyar Fotóművészet. Budapest, 1958. 1959. 1962.
** Wolfgang Schade: Europäische Dokumente (Historisches Photo aus den Jahren 1840—1905. Stutt

gart, Berlin, Leipzig, undated.)



tion, then, is not whether all this truly exists is actual reality, but simply 
whether it makes up the whole of objective reality.”*

In 1895, a book of photographs entitled Paris sous la Commune appeared, 
with the subtitle Par un te'moin fidele, la photographic (“by a faithful witness— 
photography”). Here it becomes absolutely necessary to raise a few doubts 
about this so-called fidelity. The photographic picture interprets reality 
after successive choices of the camera, the emulsion, the lighting, the 
angle, the distance, etc. Two photographers will take two different pictures 
of the same scene and at the very same moment. Everybody sees and reports 
in his own manner, interpreting a reality that must be recreated and is 
sometimes revealed only because the camera sees better than the naked eye.

To make an exact interpretation possible, a photograph must be captioned 
as to the place, date, person represented and, as the case may be, the 
object, situation, etc. If this caption is precise and complete, the picture 
can be understood in its original context and its testimony acknowledged. 
But a caption may also mislead the spectator, whether it is a deliberate 
falsification (as in the photo taken of some extras during the war of 1914-18 
in the vicinity of Paris and captioned Victorious American Soldiers in Argonne) 
or simply slanted (as in the photo showing President Poincaré with his 
mouth screwed up because the sun was shining in his eyes—the photo on 
which was based The Man Who Laughs in the Cemetery).

The question also arises whether the photographer has properly captured 
the scene. It is possible that circumstances prevented him from choosing 
the angle that would have been suitable for a faithful report. There are 
cases where, either deliberately or by chance, the photographer caught 
something that was beside the point, exceptional, or un-typical.

The manner of presentation appears to be extremely important. Which 
is the truth—the whole picture of a group of women working in a street 
in southern Italy, or only that detail on the right where a smile under
lines the hostile feelings of the people of the south and gives the picture’s 
message another dimension?** The printing process itself leads to novel 
interpretations. A peasant woman works the land near Mount Etna; the 
soft tone makes one think of traditional labour, the Greek amphora in 
the foreground suggests the water one sees at a place of work; but a more 
sharply contrasted tone gives an impression of desperate agricultural 
toil and underlines the dramatic necessity for modernization at any 
price.***

* Die Gegenwartbedeutung des kritischen Realismus. 1957.
** Rivista Italsider, Milan, No. 5, 1961.

*** Rivista Italsider, Milan, No. 5, 1961,
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Documentation

The countless books of history in photographs cannot always be trusted 
on the basis of the pictures. These are often chosen because they are amus
ing; an anecdotal aspect may prevail over the great trends that are fre
quently difficult if not impossible to render in one typical picture that 
creates a synthesis; on the other hand, a large number of simple pictures 
can sometimes suggest a general ideas. But in any case words are indispens
able. The photo can only play “a supporting role.”’*'

This does not prevent a particularly forceful photo from opening up a 
completely new perspective, as for instance La Garde de De'shonneur (The 
Guard of Dishonour) showing Captain Dreyfus in Rennes, where the 
soldiers, to avoid saluting the officer, turn their backs on him.’*'’*'

It is more valuable to use well-known photos to illustrate a particular 
subject. Nothing could better have depicted German society at the begin
ning of the century than the photos taken by Auguste Sander, who never 
used tricks. The personages lost all their individuality and became de
personalized to the point of becoming typical of a group, a caste, a pro
fession, whether the person photographed was a peasant, a socialist leader, 
a man out of work, a clergyman or a bank clerk.**’*1

It seems that one cannot be sure that the photo is typical at the moment 
it is taken. The opinion of contemporaries about a picture of today is 
often erroneous and subject to revision by future historians. We may now 
consider a photo to be of extraordinary interest as a document; in fifty 
years it may seem commonplace and uninteresting, while other snapshots, 
regarded with indifference or even contempt when they were taken, may 
have become both representative and classic.

A good photo is remarkably uncluttered; it spotlights the main thing 
and lets the secondary details retreat. If one compares the photos of the 
period, many taken by photographers who have remained anonymous, 
with the drawings of Constantin Guys, one sees how related these two 
types of evidence are. For all their sharpness of vision and accurate report
ing, Guys’ drawings do not outclass the anonymous photographs.**** 

Incidentally, one should not believe that a photographic document 
cannot have the kind of unplanned beauty that a drawing, a painting or a 
story may have. Perhaps even the most typical photos have the simplicity

4 Paul Claudel: L’oeil écoute, Paris, 1946.
44 Claude Artaud, Francois Hubert Stevens, Emmanuel Berl: Cent am d’histoire de France, Paris, 1903. 

444 Deutschenspiegel, Hamburg, 1961.
4444 Au temps de Baudelaire, Guys et Nadar, Paris, 194J.
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and grasp that make the protagonists or the objects in the scene more 
vivid, just as a well written account will always present the truth better 
than a badly written one, even though both contain the same information.

A hit oj photohistory

It is impossible within the framework of a short article to try to classify, 
in however simplified a manner, the thousands of photographers who have 
borne witness to their age in the last century and a quarter. The work 
of weeding has scarcely begun. Nevertheless, it might be of interest to 
characterize succinctly two kinds of non-typical witnesses whose actions 
and attitudes were very differently motivated—those who were officially 
charged with presenting a picture of a given situation, and those who 
worked alone and unrecognized.

The photographers for the Farm Security Administration in the United 
States (between 1935 and 1943) were in the first category. The economic 
crisis of the 1930’s dealt a hard blow to many of the population, particularly 
the farmers. The Roosevelt administration, which had stated that a third 
of the country’s population was miserably housed, miserably clothed and 
miserably fed, decided to leave no stone unturned to help the victims 
regain their economic security. Public opinion had to be mobilized to 
ensure effective action. The director of the Farm Security Administration 
requested Roy Striker, a professor at Columbia University, to compile 
a photographic documentation capable of awakening the conscience of the 
American people. Walker Evans and Dorothea Lange were the first to 
undertake the job; they soon were joined by photographers as talented as 
themselves, and almost 300,000 photos were collected.

Walker Evans (born in 1903) strove to separate people from their 
surroundings and composed his pictures somewhat geometrically. He pre
sented the farmers, their homes, their churches and everyday life in a most 
gripping manner. The picture of Farmer Gus Field and his family in 
their Alabama house, 1935, takes us right into an interior that has been 
hard hit by the depression. Another, presenting the window of a hardware 
store at Bethlehem, Pennsylvania, November 1935, reveals an extra
ordinary jumble of simple objects which make up a still-life of overwhelm
ing intensity and dreariness. Dorothea Lange (born in 1895) accompanies 
the migratory workers on their almost hopeless search for jobs. She was 
always on the lookout for a picture that told a story. In one of them, 
showing a pea-picker with her children, at Nipomo, California, February
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1936, the children are hiding their faces against the shoulder of the 
mother, whose attitude and look reflect her desolation and her fear of the 
future. The photographer deplored the success of this picture, which was 
so widely reproduced that it caused the rest of her pictures to be forgotten, 
although they contained just as much truth; for example, the one depicting 
a street meeting in San Francisco, with an enormous policeman in the 
centre, turning his back on the miserable crowd he dominates.

All these photos were deposited in the Library of Congress in Wash
ington. In 1948 certain politicians demanded that they be destroyed, 
on the pretext that they presented a distorted image of the United States. 
(This shows that not only the passing years endanger archives.) The wish 
of the politicians was not granted.

The photographers to whom the Farm Security Administration had 
appealed knew they were supposed to give evidence of the time they 
lived in. If beauty is by no means absent from their pictures, it appears 
without having been looked for; Walter Evans and Dorothea Lange were 
instinctively artists and this only added to the value of their work. They 
had the joy of realizing that it had not been useless, either to their con
temporaries or to their grandchildren.

Other photographers worked without publicity, probably never suspect
ing that they could be called as witnesses by future generations. Perhaps 
the best of these, among countless others whose names have mostly fallen 
into oblivion, was the Frenchman Eugéne Atget (1857—1927) who after 
having failed as an actor and a painter ended up in photography, as a 
means of making a modest living. He wandered about the streets of 
Paris with his enormous, awkward camera; he sold his “documents for 
artists,” as he termed them, to painters; he photographed shops for their 
proprietors; and he also worked on commissions for the Bibliothéque 
Nationale. The whole face of the French capital is revealed in his photos, 
which he assembled in series of a hundred—streets, shops, markets, court
yards, homes, gardens, statues, trees, craftsmen, pubs. This candid-eyed 
“exciseman Rousseau” of photography possessed an acute sense for scenery 
and composition. La maison d’Andre Chenier conjures up the peaceful atmos
phere of the street. Les bords de la Marne au Perreux constitutes a poetic 
image where the far-off landscape is what most attracts the eye. The shop- 
windows of Magasin de corsets or of Cordonnier attain astonishing evocative 
power by their very bareness. These pictures from which human beings 
are absent are deeply human testimonies. Joueur d’orgue or Boulanglre give 
an insight into humble everyday existence. It is impossible to speak of 
the Paris of the first quarter of this century without referring to Atget
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who simply made typical photos of marvellous beauty. Not one of his 
photos was reproduced in his lifetime, for a few that appeared a year 
before his death in the Revue Surre'aliste, which had the honour of being 
the first to present these works. Today Atget’s photographs are piously 
preserved both in public and private collections.

Thus little by little and in a manner that was unsystematic, to say the 
least, photo archives were built up whose incontestable usefulness to 
historians has at last been recognized. Unfortunately, in most countries 
the initiative has been left to private persons; in most cases there are no 
State-sponsored archives, whereas even the most insignificant pamphlet 
finds an eternal refuge in the public libraries. As early as 1889 the British 
Journal of Photography advocated the establishment of a big photograph 
headquarters containing the completest possible archives of the present 
world situation, and stressed that such photographs would be the most 
precious documents of the century. Immense progress has been made in 
this field, especially within the last twenty-five years. Public collections 
have been established and the importance of photographs is no longer 
contested. A great effort must still be made to prevent the disappearance 
of these countless witnesses of the past and to ensure the preservation of 
documents of yesterday and today possessing “the imperishable charm of 
works that succeed in capturing the inexhaustible dynamism of the world, 
even if only approximately, and are able to evoke it in adequate terms.”*

* Georg Lukács: Die Gegenwartsbedeutung des kritischen Realismus, 1957*



NATIONW IDE DISCUSSION 
ON EDUCATIONAL REFORM

by

G É Z A  K OV Á C S

Some time ago I gave a lecture on the state of public education in 
Hungary before an audience of about fifty French fellow educational
ists in the Institut Pédagogique National in Paris. Giving a survey of 
the school reform and of our ideas on education and teaching, I men

tioned that when the planned new curriculum for secondary schools was 
made the subject of nationwide debate, the proposals put forward by the 
Ministry of Education had been rejected by the pedagogues. New curricula 
supported by the teaching profession had, accordingly, been drafted by the 
competent bodies.

The effect of my remarks was surprising. Although in my lecture I had 
touched on quite a number of problems, the audience in the ensuing 
discussion always reverted to the curriculum debate. It wished to know 
how the nationwide debate had come about and what had been the argu
ments that caused the original plan to fail. The incident must have struck 
them as quite unusual.

I had the feeling that the problems behind the questions asked were 
partly of a formal, partly of a conceptual character. The audience was 
interested, on the one hand, in the forms in which public opinion had 
been able to assert itself and, on the other, in our ideas concerning the 
contents of education. In both they expected, quite rightly, to discover—one 
is even inclined to say, to seize upon—some peculiar and even surprising 
aspects of a socialist country, its self-portrait as it were.

The incident does, in fact, deserve attention, and this is why I would 
like to dwell on the subject more fully.

To begin with the formal aspects of the question, the organization of the 
educational debate. The practice—only sporadically resorted to in the 
period following the country’s liberation in 1945—of subjecting to extensive 
discussion the major issues of cultural and educational policy before decision-
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taking and legislation has established itself with steadily broadening scope 
over the past five years. It gained special impetus during the preparatory 
work for the educational reform enacted in 1961. The main objective of 
this reform was to render education more up-to-date, comprehensive and 
intensive, and to meet the growing and novel demands of society. It logic
ally followed that these demands should be gathered from parents and 
teachers and from the representatives of social, economic and cultural life; 
that both the methods and contents of education would be transformed 
accordingly; and that before the resulting new system was put into practice 
society should once more be asked whether it considered the changes 
satisfactory and likely to produce adequate results.

The same procedure was applied to the basic principles of educational 
reform. In schools and industrial plants, in scientific associations, parents’ 
gatherings and trade-union meetings, in press, radio and television dis
cussions, hundreds of thousands had an occasion to become acquainted 
with these principles and to express their opinions. It was these country
wide debates that brought to maturity the ideas that have been given legal 
form by Parliament.

An Act of Parliament, however, only provides a framework to be filled 
in by much devoted effort. Since then new study plans and partly also new 
textbooks for primary education have been worked out. Their introduction 
was also preceded by extensive debate in the course of which numerous 
alterations were made. Primary-school teachers can rightly claim that 
the curriculum and the textbooks now guiding their work pay due regard 
to all pedagogical experience of any value.

The debate also had a fruitful effect on the interior life of the schools 
and their staffs. The slogan of a “teaching-staff with uniform educational 
principles,” which has lately emerged and become general, expresses a 
recognition of the fact that without team-spirit within the staff no genuine 
children’s community that would foster the positive effects of educa
tion could emerge. The child must not fall victim to contradictory pedagogi
cal methods. It was primarily from among the pedagogues that the demand 
was raised for co-ordinated work in the interest of the common cause and 
for thorough discussion of the numerous aspects of teaching activity that 
lend themselves to purposeful guidance by collective efforts.

As a result, the appropriate organizational forms have also come into 
being. The pedagogical councils formed by the masters in our schools are 
the head-master’s main support, and their activities go a long way towards 
rendering school management more democratic and education more systema
tic and purposeful.
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A concrete example will help to explain how this democratic mechanism 
functions.

Group visits to classes have lately been introduced in a number of 
schools. The masters take part in each other’s classes and subsequently 
their experiences—positive or negative—are discussed under the direction 
of the head-master. Wherever the system has been adopted, it has helped 
to spread useful methods more quickly and in a more fruitful manner and 
has enabled the teaching staff to develop a more homogeneous style, 
without, of course, impairing each master’s individual style.

To the reader more or less versed in political issues it will be obvious 
where to look for the origins of this process. In the course of the past years 
the political system prevailing in this country has freed itself of methods 
of leadership that were not only alien but even contradictory to its essence. 
The ensuing lively exchange of views and the collective discussion, prior 
to decision or action, of tasks facing the community also had a stimulating 
effect on the debate over education.

What has been said will perhaps give the reader some appreciation of a 
new, but already firmly established characteristic of public education in 
Hungary, namely, that no educational document of fundamental import
ance, such as a curriculum or textbook will be introduced without extensive 
public inquiry and discussion, and that a free and candid exchange of 
views has come to play a growing part in the everyday life of the teaching- 
staffs.

Reverting to our starting point, the debate over the secondary-school 
curricula, the reader is now acquainted with the form and the public forum 
that ensured an extensive discussion of the subject. Incidentally, debates of 
this character are always organized by the Teachers’ Trade Union, which 
sums up the opinions expressed and submits them, together with its own 
comments, to the competent government organs.

It is also obvious that this form—just like any other form—is inseparable 
from its content. Applied to the present case this means that only an 
essentially harmonious society on the road to unification can coherently 
formulate its views regarding the educational system. The discussions bring 
to light more and more aspects of reality, and it is in the interests of the 
whole community that they be given due attention in accordance with 
their relative significance. The very form of such discussions permits the 
problems of content—what to teach the young and how to teach it to 
them—to present themselves in their most varied aspects. Only in such 
a framework could the Hungarian pedagogues come to the conclusion that 
the subject-matter of instruction in secondary schools must find a proper



142 THE NEW HUNGARIAN QUARTERLY

balance between classical and non-classical elements, at the same time en
abling individual abilities and talents fully to unfold.

In the years to come secondary schooling—which is to become first 
general and later on compulsory throughout the country—will be served by 
two types of institution: the technical secondary school, which is also to 
provide training in some trade in addition to the general secondary educa
tion, and the grammar-school (gymnasium), both having four forms, for 
students between fourteen and eighteen years of age. The curriculum of 
the latter type caused a considerable clash of opinions.

The draft proposals had envisaged two sharply distinct branches—natural- 
science and social-science—with only one foreign language in the former’s 
curriculum and two in the latter.

The arguments in favour of this solution referred principally to the 
early development of abilities and interests and sought to prevent over
burdening due to the rapid expansion of subjects of study.

All secondary schools in the country as well as a number of primary 
schools and higher institutions took part in a debate that led to a nearly 
unanimous rejection of the proposals. The consensus of opinion was that 
the curriculum of the grammar schools should be based on a uniform plan 
but should allow for reasonable variations as far as given conditions permit. 
There should be as many special classes (mathematical, biological, linguistic, 
musical, etc.) as possible, together with a varied system of voluntary study 
circles in which the pupils can satisfy their individual interests and find 
adequate scope for their abilites. And in this homogeneous type of gym
nasium two foreign languages should be taught.

In line with the arguments accumulated in the course of the debate, the 
curricula were revised. And rightly so, since public opinion had shown a 
better and deeper understanding of the needs of daily life, which call for 
the realization of a sound proportion between classical and non-classical 
subjects. The grammar school must not serve as a basis for a one-sided 
education, which is in any case an all too frequent phenomenon in everyday 
life. The rapid progress of science and technology in our era makes it 
necessary for everyone wishing to hold his ground to acquire a high level 
of general education, and it is only within an educational framework of 
this type that the goal of socialist schooling (and of socialist society)—the 
unfolding of a versatile personality—can be achieved.

This goal has thrown into sharp relief another novel feature of our 
educational conceptions-—the close contact of education with real life. 
The accumulation of useful knowledge reveals the various phenomena of 
reality, their interrelations and processes, and only by recognizing this
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does man become a being able to understand these processes, adapt himself 
to them, influence them and direct them. This reciprocally fruitful unity 
of theory and practice represents the basic method aimed at in our schools. 
Education has therefore been reorganized to enable the young to put their 
knowledge to a practical test and prepare themselves for life not only by 
studying but by learning in school to meet the basic situations of life.

A few examples will serve to illustrate this. Our grammar schools have 
introduced what we call the “54-1” instruction method, meaning that the 
students spend five days a week in the form-room, and one day in practical 
work. The scene of the latter is the school’s training shop or some industrial 
or agricultural enterprise. The day spent in practical work is intended to 
give the students an opportunity to acquaint themselves with basic produc
tion processes and, by taking part in the latter, to test the knowledge 
acquired in the course of their studies. The pedagogues were thus prompted 
to arrange their subject-matter in a more practical way, to adapt it to the 
exigencies of everyday life, to abandon the one-sidedly intellectual teaching 
methods based on mere memorizing and to aim at useful and applicable 
knowledge.

Following the example of other countries Hungary too has thus at last 
introduced practical work as an educational factor in the school curricula. 
This has given a fresh impulse to the country’s entire system of public 
education. The development can only be welcomed, although numerous 
difficulties have presented themselves in the course of carrying it out, 
and some initial notions have had to be modified. Our philosophy centres 
on the idea that the world not only can and should be understood but can 
also be transformed in the interests of mankind. In our scale of values 
creative human work comes first, and it is for this reason that we consider 
the linking of work with study in the secondary school an important step 
towards the realization of our human ideal.



UNCLE JAKAB*

by

L Á S Z L Ó  BÓKA

T he lin k  connecting these selected passages from  m y tw o-volum e novel Nandu, pub
lished in  th e  au tum n o f  1963, is provided by U ncle Jakab, a sligh tly  erratic  m em ber o f  an 
ancient fam ily o f  aristocrats, who appears in  each o f  these passages. C ount Jakab is a m inor 
character in  th e  novel; yet I  have chosen h im  fo r a representative selection from  m y novel, 
which, as a m a tte r o f  fact, has no true  p ro tagonist a t all. For th e  hero o f  m y novel is n o t a 
person, b u t th e  H ungary  o f  th e  first h a lf  o f  th e  2 0 th  century as seen th ro u g h  th e  eyes o f  a 
budding a rtis t growing from  boy in to  m an.

T he novel begins in  1912 and i t  traces th e  stories o f  those o f  its  characters who survive 
the  wars and revolutions o f  th e  century as well as th e ir own crises. As th is  century  has seen 
th e  overthrow  o f  the  dual m onarchy o f  A ustria-H ungary  and o f  a feudal aristocratic E stab
lishm ent, i t  follow ed inevitably th a t  one o f th e  scenes o f  the  story  was la id  in  th e  w orld o f 
th e  aristocracy, a  cosm opolitan melange superim posed on th e  peoples o f  th e  H apsburg  em 
pire (H ungarians, Austrians, Czechs, Slovaks, Serbians, Croates and R um anians) which 
lived a life  o f  un th inkable  opulance and  independence.

Superficial readers like  to  see in  m y novel a caricature o f  th a t  sunken aristocratic  
w orld. T here  is indeed som ething resem bling a caricature in  th a t w orld  as i t  is portrayed 
in  m y novel; b u t I can positively state  th a t th e  d isto rtion  is no t o f  m y m aking—reality 
was like th a t. In  fact, any outdated , ro tten-ripe  way o f  life is a caricature o f  i ts  original 
self. I  d id  w ant to  show how  the  form al hero o f  m y story—a l ittle  boy and fu tu re  composer 
nam ed Dénes Köttöni who is adopted by a k insm an o f Uncle Jakab’s, another count—grew 
up in  an environm ent essentially alien to  h im . Young Dénes K öttöni is an a rtis t—hence 
he  possesses th e  fundam ental ability  to  look beh ind  appearances and see th e  real face o f  
th e  age; th u s he comes to  realize, th rough  U ncle Jakab’s crack-brained scientific researches, 
th a t th e  basic problem s o f  our tim e are p ivoted round  th e  issue o f  war and peace. T h u s, 
too, in  th e  eccentric behaviour o f  aristocrats in fatuated  w ith  equestrian sport he comes 
to  recognize noble qualities, tra its  o f  compassionate affection and hum an  partnership , 
w hich despite the  perverted form  in  w hich they  are dem onstra ted  to  h im  help  educate 
and shape th e  character o f  th e  prospective young artist.

T he real p o in t o f  th is  novel is th e  developm ent o f H ungarian  artists  in  th e  2 0 th  cen tu ry ; 
and it  is characteristic o f  o u r tim e th a t th e  young boy in  m y novel gains th ro u g h  th e  ob
servation o f  a d ile ttan te ’s experim ents a foreboding o f  th e  revolution o f  our tim e  in  natural

* Excerpts from the author’s novel “Nandu” (Szépirodalmi Publishing House, Budapest, 1963. 
725 pp.)



science and guesses, in  a coun t’s stable, a t th e  basic rules o f  hum an coexistence. I  hope th a t 
the follow ing selected passages w ill have given a foretaste  n o t only o f  th a t b u t also o f  my 
belief in  th e  power o f  A rt and m y ideas on th e  relationship  betw een Appearance and Re
a lity . (The Author.)

Uncle Jakab had served w ith  th e  uhlans. H e  had jo ined th em  as a young lieu tenan t 
in th e  very year— 1884—o f th a t  revolutionary transform ation  in  th e  proud  arm  o f 
the  uhlans, th e  in troduction  o f  the  carbine to  replace th e  historic  and venerable Polish 

lance. I t  was no secret th a t from  th a t  tim e onw ards th e  u h lan  garrisons were ren t by discord. 
For th e  in troduction  o f  th e  m odern carbine was hailed  by m any o f  th e  younger officers, who 
considered th e  ou tdated  lance absolutely ludicrous and scornfully  designated i ts  partisans as 
pole vaulters. A considerable num ber o f  th e  o lder officers d isapproved o f  th e  re tirem ent o f  th e  
lance on th e  g round th a t such a move w ould  b lu r the  d istinc tion  betw een th e  uhlans and th e  
hussars and m ounted  cavalry. N o r d id  th is  in te rnal controversy only represent a clash o f genera
tions ; i t  was fu rth e r com plicated by th e  fact th a t  a no t insignificant proportion  o f  the  officers, 
regardless o f age, were fighting for th e  re insta tem ent o f  th e  lance because th ey  were o f  Polish 
extraction and fe lt th a t th e ir m ost sacred national trad itio n  had been tro d d en  underfoot w hen 
th is  ancient weapon was w rung from  th e ir  hands. I t  was w ith  no little  hope th a t  th e  lance advo
cates greeted Uncle Jakab’s appoin tm ent as lieu tenan t o f  th e  uhlans because they  th o u g h t th a t 
in  h im  they  w ould be gaining another partisan  o f  th e ir  cause. For a long tim e, o f  course, they  
bided th e ir  tim e w ith  U ncle Jakab, only try ing  to  m ake approaches to  h im  as friends and 
com rades-in-arm s. For instance, they  in itia ted  h im  in to  th e  tr ick  th ey  used to  play on new 
officers, whose saddle g irth s they  w ould slacken ; they  showed h im  the  sm all privately-owned 
w ine-cellar w hich helped th e  officers on du ty  to  k ill tim e and the  key to  w hich was no t en tru s t
ed  to  ju st anyone (it w ould never, fo r example, be len t to  Czech aristocrats). Lastly, they  
in troduced h im  to  a lady o f  irreproachable reputation , a Dam e o f the  S tar Cross O rder, who 
had  tw o very p re tty  and com pliant cousins. T h is  strait-laced lady never p e rm itted  her cousins 
to  leave th e ir  room s w hile th e  young officers were w aiting upon  h e r ; as she was chained to  
her arm -chair by an incurable a rth ritis , however, she was n o t in  a position  to  see w hether 
one or ano ther o f  th e  young gentlem en, a fte r having le f t her parlour, was n o t knocking a t the  
door o f  one o f those g irls’ room s—room s th a t  were furnished w ith  puritanical sim plic ity  b u t 
provided w ith  com fortable couches. By th e  tim e Uncle Jakab—w ho, incidentally , enjoyed 
general popularity  on account o f  his reserved, soft-spoken m anner, his unostentatious gener
osity  and his m ettle  in  equestrian sport, as w ell as for his capacity fo r consum ing spirits, 
w hich could  n o t b u t w in h im  esteem —by th e  tim e  Uncle Jakab was prom oted to  first lieu te
nant, th e  Polish aristocrats had  altered  th e ir  tactics from  a general softening up to  direct 
persuasion. T hey  d id  no t consider th e ir  first soundings u n fru itfu l; fo r w hen b lu n tly  asked 
w hether he had  any objection to  th e  re-establishm ent o f  th e  lance as p a rt o f  th e  uh lans’ 
standard  equipm ent, U ncle Jakab had answered in  his virile, tig h t-lip p ed  m anner, “ M einet
wegen, *” by w hich he indicated  th a t a t any rate he was n o t a m em ber o f  th e  anti-lance party , 
even though  he m ig h t no t yet have grasped th e  fu ll significance o f  th e  issue.

Alas, i t  tu rn ed  ou t afterw ards th a t  to  a certain degree they  had  m isconstrued U ncle Jak ab : 
they  had  fa iled  to  note th a t  h is succinct sta tem ent contained no t th e  seeds o f  agreem ent 
b u t m erely indifference— an indifference engendered by a species o f  fanaticism  no t yet known 
to  anyone. T h is  was first discovered after very successful m ilita ry  manoeuvres, when there

* For all I  care, in German
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was ta lk  o f  h is being p rom oted  to  divisional com m ander. T h e  banquet held  a t th e  conclusion 
o f  th e  m anoeuvres was a ttended  by th e  Crown Prince, representing H is  M ajesty. In  the  
course o f  good-hum oured and comradely table-talk , H is  Im perial H ighness m ade a joking al
lusion to  th e  anti-carbinism  o f  th e  pole-vaulters, th u s  show ing th a t  th e  Im perial C ourt and 
th e  Cabinet were n o t unacquainted w ith  th e  grum blings th a t w ent on in  th e  garrison. A t th is 
po in t, H is  Im perial H ighness honoured U ncle Jakab by addressing h im . “ W ell, Kinsky, 
w hat is your view?” he asked U ncle Jakab. T hese gracious words from  th e  Crown Prince 
im m ediately strengthened th e  conviction th a t  Uncle Jakab was going to  be p rom oted to  
divisional com m ander. H is  reply, however, gave everyone a jo lt. U ncle Jakab said th a t  to  his 
m in d  th e  lance was as ch ild ish  a weapon as th e  sabre or, fo r th a t  m atter, th e  carbine, and 
therefore he  considered i t  puerile  to  argue about w hich o f  th e  tw o should be used. “You mean 
to  say only th e  artille ry  and th e  air-ship have a chance?” asked H is  Im perial H ighness, and 
added, laughing, “I suppose you’re r ig h t.” U ncle Jakab ough t to  have been satisfied w ith  
th a t. Far from  it,  he  greeted th e  m ention  o f  bo th  a rtillery  and  a ir-ship w ith  a sarcastic sm ile 
and declared th a t  they  were n o t particularly  suitable as tools o f  w ar e ither. H e  was in  favour, 
he said, o f using h igh  powered bom bs by means o f  w hich a single explosion w ould destroy entire 
armies o r sections o f  arm ies and lines o f  com m unications. H e  w anted  to  expatiate on th e  
subject, b u t th e  Crown Prince headed h im  off w ith  th e  ironic rem ark, “I hope you aren’t  
carrying th a t k in d  o f  bom bs about w ith  you .” T h en  he said, “Also meine Herren. . . ” and 
quickly le ft th e  prem ises. A fter th is  incident, needless to  say, th e  Polish uhlans practically 
ostracized Uncle Jak ab ; only th e  younger ones w ould approach h im  fo r a m inor loan, b u t 
they  d id  i t  surreptitiously.

A few days afterw ards, U ncle Jakab received an order to  go to  V ienna and report a t th e  
office o f  th e  C h ief o f  Staff, C ount Franz Conrad von H ötzendorf, o f  w hom  i t  was rum oured 
th a t he w ould be C h ief o f  th e  E m peror’s General S taff some day. A w ire-haired, cross- 
grained m an, th e  C h ief o f  S taff dem anded th a t Uncle Jakab explain th e  ideas he had  m entioned 
to  th e  Crown Prince. U ncle Jakab candidly propounded h is view th a t  i t  was qu ite  fu tile  to  
d irect attacks a t single indiv iduals o r  even a t groups o f people o r fortresses. T h is, in  his 
opinion, was a sheer waste o f  forces. N o , he  said, m atte r i ts e lf  m u st be attacked in  its  ele
m entary  particles to  cause an explosion th a t w ould tear th e  particles asunder—or th e  atom s, 
as they  had come to  be called lately—i.e., those particles o f  m a tte r th a t  were considered 
im possible to  sp lit. I f  i t  became feasible to  produce such an explosion over a large area, 
th en  there  w ould be no fighting, no wounded, no prisoners o f  war, no occupation forces, no 
subversive activity  am ong th e  vanquished, no  a ttem p ts a t assassination, no political agitation. 
T here  w ould only be a desolated lan d  th a t  h ad  ceased to  be a source o f  trouble  to  H is  Im perial 
M ajesty. “A nd where w ould you get such an explosive?” C ount Conrad asked. Again Uncle 
Jakab gave a candid  reply, sta ting  th a t  he could  no t say fo r th e  tim e  being, b u t he  believed 
he was on th e  r ig h t track . H e  said he th o u g h t i t  was possible to  dissolve th e  particles only 
a t an extraordinarily  h igh  tem perature. W as i t  an accident, he  asked, th a t  all religious th e 
ories envisaged th e  final destruction  o f  th e  w orld  as occurring th rough  th e  m edium  o f  fire? 
H e  c ited  th e  Apocalypse, w hich describes how  a blazing m ountain  falls in to  th e  sea, k illing  
one-th ird  o f  all underw ater life  and destroying one in  th ree  ships. H e  c ited  th e  Edda in  w hich 
S urtr th e  Fire G od invades th e  w orld w ith  th e  sun-im age o f  th e  gods g littering  on  his sword, 
and th e  fire reaches up  to  th e  skies, burn ing  even th e  stars. H e  cited th e  fire m yths o f  th e  
M ayas and th e  H in d u s  w hich p red ic t th a t  th e  holocaust follow ing th e  deluge w ill bring  
com plete annihilation . C ount Conrad grew im patien t and asked w hether U ncle Jakab in ten d 
ed  to  get h is super-explosive from  th e  God Surtr. W hereupon Uncle Jakab ingenuously 
nodded, saying yes, to  be sure, th a t  was one o f  h is m ethods: he was praying G od to  instruct



h im  so th a t he m ig h t discover a m ethod  o f  heating th a t  w ould m ake such a th in g  possible, 
and  to  show th e  Lord his industry , he  said, he was already m aking experim ents in  burning 
various substances. W ith  th a t  th e  audience ended.

O n  th e  same day C ount Conrad reported  to  th e  Crown Prince—and also to  th e  M in ister 
o f  W ar—on th e  schemes th a t  Uncle Jakab h ad  expounded to  h im , and  a cabled order was 
sent to  U ncle Jakab’s regim ental com m ander in structing  h im  to  find som e tac tfu l way o f  
having U ncle Jakab’s head exam ined, and to  retire  h im  from  active service; a t th e  same tim e, 
someone should  volunteer to  discharge th e  d u ty  o f  in form ing  Prince Charles, th e  senior m em 
ber o f  th e  Kinsky fam ily, so th a t th e  fam ily  m ig h t take appropriate  m easures. U nfortunate ly , 
all th is  tac t and diplom acy resu lted  in  delaying m atters so long th a t  one m orning th e  guard 
discovered heavy sm oke billow ing fo rth  and tongues o f  flames bursting  from  U ncle Jakab’s 
quarters in  R esidential Section N um ber Seven o f  th e  2nd  Officers’ Pavilion. In  th e  course o f 
one o f  his experim ents Uncle Jakab had  m anaged to  produce heat o f  such in tensity  th a t  his 
desk had  b u rst in to  flam e; he h im self was carried from  his room  unconscious, having sus
tained  severe burns.

A nother difficulty  arose from  th e  obstinate persistence o f  Prince Charles in  ignoring 
th e  very existence o f  U ncle Jakab after th a t. T h e  m ost th e  prince was prepared to  do was to  
carve o u t from  th e  fam ily  p roperty  th e  m in im u m  share th a t  was U ncle Jakab’s legal 
due. T h is  and th e  w hole affair came to  th e  ears o f  H is  M ajesty  and  he grew exceedingly 
angry w ith  Prince Charles fo r th u s  le ttin g  dow n a person who after a ll had  w orn th e  E m per
o r’s uniform , who although  p o tty  was afte r a ll a Kinsky, and  who m u st no t be le ft to  parade 
his pottiness am ongst civilians, since th a t  w ould reflect on existing conditions. I t  was a t 
th is  juncture th a t  C ount Szentgály-G üssing intervened, because he was feeling sorry 
fo r his wife, Am ália, who h ad  been seized w ith  a crying fit and because o f  th e  advice o f  th e  
duchess, who had  sa id ; “ Bring h im  here, son. I ’l l  teach h im  to  play  cards—in  case he  hasn’t  
learned yet. I should  find a p o tty  K insky qu ite  d iverting .” (O f  course no one realized a t th e  
m om ent th a t  th is  was a h in t th a t Am ália, who was n o t p o tty , u tte rly  failed  to  d ivert th e  
duchess.) So afte r a b rie f conference w ith  Charles, th e  count brought U ncle Jakab to  his 
country house to  live. A ll th is  was se ttled  w ith  such p ro m p titu d e  and  circum spection th a t 
H is  M ajesty was induced  to  le t  th e  count know  he th o u g h t h is m anagem ent flawless in  
every respect and precisely w hat—in  his reliance on  trad itio n —he had expected o f  h im . T hus, 
in  a sense, U ncle Jakab’s experim ents had  no t been entirely  u n fru itfu l. For i t  became gener
ally  know n th a t  from  th a t  tim e  on C ount Szentgály-G üssing enjoyed th e  sovereign’s con
fidence; and  a t court receptions, H is  M ajesty never failed  to  honour h im  w ith  a few words. 
Furtherm ore, i t  was reported th a t  a t one tim e Szentgály-G üssing was being seriously con
sidered for inclusion in  H is  M ajesty’s governm ent. A lthough th e  count declined th e  offer, i t  so 
happened th a t th e  o ld  m onarch took  h is refusal in  good p a r t;  he even liked  th e  resolute 
frankness w ith  w hich th e  count to ld  h im  he was averse to  a ll political activity . “Ja, lieber 
Graf," H is  M ajesty sa id ; “I  can sym pathise w ith  you. I  m yse lf don’t  enjoy m essing about 
w ith  i t . ” A nd w ith  a gaze th a t  grew ever m oister he stared  in to  th e  distance a t some indescrib
able, nostalgic w orld peopled only by priests and soldiers. I t  was a stirring— one m ig h t also say 
historical—m o m en t; fo r H is  M ajesty was n o t com m unicative, n o r could he be term ed  a ta lk 
ative person; yet th is  com m unication m ig h t have been regarded as an in tim ate  confession. 
T h is  was no m ere court gossip b u t th e  tru th , as soon became apparent to  all. For shortly  after 
th is  episode, th e  count was decorated w ith  th e  G rand Cross o f  th e  Franz-Josef O rder, sk ipp
ing  th e  lower stage o f  th e  M ed ium  Cross. As tim e  passed, he had  every concceivable honour 
conferred on h im , from  th e  H ungarian  S t. S tephen O rder th rough  th e  A ustrian  Leopold 
O rder to  th e  m ilita ry  M aria T heresa O rder. Incidentally , when th e  last-nam ed order was to
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be conferred on Szentgály-G üssing th e  responsible officials expressed their concern to  H is 
M ajesty, w hereupon th e  E m peror irritab ly  rem arked th a t C ount Szentgály-G üssing had 
done as m uch as m any another to  safeguard th e  honour o f  the  Im perial and th e  Royal Arm ed 
Forces. T h is  rem ark  surrounded th e  count w ith  a m ysterious glory, fo r by now no one 
th o u g h t o f  Uncle Jakab and his crotchets any m ore, a lthough  those may well have been 
ju st w hat H is  M ajesty had  in  m ind .

£

H e sta rted  from  a deep, heavy sleep.
For a m om ent he w ondered where he was, and i t  was touch  and go th a t  he m ig h t call 

o u t “Martian l”—for i t  seemed to  h im  th a t th e  duchess had  come in  to  see w hether he had 
th row n off h is b lankets. Luckily he said n o th in g ; as his eyes grew accustomed to  th e  lig h t 
from  th e  flickering w hite candles in  th e  great candelabra, he  gradually  awoke and sobered 
to  th e  realization th a t  he was n o t a l ittle  boy any m ore, th a t  th e  duchess was dead, and th a t 
he was lying in  his room , w ith  h is valet, T ófo r standing a t th e  foo t o f  th e  bed.

“Begging your pardon, m ilord , fo r having w aked Y our Lordship. Jani G idran  is in  very 
bad shape, and M r. Egerszegi has sent fo r th e  veterinarian. S till I  th o u g h t i t  was m y d u ty  to  
wake your Lordship— ”

T h e  count sat up  in  bed.
H e  was wide awake now . Good God, w hat were they  doing to  Jani G idrán?
T ó fo r set dow n th e  candelabra, and as th e  count stuck  his legs o u t from  under th e  blan

ket, he w ent dow n on his knees by  th e  bed and p u t th e  coun t’s feet in to  his socks and shoes 
and handed h im  his undergarm ents and his clo th ing  piece by piece. T h e  count d id  no t wash, 
he only had  som e eau de cologne sprink led  on his face, and p loughed th rough  his hair w ith  
th e  com b. H e  was about to  rush  fro m  th e  room , b u t he tu rn ed  back a t the  door. H e  took  his 
gun ou t o f  th e  draw er o f  th e  n igh t-tab le  and  slipped i t  in to  th e  rig h t-hand  pocket o f  his 
jacket.

“Please, Your Lordship— th e  m an tle ,” T ó fo r warned. “I t ’s cold o u tside .”
T he count barked an obscene w ord and h u rried  off tow ards th e  hall.
T ófor was pleased w ith  h im self. Sure th a t  th e  count w ould pass th rough  th e  ha ll on his 

way in to  th e  park , since th a t  was th e  shortest way, he had  le f t th e  hurricane lam p on the  
terrace so as to  be able to  l ig h t h is L ordship’s way.

Day was b reak ing ; th e  darkness was th in n in g  ou t in  th e  east, and the  sky above th e  hori
zon was tu rn in g  grey; b u t a lam p was necessary all th e  same. T ó fo r had a hard  tim e try ing  to  
outpace th e  count in  order to  lig h t th e  way fo r h im . T hey  h u rried  m utely  th rough  th e  park, 
and  th e  count never even noticed  th a t lig h t was glim m ering in  th e  w indow  o f  Father Leon
h a rd ’s room .

H e saw noth ing  and  heard n o th in g ; his th o u g h ts  were concentrated on Jani G idrán  and 
h is heart was gripped  w ith  fear.

W hatever could  they  be doing to  her, th e  dolts?
T h e  nam e Jani h ad  been invented  by M am an. D ear M am an, i t  was th a t  q ua in t tu rn  o f 

m in d  o f  hers th a t  had  suggested it .  T hey  had  explained to  her th a t  th is  lit t le  m arvel o f a foal 
was n o t o f  th e  M ezőhegyes G idrán  stock, th e  G idrán  descendants o f  the  Spanish m are Arro
gant, b u t o f  a m ore or less ex tinct line whose ancestor had  been sired by th e  senior G idran— 
G idrán  Siglavy—w hich h ad  been taken  to  th e  Bábolna s tu d  fa rm ; he had  n o t only covered 
th e  ancestress o f  th e  dom estic s tu d  A rrogant b u t also a T u rk ish  m are nam ed Janissary. T h is 
new  little  G idrán  was descended from  th e  la tte r  line. H e r ancestress was called Janissary?



“ W ell, in  th a t case she m igh t be called Jani G idrán, m ig h tn ’t  she?” th e  duchess said. A nd she 
was registered by th a t  nam e in  th e  fam ed book o f  pedigrees in  w hich records are kep t o f  th e  
descendants o f  th e  Arab thoroughbred  im ported  by Baron Fechtig  from  Arabia in  1814.

T he duchess used to  te ll h im  she had once seen Baroness Fechtig  a t a court recep tion ; th e  
baroness had  had  a lilac-coloured feather stuck  in  he r hair, and th e  feather quivered th e  
whole tim e  because th e  o ld  lad y ’s head shook; and w hen she opened her fan th e  lit t le  col
oured  beads k e p t fa lling  off it.

W h at a fine m are Jani G idrán  had grown to  be!
M am an h ad  n o t lived to  see i t .
W h at a sp lendid  horse Jani was! G olden brow n, handsom ely proportioned w ith  w hite 

pasterns, a n im ble  pacer, and s tu rdy  enough to  be p u t in  harness, five and a h a lf  feet from  
ground to  w ithers. W h at in  hell had  those bloody fools done w ith  her?

Inside th e  stable i t  was as b rig h t as day.
T he vet (th is tim e i t  was no t th a t  pig-headed fool K öttöni) was ju st having th e  stable-boys 

raise Jani G idrán  to  her feet. H e r beautifu l m ane was disheveled and lustreless; th e  fodder 
in  her m anger was untouched. H e r head drooped and her w onderful eyes were d im m ed as she 
stared vacantly before h e r; w ith  one h o o f she weakly scraped a t th e  bed o f  straw.

“ Give her a rubdow n, boys,” com m anded th e  lit t le  po t-bellied  m an  w ith  th e  w alrus- 
m oustache. “A fter th a t, p u t  a b lanket over her, th e  m orn ing’s cool a t th is  tim e  o f year. P u t 
he r th ro u g h  her paces first th o u g h . . . Good m orning, m ilo rd . A touch  o f  colic, m ilord , 
th a t’s w hat i t  is. She looks to  m e as i f  she has a fever, and I ’m  afraid i t  m ay be anthrax. 
I t  m u st be a case o f  in fec tion . . . W e are doing everything in  our power, m ilo rd . .

“ W h a t d ’you m ean, infection? H ow  in  h e ll’s nam e could i t  be a case o f  infection?” shouted 
th e  count.

“Ah, m ilord , i t  doesn’t  take  m ore th an  a bundle  o f hay th a t’s been k ep t in  a w et place 
to  get her in  trouble . I  to ld  you, boys, d id n ’t  I . . .  I ’ve always to ld  you i t ’s be tte r to  give 
horses no th ing  a t all ra th e r th an  w et fo d d er.”

Tw o stable-boys led  Jani G idrán  outside.
She barely lif ted  her head, even when th e  b rid le  tau tened . She advanced swaying and fal

tering, constantly  w anting  to  sink  down on he r rum p like a dog, so th a t  th e  m en had to  drag 
her up.

“ Lead her w ith  your hands, n o t by th e  b rid le , id io ts !” U ncle Jakab’s rasping voice shat
tered  th e  silence. H e was wearing a queer, tasselled nightcap, a dressing-gown o f coloured 
silk, and soft cordovan slippers w ith  po in ted  tip s , w hich had  m ade his entrance inaudible.

“ M ilo rd ,” said th e  vet, b o w in g to h im  civilly, “th ey  are acting on m y orders. But i f  Your 
Lordship desires— ”

“D o n ’t  back down, ass!” Uncle Jakab yelled, and i t  was as i f  uh lan  bugle calls from  afar 
were m ingling  w ith  th e  tru m p e t rasp in  his voice. “Give th e  r ig h t o rder in  th e  first place, 
you dam n fa thead , and th en  h o ld  your jaw !”

H e  tu rn ed  to  th e  count. “I saw you come ou t o f  th e  house, Francois,” he said, “and I 
knew  there  was trouble , a pronosticfatal. C onfound i t ! ”

By now th e  m en were giving Jani G idrán  a rub  down. T h e  m are was evidently  in  a sorry 
state, yet she m ay have found  th e  trea tm en t pleasant.

“ Please Your Lordships, I  tru s t  science w ill h e l p . . said th e  vet affably, no t tak ing  
offence.

“T ru st in  th e  mare, n o t in  your learn ing ,” Uncle Jakab snarled. “I  te ll you, Francois, she 
hasn ’t  long to  l iv e . . . T hey  ough t to  have found  th e  tro u b le  yesterday—th en  i t  m ig h t have 
been possible to  help  her. T h is  is all hocus-pocus now .”
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T h e  rum ble  o f  a carriage was heard.
Egerszegi came in , in  th e  com pany o f  an  arm y veterinary surgeon.
“ M ilord , I  have taken  th e  liberty  o f  bringing in  m y friend  Béla, o f  th e  hussars,” he said, 

bow ing repeatedly to  th e  count and  U ncle Jakab.
T h e  arm y vet salu ted  th em  stiffly  and w alked over to  th e  horse. H e  lif ted  its  head, 

touched  its  m uzzle and ears, and fe lt its  belly. A fter saying som ething to  one o f  th e  stablem en, 
he tu rn ed  about w ith  a jerk.

“ Beg to  report, sir ,” he said, addressing U ncle Jakab as th e  senior officer am ong those pre
sent, “i t ’s an thrax .”

“I  took  th e  liberty  to  venture th e  same opinion, Béla,” said the  veterinarian w ith  a vehe
m en t nod.

“She’s about to  have a—er—w h at-d ’you-call-it— a coup de sang,”  U ncle Jakab said. “A nd 
she’ll  be lucky. She w on’t  suffer. M aybe she w on’t  suffer, F ran jo is .” M aking i t  p lain  th a t 
he knew th e  case was past help , he strode o u t o f  th e  stable as noiselessly as he had  come.

T h e  count w ent over to  G idrán .
“ Listen, Jan i,” he said very softly .
T h e  m are never b a tted  an eyelid, she d id  no t look a t h im .
“ Listen, Jan i,” th e  count repeated, w hispering stra ig h t in to  he r ear. “Please lis ten  to  m e.”
N ow  th e  m are lif te d  he r distressed  gaze to  h im ; th e  lig h t in  her eyes was d im , as i f  a film  

covered th em . T h en  she bowed her head  and  neighed. I t  sounded like  a cry o f  pain  and, alas, 
like  defeated cynical laughter.

“I ’m  sorry, m y dear,” th e  count w hispered. “I ’m  sorry, Jani d a rling .”
She was no longer looking a t h im , she was b link ing  a t his stom ach. T h e  count drew  h im 

se lf up .
“ W ith  Y our L ordsh ip’s perm ission I  w ill take he r tem pera tu re ,” said th e  vet.
“T h an k  you, lieu ten an t,” said th e  count, inclin ing  h is head coolly to  th e  arm y surgeon.
“ W e w ill se ttle  th e  reckoning,” th e  count said, b u t there was no way o f  know ing to  whom  

he said i t—to  th e  vet? Egerszegi? th e  groom ? o r th a t m ysterious Power w hich infects anim als? 
Perhaps he said i t  to  God.

“ G et out, a ll o f  you ,” he  said so ftly ; and since nobody m oved fo r a m om ent, he roared, 
“Are you people deaf? G et th e  hell ou t o f  here, all o f  you!”

In  th e  resu lting  stam pede, U ncle Jakab— who was com ing back in  as i f  he had forgotten 
som ething—was nearly  knocked off h is feet.

By th e  tim e  he reached th e  count, th e  stable was em pty .
“I  th o u g h t I ’d  te ll  you, Francois, w hat I  had  in  m in d — ”
T h e  silence in  th e  stab le  was so profound th a t  they  even heard  one o f th e  horses sw itch its  

ta il  to  drive a fly away.
“T h an k  you, Jakab. I had  th e  sam e idea,” said th e  count, and  he reached in to  h is pocket 

and  took  o u t his gun.
“I ’m  sorry,” he said to  Jani G idrán  in  a hollow  tone, and w ith  a steady hand, th e  m uzzle 

o f  h is gun alm ost touch ing  her, shot her th ro u g h  th e  head. A nd Jani G idrán  sighed he r last 
breath .

T h e  stable was th row n in to  a com m otion; th e  horses pawed th e  ground nervously, stam ped, 
and ra ttled  th e ir  chains; th e  bars separating th e  boxes creaked and swung.

T h e  count p u t  h is p is to l in  h is pocket.
“A ll rig h t, Jakab. W e can go .”
“ T h a t’s w hat I  had  in  m in d ,” said U ncle Jakab, and he nodded  h is head  so em phatically 

th a t th e  long tassel o f  th e  nightcap  fe ll over his forehead.



“A ss1” he  said  privately to  th e  tassel, and he tu rn ed  to  th e  count, who was w alking slowly 
ou t o f  th e  stable by h is side.

“I  was given th is  cap by  your m other. I t  m ade he r laugh, poor duchess, to  th in k  w h a t a 
figure I ’d  cu t in  bed in  i t . . .  I t ’s as w ell she d id n ’t  live to  see th is  h ap p en . . . ”

Everybody—th e  veterinarians, M r. Egerszegi, th e  groom  and th e  stable-boys—were s till  
s tanding w ith  th e ir  backs against th e  w all o f  th e  stable. T ófo r had  p u t  o u t th e  lam p, fo r th e  
sky was paling  to  a cold grey, b u t he  nevertheless strode on in  fro n t carrying i t  as i f  prepared 
fo r th e  eventuality  th a t  th e  sun m ig h t re treat, in  w hich case he  w ould  have to  lig h t th e  way 
fo r th e ir  lo rdsh ips again.

N e ith e r o f  th em  said a w ord, and  th ey  p arted  silen tly  in  th e  hall.
“I  w ant you to  announce th is  m orn ing ,” th e  count said to  T ófo r as they  reached th e  door 

o f  h is room , “ th a t I  shall no t be a ttend ing  breakfast. I  am  no t to  be d istu rb ed  u n til I  ring 
fo r you .”

T h e  follow ing day T ófo r to ld  th e  ch ef de cuisine, w ith  w hom  he generally played chess 
in  th e  afternoon, th a t  th is  was th e  first tim e  in  his life th a t  th e  count had  undressed w ithou t 
assistance and th a t  he  had  had  tears in  h is eyes. T h e  chef laughed and m ade a deprecatory 
gesture.

“I  do u b t th a t ,” he said. “A t any rate, you can say goodbye to  your queen.”

*

“W ell, boy? W ell? N ow  th e n ,” said  Uncle Jakab, jocularly w inking h is eye, and he poked 
Déneske in  th e  chest w ith  h is forefinger. Déneske was unable to  decide ju st w hat th e  o ld  
m an m eant by those frequently  repeated “ W ells” and “ N ow  th en s .” But since he fe lt sure 
th a t U ncle Jakab’s in ten tions could n o t be bad, he w ent up  closer and gave h im  a sm ile.

“W ell? W h a t d id  I  say? E h? N ow  th en ,” U ncle Jakab re tu rned  D éneske’s sm ile, de ligh t
ed w ith  th e  boy’s in telligence and winsom eness.

Déneske’s face broke in to  a still broader sm ile, so th a t  he alm ost chuckled as he reached 
U ncle Jakab.

U ncle Jakab h im self beam ed m ore th an  ever, and a fter a few  m ore loud  “N ow s” and “ N ow  
th ens,” he  seized th e  boy by th e  neck and drew  h im  betw een his legs so th a t  th e ir  heads nearly 
bum ped.

A t th is  they  b o th  laughed a t once, a lthough  fo r a m inu te  Déneske was expecting th is  
to  be another o f  those tricks w ith  w hich grow n-ups like  to  annoy lit t le  boys. But he  looked 
in to  U ncle Jakab’s w ide, blue eyes and fe lt reassured.

H e  was no t even afra id  when Uncle Jakab grasped h im  by  th e  neck and  set h im  on his 
knee w ith  such power and  speed th a t  i t  was over in  a tw ink ling . H is  fa ther had  done th e  
same th in g  w hen he was a very lit t le  boy. N ow  he was a b ig  boy and was going to  be a great 
m usician, o f  course, yet som ehow th is  d id  no t displease h im  and he w ould n o t have been 
surprised i f  U ncle Jakab had begun chanting  “ R ide a cock-horse. . . ” H e  nearly became alarm 
ed, however, when U ncle Jakab, while continuing to  sm ile a t h im , suddenly—gently, i t  is 
true, w ith  only one finger—poked h im  in  th e  chest. For a ll its  gentleness, th e  poke very nearly 
sent h im  flying. Y et he had  no tim e fo r frig h t, fo r U ncle Jakab caught h im  w ith  h is o ther 
arm  and laughed.

“ W ell, boy ,” he said, “ W h at d id  I  say? Eh? W h at?”
W hen  Déneske, com forted, was laughing, Uncle Jakab p u t  h im  dow n on th e  floor. T h en  

he w ent over to  a long, low, narrow  table th a t was covered w ith  glass vessels and curious 
racks, m oved all those th ings to  another table  and sat down on i t  astride, th e  way Déneske
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had been s ittin g  on  his knee before. O n ly  Uncle Jakab was actually rid in g  on th a t trestle-like 
table, and he urged Déneske to  try  and push h im  off it ,  n o t w ith  one finger, b u t by m aking 
a run  a t h im  and ram m ing h im  w ith  his head like  a lit t le  bu ll.

Déneske had  no m isgivings about th is  tr ick ; he d id  m ake a run  a t Uncle Jakab, levelling 
his l ittle  pate a t th e  o ld  m an’s c h es t; he scarcely noticed th a t  Un ele Jakab was no t gripp ing  the 
tres tle  w ith  his hands.

A nd no m atter how violently  Déneske p itched  in to  h im , U ncle Jakab d id  no t so m uch 
as quiver.

“W ell, boy. W h at d ’you th in k , eh? Can you th in k ?  Y ou’re a big boy, m y la d ! W hy d ’you 
th in k  I  d id n ’t  fa ll backwards, eh? I  gave you a push  w ith  one finger! T h is one. You pushed 
m e w ith  your big, hard  n u t. W ell, and w hat happened? You w ould  have fallen off, b u t I 
d id n ’t .  W ell?  W h a t’s th e  reason?”

Déneske gave a p ro m p t reply.
"Y our arse is bigger th an  m in e .”
Uncle Jakab b u rst ou t laughing.

“Diabelekl" he said, relapsing in to  Polish. “Cos ty powied^ial? M y arse is bigger? T h a t’s 
true, b u t th a t’s n o t th e  reason. Y ou’re righ t, though , because th a t does have som ething to  do 
w ith  it .  Do you know  why it  is th a t  I  can push  you off w ith  one finger? Because you’re sitting  
on your arse. But when you’re sittin g  on a living body ,” he slapped h is th ig h , “w hen you’re 
rid ing  on a horse ,” again he slapped his th ig h , “ th a t was your horse—th en  you o ugh tn ’t 
to  be sittin g  on your arse; you ought to  use your knees and th ighs. You couldn’t  unseat me 
w ith  your big head because I  was pressing m y horse w ith  m y th ighs. N ow  open your ears, 
boy. I t ’s no t the  saddle th a t counts. I t ’s no t the  stirrup  th a t counts. I t ’s no t the—w hat d ’you 
call it?  W h at’s th e  H ungarian  fo r u^dar D on’t  you know? You donkey, u^da m eans brid le—  
i t ’s n o t th e  brid le  th a t  counts, b u t your knees and th ighs. I f  you press th em  properly you 
w on’t  fa ll off o f  he ll itself. A nd you’ll  also be able to  guide your horse. See?”

Déneske nodded w ith  a serious m ien.
“A ll righ t, m y young hellion. N ow  just you always rem em ber th a t. You say i t  ton igh t 

along w ith  your prayer. Do you pray every day?”
“ W ell. . . , ” Déneske said, w ith  a little  uncertainty, “ m ostly  I  d o .”
U ncle Jakab looked a t th e  boy cheerfully; th en  dropping his voice to  a w hisper he said 

confidentially;
“ N ever m ind , boy. N ever m ind . I ’ll te ll you a secret—I do not pray. But you m u stn ’t  

te ll th e  old priest, because th a t w ould m ake h im  feel bad. You know  how  i t  is— th a t’s 
w hat they  get paid  for. S till, I  d o n ’t  pray, because here, boy, here”—he tapped  his forehead 
w ith  his forefinger— “I  have an idea. G od knows w h a t’s in  m y m ind , so why should  I tell 
H im ?  O n  the  o th er hand , I  d o n ’t  know  w hat H e  has in  H is  M ind . So I go to  chapel and 
say no th ing, I  only listen . M aybe He w ill te ll me w hat H e  is th in k in g .”

H is  voice now became th e  fa in test w hisper.
“ Very rarely does H e  te ll m e. S till, boy! S till, H e  does te ll m e, som etim es. D ’you 

know  w hy H e tells me? God loves th e  Kinskys. T h e  Kinsky fam ily—th e  m en. N o t th e  wom en 
—oh no. But H e  does love th e  m ales. E ither H e  gives th em  lo ts o f  m oney o r a lovely l ittle  
wom an or H e  endows th em  w ith  brains. Brains in  th e ir  heads. T o  m e H e  gave no lovely 
l it t le  wom an and very lit t le  m oney; b u t brains— H e ’s given m e th a t .”

Déneske was listen ing  enrap tu red ; h is heart had  w arm ed w ith  a k in d  o f  m elting  grati
tu d e . H e  w ould n o t have know n how to  p u t in to  w ords w hy he fe lt gratefu l, b u t he d id ; 
th ey  w ould always te ll h im  som ething th a t  m ade th e  heavens open up and th e  angels on 
sen try-du ty  raise th e ir  swords and ad m it h im .



Uncle Jakab jum ped off th e  table.
“ N ow  come w ith  m e! L et’s go to  th e  horses. Do you know  th e  horses?”
Déneske laughed and nodded , as i f  to  say, Aye, he d id  indeed.
“ But th e  horses d o n ’t  know you . So now there  w ill be pr^edstawienie—er—presen ta tion . . . 

in troduction . I ’m  going to  in troduce you to  th e  horses.”
Again Déneske was a t a loss to  decide w hether U ncle Jakab was in  earnest o r about to 

perpetrate  some trick . H e looked up a t those w ide sky-blue eyes, b u t they  shone gravely 
and  he dared  n o t laugh.

U ncle Jakab rang th e  bell.
An o ld  foo tm an entered. Déneske had  no t yet seen th is  m an  about th e  house.
“A t your service, m ilo rd ,” th e  old footm an said, and bowed.
“Pan K a z i m i e r bring  m e a rid ing -w hip .”
“I  beg to  report to  Y our Lordship th a t Y our L ordship has no rid ing -w hip .”
“Pan Jackass! I know . A ll th e  same I order you to  bring  m e one, because I  haven’t  go t one! 

Bring m e one fro m  th e  bowels o f  hell, and be qu ick  about i t ! ”
T h e  o ld  servant respectfully  backed ou t o f  th e  room  and in  less th en  a m in u te  retu rned  

w ith  a rid ing-sw itch  th a t  had  a silver handle.
Uncle Jakab gazed a t th e  rid ing-sw itch  w ith  d e lig h t; his face even broke in to  a g rin  for 

a m om ent. T h en  he sta rted  off a t th e  double, nodding to  K azim ierz to  indicate th a t he was 
satisfied and m otion ing  to  Déneske to  follow  h im .

In  a few m inutes they  were in  th e  stable where th e  saddle horses were kept.
“ U nte ther th e  ho rses! T u rn  th em  face ou tw ard s!” Uncle Jakab com m anded th e  frigh ten 

ed  stablem en.
C hains ra ttled  and hooves stam ped softly  in  th e  s traw ; neighing, w hinnying and snorting 

could be heard. A few unru ly  horses w anted  to  b o lt ou t o f  th e ir  sta lls in s ta n tly ; th e  stable
m en barely m anaged to  restrain  them —although U ncle Jakab’s adm onitory shouts d id  m ore 
to  check th e  horses th an  th e  stablem en’s e fforts.H e rapped  ou t reproofs to  th e  m ore excitable 
horses, saying, “ N ow , now, F lorestan!” “ W h at the  hell, G riseldis, p lease!” A t one horse 
he sim ply roared, “Slapjack! D am n you! You aren’t  in  Am erica! Come on no w !” Slowly 
th e  situation  clarified, and th e  nex t th in g  Déneske knew, he was standing a t th e  stable door 
a t th e  le ft o f  U ncle Jakab and seeing the  long heads o f  th e  horses facing th em  on every side, 
w ith  th e ir  fine large alm ond-shaped eyes— some o f  th em  clouded w ith  tears—g az in g a t them .

“ W ell, gentlem en; well, frien d s ,” U ncle Jakab shouted, and  such a profound  silence fell 
th a t  no t even a rustle  o f  straw  was to  be heard.

“ T ake th is  hell-fire,” said Uncle Jakab, handing the  rid ing-w hip to  Déneske. “ G et a grip 
on  b o th  ends, raise i t  above your head, and w alk a ll th e  way down th e  stable so th a t the  
lit t le  horses get a good look a t you. An th en  come back here.”

I t  was like  a fairy-tale!
T h is was alm ost m ore w onderful th an  th e  tim e when M r. Szim ics’s d istinguished friends 

m ade h im  a corporal and gave h im  a cheer a t T h e  Lam b. Déneske w alked along holding 
th e  lig h t w hip h igh  w ith  bo th  hands; th e  large-eyed horses tu rn ed  th e ir  long heads to  watch 
h im  pass.

M aybe I too am  one o f  G od’s anointed, Déneske th o u g h t hopefully .
“ N ow  stand  in  fro n t o f  m e. H an d  m e th a t  th in g : I am  going to  strike you. But you m ust 

take it ,  boy,” said Uncle Jakab, and in a whisper—so th a t  th e  horses should no t understand, 
perhaps—he added, “D on’t  be afraid, lit t le  hellion . D on’t  be afra id .”

H e  flourished th e  whip in  th e  air, and th e  horses nervously tossed up  th e ir  heads and 
began pawing th e  g round ; Slapjack was on th e  p o in t o f  bo lting  o u t o f  his sta ll, b u t a t th a t
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m om ent—crack!— Uncle Jakab gave th e  boy’s ankle a stinging flick w ith  th e  leather ta il o f 
th e  sw itch.

I t  d id  sm art a b i t ; and i f  he had  no t been a corporal, Déneske m ig h t have said ouch; 
and i f  U ncle Jakab h ad  n o t ju st been exhorting h im , he m ig h t even have b u rst in to  sobs. 
As i t  was he m erely clenched his tee th . H e  go t his reward, fo r U ncle Jakab w ent over to  h im  
and  squeezed his shoulder. N ow  th e  o ld  m an  spoke to  th e  horses again.

“ N ow , please. Q uiet, please. N ow  then , friends, gentlem en,” he  shouted , and handed th e  
w hip back to  th e  boy.

“T u rn  to  face th e  horses and raise th e  w hip over your head  again.”
T h en  he h im self tu rn ed  to  th e  horses and said :
“N ow  please, a tte n d .” H e  w hispered to  D éneske: "Y ou flourish th e  w hip, and m ake i t  

crack, i f  you know  how .”
W ith  im m ense d e ligh t Déneske cracked th e  w hip so lo u d  th a t  th e  stablem an could 

scarcely ho ld  Slapjack.
“ N ow  shout to  th em  ‘H ello , horses!” ' U ncle Jakab whispered.
I t  was th e  loudest shout th a t had  been heard in  th e  stable fo r years:
“H ello , horses!”
T h e  horses jerked up  th e ir  heads and gazed a t Déneske, who was raising th e  rid ing-w hip  

h igh .
“ N ow  break th e  infernal th in g , th row  i t  on th e  ground in  fro n t o f  you and  tread  on  it.  

D on’t  hesitate! Do i t ! ”
Indeed, Déneske d id  hesitate  a t first; b u t th en  he broke th e  w hip w ith  relish, dashed 

th e  pieces to  th e  g round and tro d  on th em  as a victorious com m ander m ig h t tread  on weapons 
seized from  th e  enem y.

“ N ow  w alk dow n th e  leng th  o f  th e  stable again betw een th e  horses, em pty-handed, and 
th en  off we go .”

Déneske w alked p ast th e  s ta lls ; then  they  quickly le f t th e  stable.
“ Tom orrow  m orning I w ant you to  tak e  ou t Slapjack fo r u s ,” U ncle Jakab called back 

to  th e  stablem an. “As fo r y ou ,” he  said, tu rn in g  to  Déneske, “I  w ant you to  rem em ber 
th a t w hat a real horsem an w ants is knees and  th ighs. N o  dashed w hips! O nly  jockeys have 
w h ip s; b u t i f  th ey  use th e ir  dashed w hips I ’l l  bash th e ir  bloody heads fo r th em  as I d id  a t 
th e  races a t Baden once. H orses have no whips, and horsem en m u st have no w hips. H orses 
have brains and  horsem en m u st have brains. W hips and sw itches—they’re fo r circus riders. 
A nd  th a t confounded Egerszegi. I t  was his w hip  you ju st sm ashed u p ,” he said, and gave 
Déneske a w ink.

T hey  laughed again a t th a t.
“ Tom orrow  m orning, I ’l l  take you o u t rid ing . N ow  you know  nearly everything. W ell, 

see you late r. I ’ve some business to  a tten d  to .”
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Kritika
PATRIOTIC AND NATIONAL IDEOLOGIES

b y

E R I K  M O L N Á R

CLIPPINGS
FROM  HUNGARIAN DAILIES AND PERIODICALS

Every k in d  o f  class society, including 
feudal society, needs a com m on ideology 
which masks th e  irreconcilable class contra
dictions and induces th e  oppressed classes 
to  cooperate w ith  th e  ru ling  class. In  France 
a feudal com m on ideology developed during  
th e  period  o f  th e  feudal m onarchy, fro m  th e  
beginning o f  th e  14th century, when th e  
extreme form s o f  po litica l d isun ity  had 
ceased.

T h e  com m on ideology was n o t based on 
economic un ity  o f  th e  country. T h e  northern  
and southern  p a rts  o f  th e  country were no t 
yet linked  by a com m on m arket. N o r d id  
any lingual u n ity  exist, since th e  n o rth  
spoke French, w hile  th e  sou th  spoke Pro
vencal, a tongue related  to  French. T he 
basis o f  th e  com m on ideology was th e  p o liti
cal un ity  o f  th e  country as a state—-the 
“French” kingdom . W hen French-speaking 
Burgundy broke away from  France and 
became a separate—also m ultilingual—state, 
th e  process was accompanied by th e  evolu
tio n  o f  a particularly  B urgundian com m on 
consciousness. T h e  French and th e  French- 
speaking Burgundians soon faced each o th er 
as “nations” filled w ith  ha tred  o f  each 
o ther.

T h e  k ingdom  or S ta te  was actually  th e  
pow er-enforcem ent organization o f  th e  ru l
ing  nobility  against th e  exploited peasantry 
and  alien feudal powers. In  th e  nobiliary 
ideology i t  was m ade to appear as an organiza

tio n  o f  society th a t  represented th e  com m on 
in terests o f  a ll social classes. According to  
th is  ideology th e  fundam ental exploitation 
o f  th e  peasants was transform ed in to  a rela
tionsh ip  o f  p ro tection  in  w hich th e  nobles 
provided fo r th e  defence o f  th e  peasantry in  
re tu rn  fo r labour. T h is  ideology o f  com m on 
in terests spread am ong th e  bourgeoisie, 
w hich was recognized as th e  th ird  estate, 
and also am ong th e  peasantry itse lf, by 
m eans o f  th e  com m on experiences w hich— 
as in  th e  case o f  taxes o r invasion by enem y 
troops—were in itia ted  by th e  sta te  executive 
power o r d irected  against i t  (foreign forces), 
affecting every class in  som e way and  in  a 
certain  m easure com pelling th em  to  con
certed action.

As early as in  1314 th e  French nobility  
and burghers, w hen objecting to  th e  levy 
o f  some tax, referred to  th e  in terests o f  th e  
k ingdom  and  o f  com m on in terests. T h e  
revolutionary peasants o f  th e  Jacquerie d id  
n o t m ention  th e ir  exploitation by th e  aristoc
racy as a justification fo r th e ir  anti-feudal 
revolt and  th e ir  m ass slaughter o f  th e  no
b ility . Instead , in  th e  sp irit o f  th e  com m on 
feudal ideology, they  claim ed th a t th e  French 
nobility , w hich had  suffered a crushing 
defeat a t Poitiers a t th e  hands o f  th e  
English, h ad  failed  to  perform  its  du ties o f 
p ro tection , th u s  “dishonouring and betray
ing  th e  k in g d o m .” H a lf  a century la te r 
Joan o f  Arc, who represented th e  in terests o f
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a peasantry th a t longed fo r peace and had 
been ru ined by th e  w ar-tim e pillaging o f 
b o th  French and English feudal lords and 
mercenaries, fought fo r “th e  King and the  
K ingdom  o f  France,” to  quote  her own 
words.

T h e  social com m unity  em braced by the 
S tate was no t yet defined a t th a t tim e as 
“nation” or “fa therland .” T h e  conception 
o f  a nation  and especially o f  a fa therland  as 
applied to  th e  to ta lity  o f  th e  social com
m unity  was fo rm ula ted  only in  th e  16th 
century. T he new idea o f  a m other country 
was revived by th e  hum anists from  clas
sical L atin  literatu re. T h e  conceptions o f  
b o th  nation  and fa therland, however, were 
s till closely connected w ith  th e  ideas o f 
th e  S tate and o f  m onarchy progressing along 
th e  road to  absolutism . In  th e  age o f  Louis 
XIV , when absolutism  had been consolidat
ed, th e  person o f  th e  king, th e  head o f  the 
feudal S tate, came to  em body th e  ideas o f 
th e  State, th e  fatherland, and th e  nation. 
A t th a t  tim e th e  peasants who revolted 
against excessive taxation by th e  State 
nevertheless cheered th e  king. Long live the  
King, they  said, b u t w ithou t any salt tax.

A ll th e  same, th e  revival o f  th e  classical 
conception o f  fa therland  intensified th e  
ideological d isto rtions o f  class society. I t  
was a conception saturated  w ith  em otion, 
dem anding heroic self-sacrifice fo r th e  cause 
o f  th e  State. I t  is sweet to  d ie fo r th e  father- 
land, said th e  ceaselessly repeated Latin  
tex t. T hus th e  S tate was transform ed from  
an organ o f  com m on interests in to  a suprem e 
value in its  own righ t.

Feudal society was unable to  draw  any 
practical conclusions from  th is  state  o f  
affairs. I t  lacked a social basis fo r such con
clusions, i t  lacked social concord, i t  even 
lacked th e  a im  o f  being w elded in to  a 
h igher economic u n it from  w hich th e  new 
ideology o f  fatherland m ig h t have drawn 
strength . O w ing to  th e  economic dis
un ity  o f  feudal society, centrifugal ten 
dencies continued to  prevail notw ithstanding 
th e  S tate com m unity. In  th e  15th century

th e  tow n o f  Bordeaux, actuated  by its  own 
economic interests, d id  no t hesitate  to  join 
forces w ith  th e  E nglish ; in  th e  I 7 th  century, 
pa trio tism  d id  n o t prevent th e  feudal aristo
crat Condé from  going over to  hostile  Spain, 
o r Eugene o f  Savoy from  tak ing  service w ith  
A ustria and fighting against France.

In  th e  feudal S tate some elem ents o f  the  
subsequent patrio tic-national ideology de
veloped nevertheless. References to  love o f  
th e  m other country, to  sweet France, can 
be found  as early as th e  1 2 th  century. 
Praise o f  th e  national language, national 
tra its  and custom s also found  expression at 
an early date. T h is  p rim itive  p ride, which 
m akes a v irtue o f  m ere difference from  
others, having been produced by contact 
w ith  foreign e thnic groups chiefly th rough  
w ar-tim e encounters, became consolidated 
in to  a perm anent social a tt i tu d e  in  the  
ceaselessly renewed feudal wars. I t  was in 
separable from  th e  scorn and disparagem ent 
fe lt fo r th e  language, character and customs 
o f  o th er peoples. U nder certain conditions, 
disparagem ent th en  grew in to  ha tred  o f  the  
foreign people. T h a t was how  th e  long 
wars led  to  th e  ha tred  conceived by the 
French people fo r th e  English.

T h is  fo rm  o f  national feeling, brought 
in to  existence by th e  m ilita ry  caste o f  the  
nobility , was soon adopted  by th e  bour
geoisie, w hich was endeavouring to  conform  
to  th e  aristocracy, and by th e  peasantry 
oppressed by th e  foreign invaders. T he 
hum anists o f  th e  16th century cast national 
self-praise in  literary  form . For instance 
Gaguin regarded chivalrous courage, love o f 
labour, th r if t  and hum ane m orality  as th e  
peculiar v irtues o f  France. O thers added 
unselfishness and idealism . (A t th e  same 
tim e th e  Ita lian  hum anists were referring 
to  French barbarism .) These tra its , th ough t 
to  be typical o f  th e  French alone, were 
sum m arized by th e  hum anists as th e  ide
ological epitom e o f  th e  French spirit.

T h e  endeavour to  bring  about an a rb itrary  
assim ilation o f  foreign nations was absent 
from  th e  policies o f  th e  feudal age. In  the
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16th, 1 7 th  and 18th centuries Provencal 
was superseded by th e  French language in  th e  
natural course o f  economic and social, p o liti
cal and cultural contacts. T he feudal age was 
already fu lly  aware o f  th e  em inent im por
tance o f  language as a m eans o f hum an con
tac t and th e  establishm ent o f  social relations. 
T h is is evidenced in  pa rt by th e  care devoted 
to  th e  French tongue, cultivation o f  w hich 
was in itia ted  in  th e  16th century. I t  was the  
purposeful endeavour o f  H enry  IV  to  unite  
all the  French-speaking provinces under his 
rule, because he had recognized the  firm  ba
sis offered by lingual bonds to  political and 
social connections.

In  th e  18th century th e  French bourgeoi
sie grew stronger. I t  strove to  conquer fo r its  
wares th e  whole o f  th e  French-speaking te r
ritory , where free and extensive commerce 
was ensured by the  com m on language. By 
th a t  tim e th e  greater p a rt o f  th e  French- 
speaking areas was under th e  sway o f  one 
political power. T herefore th e  situation  d if
fered sharply from  th a t  prevailing in  lands 
where th e  dom ain  o f  th e  national language 
was d ivided among several political powers, 
o r where an alien political power reigned over 
th e  territo ry  o f  th e  national language. A ll 
th e  same, th e  French bourgeoisie had to  seize 
political power in  order to  elim inate the  feu
dal barriers against the  productive forces and 
th e  exchange o f  goods, and to  conquer th e  in 
ner m arket o f  France. In  th e  contest fo r po li
tica l power, on  th e  o th er hand, i t  had  to  
w in th e  support o f  th e  working classes. 
These were th e  economic, social and political 
conditions under whose influence th e  ideo
logists o f  th e  bourgeoisie involuntarily  
shaped the  national ideology and also the—for 
th e  m om ent negligible—cosm opolitan con
ception.

T he fact th a t th e  bourgeoisie had  tu rned  
against th e  sovereign pow er o f  feudal abso
lu tism  led  i ts  ideologists to  sever th e  con
ception o f  nation  and fa therland  from  th a t 
o f  th e  S tate. T h e  idea o f  th e  nation  was 
linked w ith  th e  lingu istic  com m unity  and 
nourished th rough  th e  connective tissue o f

th e  economic com m unity, while th e  national 
com m unity  was identified as th e  m other 
country. Instead  o f  S ta te  ties, the  bourgeois 
com m on ideology was based on th e  consci
ousness o f  national ties, th e  idea o f  the  hom e
land. T h e  classical idea o f  fa therland  now 
rested  on  actual economic correlations and 
claims, and on th is  realistic basis dem anded 
w ith  its  fu ll em otional w eight indiv idual 
subm ission to  national interests.

T he stand  taken by th e  bourgeoisie against 
th e  ru ling  feudal aristocracy led  to  an 
ideology in  w hich th e  nobility  was branded 
as th e  descendants o f  th e  o ld  Frankish  con
querors as m em bers o f  an alien nation  and as 
such they  were excluded from  th e  body o f 
th e  French nation , w hich was declared to  be 
o f  G allic origin. T h is  ideology lim ited  th e  
French nation  to  th e  bourgeoisie and the  
com m on people. T he circum stance th a t  the  
bourgeoisie needed th e  support o f  th e  people 
was expressed in th e  ideology o f  popular 
sovereignty. According to  th e  theory  o f  pop
u lar sovereignty, po litica l power was de
rived from  th e  people. T h e  program  o f  bour
geois democracy follow ed from  th is  theory. 
T he po litica l ideology o f  popular sovereignty 
was connected w ith  th e  national ideology to 
w hich bourgeois-dem ocratic elem ents were 
added.

T he change o f  ideology began in  the  years 
around 1750. V oltaire w rote th a t patrio tism  
was o f  th e  u tm ost im portance. M ontesquieu 
too proposed to  b u ild  society on th e  basis o f  
patrio tism . Both stud ied  th e  nature o f  th e  
national sp irit. A fter 1760 th e  debate con
cerned w ith  th e  origin o f  th e  French nation  
was intensified, and in  th e  years preceding 
th e  revolution M ably brought' tr iu m p h  to 
the  anti-feudal G allic theory. T he m ost p ro
m inen t p a rt in  th is , however, was played by 
Rousseau. In  his w ork  on  governm ent in  
Poland, Rousseau po in ted  to  th e  develop
m ent o f  national consciousness as th e  a im  o f  
law -m aking, and to  th e  cultivation  o f  nation
al custom s and trad itio n s and th e  prom o
tio n  o f  p a trio tism  as th e  objectives o f  educa
tion . H e  regarded law -m aking as being
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based on popular sovereignty, so th a t  national 
consciousness and patrio tism  were interwoven 
w ith  dem ocratic dem ands. T h is  m ade i t  
possible fo r th e  patrio tic-national ideology to  
become th e  dem ocratic ideology o f  popular 
m ass m ovem ents during  th e  revolution.

In  h is “T h e  E igh teen th  Brum aire o f  Louis 
Bonaparte” M arx w rote th a t th e  leaders o f  
th e  French revolution found  th e  ideas and 
artistic  form s, th e  self-deception they  needed 
in  order to  conceal from  them selves the  bour
geois lim its  o f  th e ir  struggles and to  keep 
th e ir  passion a t th e  p itch  o f  great historical 
tragedy in  th e  classically severe trad itions o f  
th e  R om an R epublic. Patrio tism , the  
though ts inspired by th e  grandeur and glory o f  
th e  fatherland—to w hich th ey  joined the  
idea o f  th e  nation—were am ong th e  ou t
standing classical trad itions. T h e  leaders o f  
th e  revolution referred to  th e  fa therland  and 
th e  nation  to  w hich a ll individual interests 
m u st subordinate them selves. Patriotic-na- 
tionalideology was one o f  th e  p rincipal sources 
o f  th e  illusion  th a t  som ething extraordin
ary was being created, whereas in  reality all 
efforts were being concentrated on building 
up  a bourgeois society. T h e  masses, th e  
“p a trio ts” were fired by  th e  em otional idea 
o f  fatherland when, in th e  course o f  fighting 
fo r a dem ocratic republic and th e  confiscation 
o f  th e  feudal estates, they  liqu ida ted  in te r
nal traito rs and repulsed counter-revolution
ary attacks from  th e  outside. T h e  exclama
tio n  w hich has come dow n to  posterity  from  
a contem porary source: “H ow  glorious and 
how reassuring i t  is to  have a fa therland  and 
to  belong to  a free n a tio n !” was inspired  by 
th e  burning enthusiasm  o f  th e  revolutionary 
masses.

T h e  bourgeois essence o f  th e  patrio tic- 
nationalist ideology was soon exposed. I t  
was exposed inside France, because th e  verve 
o f  th e  pa trio tic  revolution was prom ptly  
checked as soon as th e  feudal in stitu tions had 
been abolished and th e  conditions o f  free 
com petition  were established. I t  was also ex
posed abroad w hen th e  anti-feudal defensive 
wars, waged in  th e  name o f  th e  r ig h t o f  na

tio n s to  self-governm ent, were transform ed 
in to  a means o f  p lundering  and oppressing 
o ther peoples, in to  im perialistic  warfare. For 
a  long tim e th e  labouring classes nevertheless 
clung to  th e  nationalist ideology w hich had 
been closely associated w ith  th e ir  dem ocratic 
struggles. In  tim e  th is  nationalist ideology 
changed in to  popular nationalism  and democ
ra tic  patrio tism . In  th e  years betw een 1815 
and  1848 pe tty  bourgeois and w orking mass
es fough t fo r po litica l democracy and th e  
r ig h t to  w ork under th e  banner o f  Jacobin 
patrio tic-nationalist ideology.

Patrio tic  ideology played a p rom inent 
role in  th e  mass m ovem ents o f  th e  Paris 
Com m une. T h e  situation  changed only tow 
ards th e  close o f  th e  century. T h e  influ
ence o f  nationalist ideology, a lthough  still 
fa r fro m  ceasing to  affect th e  masses, was 
chiefly confined to  th e  p e tty  bourgeoisie. In 
th e  working classes nationalist ideology was 
superseded in  increasing m easure by th e  con
scious in ternational so lidarity  o f  th e  prole
ta ria t. T h e  m ilitan t nationalist ideology was 
taken over by th e  reactionary bourgeoisie.

*

In  H ungary  national ideology developed 
un d er h istorical conditions w hich differed 
greatly from  those o f  France. H ungary  was 
a country o f  m any national m inorities; na
tional independence had been lo st in  th e  16 th  
century, and th e  bourgeois revolution took  
place un d er th e  leadership o f  th e  nobility .

A t th e  beginning th e  com m on ideology 
o f  feudal society was bound up w ith  th e  
S tate in  H ungary  too . T h e  w ord “ország” or 
“ úrság” expressing th e  idea o f  th e  State, has 
th e  same m eaning as th e  French w ord fo r 
kingdom . T h e  L atin  transla tion  o f  b o th  
words is regnum . Chronicles describing th e  
great o f  th e  country  id en tify  th em  w ith  th e  
public  w ill. T h e  great were naturally  always 
nobles w ith  extensive landed  property , b u t 
there  are also allusions to  th e  ideological con
cept o f  th e  S tate, in  w hich th e  S ta te  is re
ferred  to  as th e  organization th a t  represents 
th e  com m on in terests o f  all social classes.
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T here  are, moreover, noticeable traces o f  
th e  penetration  o f  th is  conception in to  the  
consciousness o f  th e  exploited peasantry, or 
a t least in to  th e  th in k in g  o f  th e  peasant lead
ers. A t th e  tim e  o f  th e  peasant revolution 
headed by György Dózsa, th e  leader o f  the  
arm ed peasant groups from  Gönc sent a le t
te r  declaring th a t  th e  peasant crusaders were 
defending th e  country.

In  add ition , p rim itive  features o f  th e  later 
nationalist ideology can be traced back to  
th e  first chronicles, nam ely, to  the  usual praise 
o f  national tra its  and custom s, accompa
n ied  by scorn for th e  language, character and 
custom s o f  foreign peoples. Aversion to  for
eigners was soon concentrated on th e  Ger
m ans and fanned in to  ou trig h t burn ing  ha t
red . T he endeavour to  b ring  about th e  l in 
gual assim ilation o f  national m inorities, how
ever, was also absent in  H ungary . I t  was 
ra ther th e  m em bers o f  th e  H ungarian  ru ling  
class who became assim ilated in  th e  regions 
o f  th e  national m inorities; by learning and 
using th e  language o f th e  la tte r  they  often  
became bilingual.

T h e  fifteenth and  sixteenth centuries w it
nessed phenom ena o f  transition . In  th e  fif
teen th  century we find praise o f  th e  H unga
rian  language, probably under H ussite  in 
fluence. In  th e  sixteenth century th e  consci
ousness o f  a C hristian com m unity asserted 
its e lf  in  connection w ith  th e  T u rk ish  wars. 
I t  was only in  th e  seventeenth century th a t 
a basic change took  place.

T h e  no tion  o f  th e  S ta te  or hom eland 
was n o t elim inated  com pletely from  th e  
com m on ideology in  th is period either, since 
H ungary  rem ained a k ind  o f  m utila ted  feu
dal state  w ith in  th e  H apsburg  M onarchy. 
T h e  leaders who rose from  th e  ranks o f  th e  
people m ade frequent m ention  o f  th e  hom e
land and its  in terest in  th e  Rákóczi period. 
But th e  central organs o f  th e  S tate were m an
ned and m anaged by foreigners, while th e  
interests o f  th e  central and centralizing pow
er clashed in  m any respects w ith  th e  pre
rogatives and feudal interests o f  th e  H u n 
garian aristocracy. As a resu lt th e  ideas o f
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fa therland  and  nation  penetrated  in to  th e  
com m on ideology.

Ideas o f  fa therland  and nation , as applied 
to  th e  com m onalty, are encountered very 
early, as early as th e  th irte en th  century, ear
lier in  fact, th an  in  France. A t th a t  tim e  
these conceptions referred only to  th e  com 
m unity  o f  nobles, however, to  th e  aristocra
tic  State, and were closely bound  up  w ith  
th e  idea o f  an  aristocratic country, nob ility  
State, and n o t w ith  th e  all-em bracing con
ception o f  hom eland. In  th e  seventeenth 
century, w hen th e  nobility  tu rn ed  against 
th e  central S ta te  power, th e  ideas o f  fa ther- 
land  and nation  were separated from  th e  idea 
o f  S tate, and th e  com m on fa therland  in  the  
fo rm  o f  a national com m onalty became the  
new  basis o f  th e  com m on ideology. In  th e  
struggles against th e  H apsburgs, and under 
th e  w eight o f  T u rk ish  oppression, these con
ceptions were sa turated  w ith  a strong em o
tio n a l content, as can be seen in  th e  every
day use o f  such term s as “ou r dear fa ther- 
lan d ” and “our poor n a tio n .” T h e  whole p ro 
cess, th e  independence acquired by th e  con
ceptions o f  fa therland  and nation , as w ell as 
th e irsa tu ra tio n  w ith  em otion, also came about 
earlier in  H ungary  th an  in  France. H ow 
ever, th e  action radius o f  th e  process was 
confined to  feudal lim its , as w ill be ex
plained below.

T h e  idea o f  th e  com m on fa therland  ap
p lied  to  all th e  inhab itan ts o f  th e  country, 
regardless o f  nationality . T h e  com m unity  o f  
H ungarian  blood was denoted  by th e  term s 
“n a tion” and “national com m unity .” O b 
jectively bo th  conceptions served to  screen 
irreconcilable feudal class antagonism s and 
to  align th e  exploited peasantry in  support 
o f  th e  n o b ility  fighting against th e  H ap s
burgs.

T h e  ideas o f  national independence and 
an independent sta te  organization d id  no t 
fo rm  inseparable constituen ts in  th e  feudal 
n o tio n so f th e  fa therland  and th e  nation.These 
em braced th e  idea o f  national lib e rty  only 
in  th e  sense o f  th e  freedom  and prerogatives 
o f  th e  aristocracy. T h e  m ost im p o rtan t free
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dom  o f  th e  nobility  was its  freedom  to  ex
p lo it th e  peasantry. T h is  prevented th e  spread 
o f  th e  conception o f  a com m on father- 
land  and o f  a national com m onalty to  wide 
circles o f  th e  peasantry. A pparently th e  feu
dal-patriotic  ideology was adopted  only by 
peasants who had  been soldiers and by o ther 
stra ta  o f  th e  peasantry w hich w anted  to  shake 
off th e  status o f  serfdom  individually  and 
w hich regarded th e  acceptance o f  an ideology 
approved by th e  nobility  as a means fo r th e ir 
ow n advancem ent.

In  the  period from  the closing decades o f  
th e  eighteenth century to  th e  m iddle  o f  the  
n ineteen th  century th e  feudal nationalist 
ideology m ade fu rth e r progress. T h e  pro
duction  o f  agricultural goods was developed 
on  th e  estates o f  th e  nobility . T h e  produc
tion  o f  goods by th e  nobility  could no t 
prosper unless th e  m arket for agricultural 
goods was broadened. I t  was therefore neces
sary to  strengthen industry  w hich had  only 
ju st begun to  bud , and th e  in land  m arket fo r 
agricultural goods. T he em erging national 
m arket had  to  be interconnected by the  ties 
o f  a com m on language; moreover, th e  exist
ing barriers against agricultural exports had 
to  be overcome. These tasks requ ired  liber
a tion  from  th e  feudal-absolute pow er o f  th e  
H apsburg  M onarchy w hich had been h o ld 
ing H ungary  in  a sta te  o f colonial subjugation 
since the  eighteenth  century. T he fight 
against H apsburg  absolutism , on th e  o ther 
hand, could n o t be expected to  triu m p h  un
less th e  nobility  won th e  peasantry to  its 
cause. T h e  only means to  th is  end was the  
em ancipation o f  th e  serfs.

T he new bourgeois elem ents in  the  na
tionalist ideology reflected these economic- 
political needs o f  th e  H ungarian  aristocracy. 
T h e  new  elem ents o f  th is  ideology were 
elaborated fo r th e  m ost p a rt unconsciously 
by w riters from  th e  nobility  and partly  con
sciously by its politicians, ou t o f  the  vital 
social conditions and needs o f  th e ir class. 
T he central idea, represen ted  by  th e  o ld  
feudal conception o f  fa therland  and nation, 
was retained, to  become th e  object o f  alm ost

religious veneration as th e  “ holy, worshipped 
fa therland .” According to  th is  concep
tio n  th e  noblest task  o f  m an was to  serve 
his country, and his lo ftiest d u ty  was to  fight 
fo r th e  greatness o f  the  nation , fo r th e  honour 
and  glory o f  th e  fa therland. In  literatu re  and 
in  history  pictures o f  the  fa th e rlan d ’s form er 
greatness were conjured up  ou t o f  th e  feudal 
past and s tirred  to  pa trio tism  by reviving 
national trad itio n s and th e  m em ory o f  th e  
struggles fought fo r freedom . T he im itation  
o f  foreign m odels was condem ned and foreign 
custom s were rejected. Endeavours were 
m ade to  render culture m ore national, while 
allowing fu ll scope to  th e  national sp irit or 
character and praising national virtues and 
em otions. Prose and poetry expatiated on th e  
beauties o f  th e  native land.

T h e  dem ands o f  bourgeois developm ent 
appeared as claims p u t forw ard by national 
existence or th e  national idea. T h e  polishing 
and strengthening o f  th e  H ungarian  language 
and its  propagation among th e  national m i
norities, by force i f  necessary, seemed to  be 
inseparable from  th e  idea o f  fa therland  and 
nation . I t  was considered one’s d u ty  to  buy 
H ungarian  industria l goods because they  had 
been fashioned by H ungarian  hands and be
cause advanced indu stry  was a guarantee o f 
national power. T he em ancipation o f  the  
serfs was justified by a supposed congruence 
o f  class in te rests; as Széchenyi p u t it, “ the 
alignm ent o f  every in h ab itan t o f  our country 
in  the  ranks o f  th e  n a tio n ” was a p recondition  
o f  national em inence and prosperity . T he 
economic and political se lf-determ ination  o f 
th e  country was trea ted  as th e  fu lfilm ent o f  
the  principal a ttrib u te  o f  th e  national idea, 
th e  idea o f  national independence.

T his nationalist ideology, relying on a 
feudal basis b u t ad m ittin g  bourgeois notions, 
was th e  ideological weapon o f  a feudal no
b ility  th a t was developing a bourgeois m en
ta lity . T h is  weapon was in tended  to  serve 
th e  a im  o f  m aintain ing  and bu ild ing  up, 
am idst th e  conditions o f  a bourgeois order, 
th e  financial, political and ideological pow
er o f  th e  aristocracy, p rim arily  over th e
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peasantry. “U nited  w ith  th e  people in  liber
ty , th e  nobility  is like  th e  loyal first-born  
among bro thers and sisters, th e  head o f th e  
fam ily ,” said K ossuth. As th e  leading class 
o f  society, its  fu rth e r objective was to  ac
com plish th e  independence o f  th e  increas
ingly bourgeois H ungarian  nation  from  
A ustria, and  a t th e  same tim e  to  suppress th e  
efforts o f  th e  national m inorities o f  H ungary  
to  a tta in  th e ir  own independence.

T h e  struggle fo r national independence 
and th e  suppression o f  national m inorities 
have no p a rt in  th e  ideology o f  th e  French 
bourgeoisie. B ut th is  was due solely to  d if
ferent political conditions. T h e  H ungarian  
nobility  was discharging th e  function  o f  the  
bourgeoisie w hen i t  strove, th rough  a strug
gle in  two directions, to  ensure m arkets for 
i ts  products. T h is  is, however, a basic differ
ence, fo r w hile in  France th e  national ide
ology expressed th e  bourgeois endeavour to 
overthrow  th e  pow er o f  th e  feudal aristoc
racy, in  H ungary  i t  expressed th e  endeavour 
o f  th e  feudal aristocracy to  m ain tain  and m od
ernize its  power.

D irectly , th is  difference was m anifested  in 
th e  fact th a t, whereas th e  ideology o f  the  
French bourgeoisie barred th e  acceptance o f 
th e  nobility  in  th e  new national fram ework, 
th e  ideology o f  th e  H ungarian  nobility  ex
tended  th e  o ld  fram ew ork to  th e  people. 
T h is was owing to  th e  fact th a t  th e  French 
bourgeoisie had  to  break th e  financial and 
political suprem acy o f  th e  feudal aristoc
racy, th e  b ru n t o f  w hich burden had been 
borne by th e  peasantry. A basis was th u s 
provided fo r a dem ocratic alliance between 
th e  bourgeoisie and th e  people , as a result 
o f  w hich dem ocratic elem ents came to  be 
included in  th e  national ideology th rough  
th e  theory o f  th e  sovereignty o f  th e  people. 
In  H ungary  th e  fact th a t th e  national ide
ology received th e  people in to  th e  nation  
was connected w ith  th e  n o b ility ’s in ten tion  
to  continue its  financial and political power 
over th e  peasantry under m ore advanced 
bourgeois conditions. H ere class antagonism  
therefore continued, and no p latfo rm  was

offered fo r a dem ocratic alliance betw een th e  
nobility  and th e  people. Dem ocratic elem ents 
— dem ocratic in  th e  po litica l sense o f  th e  
te rm —were th u s  excluded from  th e  national 
ideology. In  H ungary  th e  plebeian-dem oc
ratic  Jacobin type o f  p a trio tism  was repres
en ted  only by Petőfi and a sm all coterie th a t 
shared his ideas, b u t th is  tren d  was unable 
to  exert an influence on  th e  m ain  tendency 
o f  th e  national ideology. (In  i ts e lf  th e  espous
a l o f  popular m otives in  a rt does n o t im ply  
a  dem ocratic a ttitu d e  in  th e  po litica l sense. 
As show n by historical examples, popular 
artistic  tendencies are com patible even w ith  
feudal po litica l reaction.)

W hereas in  France democracy was a pa rt 
o f  th e  national ideology, in  H ungary  dem 
ocracy was excluded from  th e  national ide
ology. In  France th e  revolution became 
bourgeois-dem ocratic, in  H ungary  i t  became 
bourgeois b u t n o t dem ocratic. T h e  H u n 
garian national revolution  o f  1848 was no t 
an independent m ovem ent o f  th e  masses for 
political and agrarian democracy. T h e  ac
tions o f  th e  people o f  Pest and local peasant 
m ovem ents do n o t a lte r th is  fact. T h e  H u n 
garian national ideology therefore ceased to  
play a progressive role when th e  heterogen
eous bourgeois transform ation  th a t started  
in  1848 came to  an end in  1867. A p a trio 
tic-national feeling, nourished by th e  m em o
ries o f  1848, nevertheless spread am ong th e  
H ungarian  p e tty  bourgeoisie, especially 
am ong th e  landow ning peasantry w hich con
nected th e  nam e o f  K ossuth w ith  its  efforts 
to  elim inate th e  s till  existing feudal rem 
nants o f  th e  agrarian order. T o  th e  parties 
o f  th e  ru ling  class, th e  national ideology serv
ed  to  d ivert a tten tio n  from  bourgeois-dem 
ocratic tasks w hile they  took  advantage o f  
th e  national enthusiasm  o f  th e  p e tty  bour
geoisie.

In  H ungary  no h isto ry  o f  patrio tic- 
national ideology has been w ritten  so far. For 
th is  reason th e  course o f  its  developm ent 
could be sketched here only in  rough ou t
line. But here we are faced n o t only w ith  
h istorical aspects b u t also w ith  topical po li-
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tical requirem ents. N ational feeling is still 
widespread am ong th e  masses, where i t  has 
partly  tu rn ed  in to  an irrational force. Since 
its  roots go back to  th e  feudal-bourgeois 
national ideology, i t  is therefore inevitable 
th a t i t  should  contain reactionary, nationa
lis t features. I t  incorporates elem ents, how
ever, such as love o f  th e  native land  and the

language, w hich in  th e  p resent stage o f  th e  
bu ild ing  o f  socialism , in  th e  era o f  socialist 
nations, can be adjusted  to  socialist patrio 
tism  and in tegrated  in to  p roletarian  in te r
nationalism . N ational feeling should  there
fore be analysed w ith  a view to  purging it  
o f  reactionary elem ents.

Kritika 1963, N o . 4 .

NÉPSZABADSÁG
POWER STATIONS ON THE DANUBE

U p to  th e  present, no t a single hydro
electric power sta tion  o f  m ajor im portance 
has ever been b u ilt on th e  D anube between 
th e  Austro-Czechoslovakian border and 
th e  Black Sea estuary. But now, w ith  th e  
adoption  o f  a complex scheme o f  u tiliza tion  
under C O M E C O N  (Council o f  M utual Eco
nom ic A id,) th e  plans fo r eleven hydro-elec
tr ic  power stations are being draw n up  si
m ultaneously by Czechoslovak, H ungarian, 
Rum anian, Bulgarian and Soviet engineers. 
T h e  to ta l o u tp u t o f  these p lan ts is to  reach 
a level o f  5 ,100 m egaw atts. I f  we ad d  th a t  
th e  to ta l capacity o f  power stations— all o f 
th em  therm al—now in  operation in  H ungary 
am ounts to  1,800 m egawatts, we m ay w ith
ou t exaggeration speak o f  th e  daybreak o f  
a new era.

I t  was in  1957 th a t Com econ’s Perm a
nen t Com m ission fo r Power Econom y p u t 
forw ard th e  idea o f  complex u tiliza tio n  o f 
th e  D anube. T h e  in itia l directives were th e  
follow ing:

x) T h e  p lan  should  no t be confined to  
th e  u tiliza tio n  o f  hydroelectric energy b u t 
should  prim arily  tackle th e  problem s relating 
to  water-supply, including flood control, in 
land  drainage, irrigation , shipping, fishing, 
supply  o f  d rink ing  and industria l water, 
reed growing and  even river-side resorts and 
aquatic sports.

2) T he p lan  should  envisage op tim um

u tiliza tio n  o f  th e  river w ater in  th e  com m on 
in terest o f  all countries and  all economic 
branches concerned.

3) In  siting  th e  power stations th e  guiding 
principle should  be an economical and max
im u m  u tiliza tio n  o f  th e  to ta l p o ten tia l ener
gy supply o f  th e  Danube from  th e  Austro- 
Czechoslovakian border dow n to  th e  estuary, 
always in  conform ity w ith  up-to -date  tech
nological standards.

4) T he p lan  should  be w orked ou t by 
a ll interested parties collectively—at least up 
to  th e  level o f  a comprehensive study-plan— 
in  order to  enable th e  indiv idual countries or 
groups o f  neighbouring countries to  carry 
th em  in to  effect—be i t  single-handed or 
jo in tly—on th e  basis o f  uniform  principles.

Local o r national measures are th u s  to  be 
replaced by a complex u tiliza tio n  based on 
economic planning a t an in ternational level.

In  preparing th e  p lan  th e  com petent de
signing offices o f  a ll countries concerned 
participated  under th e  direction  o f  Come
con’s section responsible fo r hydroelectric 
pow er stations, and i t  was finally adopted 
in  1961 in  Sofia. O w ing to  i ts  com plexity 
i t  w ill have to  be sub m itted  to  th e  Perm a
n en t Com m ission fo r Power Economy and to 
o th er perm anent Comecon agencies, such as 
those responsible fo r agricultural com m uni
cations.
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T h e  tasks to  be accom plished are very 

complex. T h e  indiv idual projects to  u tilize  
w ater pow er over th e  Com econ reach o f  th e  
Danube are th e  follow ing (in  dow nstream  
order):

i) T h e W o lf s th a l- B r a t is la v a  P o w e r  S ta tio n ,  

to  be constructed  in  th e  W olfsthal-B ratis
lava region on  th e  basis o f  plans draw n up 
by A ustrian  and Czechoslovak engineers, w ith  
a capacity o f  207  m egawatts.

2.-3) T h e G a h c ik o v o -H a g y m a ro s  H y d r o 

e le c tr ic  P o w e r  S y s te m , consisting o f  tw o cooper
ating power stations on th e  H ungarian-C ze
choslovak D anube reach. According to  th e  
plans o f  th e  H ungarian  and Czechoslovak 
engineers, th e ir  o u tp u t (710 and 187 
m egawatts, respectively) w ill to ta l alm ost 900 
m egaw atts.

4 -5-6) T h e R iv e r  B a rra g e s  a t  A d o n y , F a js ^  

a n d  M oh ács, to  be b u ilt in  H ungary  to  th e  
sou th  o f  Budapest and consisting each o f  a 
dam , a lock  and a pow er-generating u n it. 
T urb ine  capacities are to  am ount to  150, 100 
and 55 m egawatts, respectively.

7) T h e I ro n  G a te  H y d r o e le c tr ic  P l a n t . W hile  
th e  original p lan  envisaged an o u tp u t o f  
1,450 m egawatts, according to  th e  la test da
ta  su b m itted  by th e  p e rtin en t R um anian 
and Yugoslav engineers th e  capacity o f  th e  
p lan t—a jo in t Rum anian-Yugoslav under
taking—w ill reach 2 ,000  m egawatts.

8) T h e G r u ja  H y d ro e le c tr ic  P l a n t , another 
jo in t venture o f  th e  tw o countries on  th e  
Rum anian-Yugoslav reach o f  th e  Danube, 
near th e  Bulgarian border. B uilt-in  capacity 
is p lanned to  am ount to  364 m egaw atts. As 
in  th e  case o f  th e  W olfsthal power station 
to  be constructed by Czechoslovakia jo intly  
w ith  A ustria, th e  tw o projects lis ted  under 
th is  and th e  preceding p o in t are covered by 
th e  scheme even th ough  Yugoslavia does no t 
belong to  Comecon.

9) T h e L s la z ^ S o m o v it P o w e r  S ta t io n , to  be 
constructed collectively by R um ania and 
Bulgaria, w ith  a capacity o f  670 m egawatts.

10) T h e  C e rn a v o d a  P o w e r  S ta t io n , a fo u rth  
jo in t B ulgarian-R um anian venture, w ith  a 
capacity o f  850 m egaw atts. T o  give an idea
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o f  its  dim ensions suffice i t  to  p o in t o u t th a t 
i t  w ill enable th e  drain ing  o f  even th e  h igh 
est floods o f  th e  D anube a t th e  alm ost in 
conceivable ra te  o f  2 4 ,600  cu. m . per sec
ond, enough to  fill Lake Balaton w ith in  a 
single day.

11) T h e  I ty n a i l - T u lc e a  P o w e r  S ta t io n , situ 
a ted  on  th e  low est reaches o f  th e  river ju st 
before i t  divides in to  th e  th ree  branches o f 
th e  D elta . I t  is to  be constructed collectively 
by th e  U . S. S. R . and R um ania, w ith  a 
p lanned capacity o f  305 m egawatts.

As po in ted  ou t in  th e  in troduction , the  
to ta l capacity o f  th e  eleven stations lis ted  
above w ill am ount to  5,100 m egaw atts. 
T hey  are expected to  supply a yearly to ta l 
o f  27  thousand  m illion  kw /h  o f  electric 
power. (Existing H ungarian  power stations 
have a to ta l capacity o f  1,800 m egaw atts 
and  are a t present generating 9.5 thousand  
m illion  kw /h .)

#

A few da ta  w ill serve to  illu stra te  som e 
fu rth e r consequences o f  realizing th e  scheme 
here set fo rth . U nder existing agricultural 
developm ent plans along th e  D anube, th e  
countries concerned should  by 197 5 be able 
to  irrigate som e 50 thousand  sq. km . o f  
arable land— about ten  tim es th e  area now 
under irrigation . W ith  th e  construction  o f  
th e  river barrages some n o  thousand  add i
tional sq. km . w ill become irrigable in  th e  
long ru n . In  add ition , reed  production  m ay 
be expected to  rise from  its  present level o f  
130 thousand  to n s to  980 thousand  tons and 
fish p roduction  from  20 thousand  tons to  60 
thousand  tons by  1975.

T he complex scheme deserves fu rth e r cred
i t  for having, probably fo r th e  first tim e, 
draw n a tten tio n  to  th e  m ost im p o rtan t as
pect o f  barrage construction  on  th e  Danube, 
i.e., its  beneficial effects on navigation. A t 
present, m in im um  depths range betw een 
I m . and 1.2 m . on th e  U pper D anube, 
betw een 1.2 m . and 1.7 over th e  m idd le  
reaches o f  th e  river, and betw een 1.8 and 2  
m . on th e  Lower Danube. I t  is no t unusual

11
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fo r ships in  sum m ertim e to  carry only h a lf
loads owing to  low  water, and som etim es 
traffic m ay even come to  a com plete stand
still. O n  th e  G erm an and A ustrian  reaches 
o f  th e  U pper Danube barrages are already 
un d er construction. T h e  com plex scheme 
w ill in  th e  long ru n  realize th e  3.65 m. 
d ep th  required by shipping over th e  whole 
leng th  o f  the  river covered by th e  p lan . T h is 
w ill enable a vigorous upsw ing in  shipping. 
Annual goods traffic on the  Danube at pres
en t to ta ls some 20  m illion  tons. A fter the  
com pletion o f  th e  scheme th is  can be ex
pected to  rise to  from  45 to  50 m illion  
tons. F u rther stim u li to  sh ipping w ill be pro
vided by th e  D anube-R hine-M ain  Canal 
(scheduled fo r com pletion by  1980) and the  
th e  D anube-O der Canal. I t  has been cal
culated th a t  w ith  th e  com pletion o f  these 
tw o projects D anubian goods traffic may 
reach 60 to 80 m illion  tons annually. Barrage 
construction w ill th u s  create a reliable and 
cheap transport route from  th e  Black Sea 
to  th e  Baltic and th e  A tlantic, m aking th e  
D anube th e  m ost im p o rtan t waterway in  
Europe.

#

A m ore detailed  study  o f  th e  H ungarian  
aspects o f  th e  scheme w ill n o t be w ithout 
in terest. T h e  Com econ recom m endations 
particu larly  stress th e  im portance o f  the  
Gabcikovo-Nagym aros H ydroelectric  Power 
System  which, together w ith  th e  Islaz-Som o- 
v it Power Station, they  consider th e  m ost 
profitable construction under th e  scheme.

T h e  upper u n it  o f  th e  system  w ill be 
constructed  on  a works water canal near Gab- 
cikovo in  Czechoslovakia. T h e  dam  w hich 
is to  secure th e  w ater level required  by th e  
power generating p lan t w ill be constructed 
farther west, near Bratislava a t D unak iliti in 
th e  river bend, where a lake o f  50 sq. km . 
is  p lanned. From  there  th e  canal w ill de
scend to  th e  Gabcikovo pow er sta tion  a t a 
ra te  lower th an  th a t o f  th e  river, enabling 
th e  w ater to fall th rough  th e  tu rb ines from  a 
heigh t o f  some 20 m . T h e  w ater w ill then

be led  back to  th e  original river bed to  con
tin u e  i ts  flow tow ards N agym aros. T h e  low
er power-generating u n it in  th e  system , 
th a t  o f  N agym aros, is to  be constructed  no t 
fa r to  the  n o rth  o f  Budapest. T h e  Danube 
here flows betw een h igh  m ountains, in  a 
narrow  valley em bedded in  th e  rocks. T h e  spot 
is  th u s  best su ited  fo r th e  construction  o f  a 
pow er p lan t. Above th e  p lan t th e  w ater will 
fo rm  an a lm ost stagnant stre tch  o f  10 to  12 
km . in  leng th  and up to  2  km . in  w id th . 
W ith  the  surrounding m agnificent landscape 
o f  th e  Danube Bend th e  area w ill be ideal 
fo r recreation and w ater sports, including 
sailing. ( I t has already been m entioned  th a t 
these aspects were also taken in to  consider
a tion  by Comecon when fram ing th e  com
plex u tiliza tio n  scheme.)

I t  is no t o u tp u t alone th a t  w ill lend  th e  
two cooperating power p lan ts particu lar im 
portance, a lthough  th e  am oun t o f  electric 
energy they  w ill supply to  H ungary  (h a lf o f  
th e  to ta l) w ill, a t a level o f  1.9 thousand 
m illio n  kw /h , equal 20 per cent o f  th e  
country’s present to ta l energy requirem ents. 
T h e  m ajor p a rt p a rt o f  th e  energy produced 
by th e  power system  can, moreover, be sup
p lied  a t peak hours, when consum ption  is 
h ighest. G uaranteed electric energy a t peak 
periods is especially valuable. Experts re
gard i t  as about th ree  to  fo u r tim es as valu
able as energy produced a t n igh t. Peak ener
gy w ill be produced  by m eans o f  th e  D una
k ili t i  reservoir, w hich is to  collect water 
even in  d ry  periods and supply  i t  to  th e  tu r 
bines a t peak hours. T h is  w ill be m ade pos
sible by th e  raised water level a t th e  N agy
m aros power sta tion , w hich w ill enable peri
odic, wave-like lowering o f  th e  level w ithou t 
endangering th e  river banks or navigation. 
T h e  jo in t operation  o f  th e  tw o pow er sta
tions may, moreover, m ake i t  possible to  in 
crease power p roduction  a t N agym aros too 
du ring  peak requirem ents.

T h e  com plex scheme also m entions th e  
storing  o f  p o ten tia l energy on th e  Prédikáló
szék and H egyestető h ills . A lthough no ener
gy-generating p lan ts  in  th e  lite ra l sense,
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these installations m ay contribu te  m ost effec
tively to  th e  supply  o f  energy. O n  th e  two 
h ill tops near Budapest, huge reservoirs are 
to  be constructed w hich w ould be fed from  
th e  Danube by m eans o f  pum ps m aking use 
o f  surplus electric power available a t n igh t. 
T h e  w ater w ould  th en  be led  back th rough  
th e  turb ines o f  th e  pow er p lan ts connected 
w ith  th e  tw o reservoirs, th u s  generating 
electric energy a t peak consum ption  periods. 
According to  investigations now in  course, 
these tw o hydraulic power-storage p lan ts are 
likely  to  prove am ong th e  best in  Europe, 
owing to  th e  vicinity  o f  adequate w ater sup
plies, th e  possib ility  o f  form ing upper basins 
and  securing a suitable fall, and th e  proxi
m ity  o f  consum ption  centres. T he expected 
capacity o f  th e  H egyestető storage p lan t 
m ay be p u t a t some 300 m egaw atts, th a t 
o f  th e  Prédikálószék p lan t a t  about 400 
m egawatts (the  la tte r  could be doubled  by 
increasing th e  upper basin’s volume).

T h e  next th ree  constructions on the  
H ungarian  reach o f  th e  D anube w ill, as al
ready m entioned, be th e  river barrages a t 
Adony, Fájsz and M ohács. T hough  o f  m inor 
significance from  th e  p o in t o f  view o f  energy 
supply, th e ir  role w ill be equal in  im portance 
to  th a t  o f th e  o th er constructions as far as 
d ep th  o f  th e  river bed  and safeguarding o f  
navigation are concerned. T h e  river barrage 
a t A dony w ill also have to  serve a special 
purpose. I ts  dam  w ill regulate th e  water 
level o f  th e  canal, to  be b u ilt la te r on, w hich 
is to  connect th e  D anube w ith  th e  T isza, 
H ungary ’s second largest river. T h is  canal, 
in  tu rn , form s th e  basis o f all irrigation  pro
jects w ith in  th e  fram ew ork o f  th e  country’s 
long-term  w ater-supply plans.

Special mention should be made of the 
fact that expert surveys and consultations, 
though modifying them in accordance with 
the rapid progress in technology, have fully 
confirmed the views of Professor Emil Mo- 
sonyi and other Hungarian hydrologists who 
in the period following the Second World 
War elaborated the first proposal for utili
zation of the Hungarian Danube reaches.

On the basis of the preparatory work 
carried out up to the present, the construc
tion of three hydroelectric power stations is 
now to be launched—that of the Gabcikovo- 
Nagymaros power system, the Iron Gate and 
the Islaz-Somovit power stations. The con
struction of the Hungarian-Czechoslovak 
power system is scheduled to begin in 1967 
and start operating before 1975. The Ru
manian and Yugoslav authorities have made 
known their intention of starting the con
struction of the Iron Gate plant in 1965, 
and the first machine unit is to supply elec
tric power by 1970. Preparations for realizing 
the Islaz-Somovit power station are now well 
under way.

The part played by international cooper
ation in the construction of the power sta
tions will be no less significant than in draw
ing up the scheme. A case in point is the 
planned international division of labour in 
the production of turbines and other types 
of machinery. The countries participat
ing are also endeavouring to work out a con
struction program that will enable succes
sive utilization of the immense labour-sav
ing devices employed in the building of 
power plants.

N é p s z a b a d s á g , January 5, 1964.

M iklós Márton



Magyar Nemzet
PICASSO’S APOCRYPHAL STATEMENT
EXPOSED AS A FORGERY

A sta tem ent allegedly m ade by Picasso 
and published in  Művcszrt ( “A rt”), periodical 
o f  th e  Federation o f  H ungarian  A rtists, cre
a ted  a considerable sensation among artists 
a few m onths ago.

Picasso was supposed to  have declared 
th a t  i f  judged in  th e  sp irit in  w hich i t  had  
been understood up to  1800, a rt was ou t 
o f  date, m orta lly  ill and, in  fact, past recov
ery. In  i ts  fu tility  th e  so-called work o f  a rt 
was no th ing  b u t a m anifestation  o f  death  
throes. People had tu rn ed  th e ir  backs upon 
pa in ting  and day by day were growing in 
creasingly indifferent to  it, ju st as to  po
etry  and s c u lp tu re .. .  For contem porary m an 
a r t was no longer one o f  th e  necessities o fO

life, no longer a nourishm ent o f  th e  sp irit 
as i t  had  been fo r th e  people o f  past centu
ries. A num ber o f  people engaged in  a rt sub
sisted e ither on snobbism  or on trad itions 
th a t were archaic survivals. . . T oday’s gen
eration was fa r m ore in terested  in  th e  w orld  
o f  machines and sports, and was m ore cyni
cal and coarse th an  past generations, increas
ingly abandoning art, as a meaningless and 
useless accessory o f  th e  past, to  the  care o f 
libraries and m useum s.

H aving th u s (supposedly) characterized 
o u r age, Picasso is said to  have pronounced a 
devastating opinion on today’s art, accord
ing to  w hich th e  artist, as soon as a rt had  
ceased to  be an indispensable sp iritual neces
sity, tu rn ed  his ta len t to  experim entation 
w ith  new form s which, when a ll was said and 
done, were no th in g  b u t in te llectual h u m 
bug . . .  T hose who strove to  d is til  some sort 
o f  sophisticated quintessence o f  a rt were 
really only producing novel, sta rtling , and 
astonishing effects. *

*

A bout h im self Picasso is supposed to 
have said th a t  he had catered to  these custodi
ans o f  refined tastes w ith  all sorts o f  peculiar 
w him s th a t  had  come in to  h is head, be
g inning w ith  C ubism . T h e  less these were 
understood, th e  m ore enchanting th e ir  effect. 
H is  fam e and glory had  allegedly increased 
in  p roportion  to  the  acceleration o f  his play
acting, h is playing about w ith  puzzles, enig
m as and arabesque-like m otifs fu ll o f  fanci
fu l flourishes. T o  an arriviste a rtis t today, 
glory m eans th e  sale o f  his pictures, profit 
and w ealth , th e  sta tem en t continued. P i
casso’s ow n fam e, as everybody knew, was 
very great, he was as rich  as Croesus, and 
yet, according to  th e  statem ent, when he was 
alone w ith  h im self he dared no t consider 
h im self an a rtis t in  th e  o ld , tru e  sense o f 
the  w ord ; he was m erely a professional co
m edian w ho had  understood  th e  sp irit o f  
his age and  catered to  i ts  w h im s . . .

N o  w onder th e  appearence o f  th is  sta te 
m ent caused a s tir  am ong H ungarian  artists 
and th e ir  pub lic . Tw o camps em erged, and 
there  were heated debates. O ne cam p flourish
ed th e  sta tem ent as a self-exposure by m od
ern, progressive a r t; th e  o th er camp from  
th e  very first m om ent contested th e  au then
tic ity  o f  th e  sta tem en t and declared th e  
w hole th in g  a forgery. T h e  adherents o f  th e  
second cam p, however, were unable to  support 
th e ir  suspicions. T h e  ed ito rs o f  Művészet 
po in ted  ou t th a t  they  had  reprin ted  th e  sta te
m en t fro m  th e  Yugoslavian daily  news
paper, Magyar Szó (“ H ungarian  W o rd ”).

An earnest investigation was sta rted  to  
discover where th e  sta tem en t had  originally  
been published  and how i t  had  found  i ts  way 
first in to  th e  Yugoslavian and th en  in to  th e  
H ungarian  publication . For a long tim e  th e  
investigation rem ained unsuccessful. Sever
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al people w rote le tters to  Picasso, asking 
h im  w hether he had really m ade th is  am azing 
statem ent, w hich was incom patible bo th  
w ith  his artistic  developm ent and his charac
ter. Picasso d id  n o t answer th e  letters.

$

Finally  th e  H ungarian  pa in ter György 
Ruzicskay, who in  recent years had  visited 
France several tim es and had  had exhibitions 
there, th e  la test o f  w hich had been h e ld  in  
Vallauris, where Picasso lives, w rote a letter, 
in  care o f  th e  French pain ter E duard  Pignon, 
who is a m utual friend  o f  Picasso and R u
zicskay. Pignon w rote th e  follow ing reply to  
Ruzicskay:

“Dear Com rade,
“ M . Bureau handed  back to  m e your 

le tte r  to  Picasso w hich I had  forwarded 
to  h im . I have also taken  it  on m yself to 
answer you in  h is nam e.

“ Needless to  say, you can m ake use 
o f  m y le tte r in  any way you desire. T h is 
affair rouses to  ind ignation  n o t only 
every pain ter b u t every decent hum an 
being.

“In  about 1952 an Ita lian  nam ed Pa- 
p in i published a w ork in  Germ any, under 
th e  nam e o f  G iovanni Papini en titled  
“ T he Black Book.” T h is  book contained 
‘im aginary interview s’ w ith  a num ber o f  
fam ous people, including W alt W h it
m an, Picasso, etc.

“ For some tim e, various papers have 
been publish ing  th e  article  in  a form  
w hich suggests th a t  i t  d id  no t originate 
w ith  Papini b u t w ith  Picasso h im self. 
C ertain sources alleged th a t  Picasso had

m ade a sta tem ent in  M ad rid  too (al
though  everyone knows he never w ent 
back there) and th a t  there  too he had 
ad m itted  being a charlatan, etc.

“In  th is  connection Picasso has re
ceived several le tters o f  abuse. Every enemy 
o f  m odem  art—and o f  a r t  in  general—is 
enchanted w ith  th e  sta tem ent, w hich is 
to u ted  as Picasso’s personal confession. 
As you can see, th e  t ru th  is qu ite  sim ple: 
th is  notorious article  is no th in g  b u t a 
new  and particularly  sinister fo rm  o f  attack 
on  Picasso. Picasso is no t only indignant 
th a t th e  sta tem en t was published  in  his 
nam e b u t also th a t  so m any people failed 
to  recognize i t  as a crude forgery a t first 
sigh t.

“A ll o f  us w ill be very glad  i f  you 
help  tru th  to  reassert i ts e lf  in  th is  m atter.

“ Please forgive m e fo r w riting  in 
stead o f Picasso, b u t I th in k  th is  was th e  
only way in  w hich you w ould have re
ceived a p ro m p t answer.

“ W ith  k indest regards,
Pignon."

M . Bureau, m entioned in  Pignon’s letter, 
also wrote to  György Ruzicskay. M . Bureau 
is th e  head o f  th e  South-of-France branch 
o f  th e  F rench-H ungarian  Friendship  Soci
ety. H e  too em phasized th a t  Picasso had 
never given such a sta tem en t to  anyone and 
th a t th e  w hole th in g  was a crude and m ali
cious forgery. M . Bureau’s le tte r  also ex
plained why Picasso h ad  n o t answered th e  in 
quiries addressed to  h im : Picasso had  re
ceived over tw o thousand  le tters from  th e  
countries in  w hich th e  sta tem en t was p u b 
lished, and he was unable to  ansver th em  all.

Magyar Nemzet, N ovem ber 2 4 , 1 9 6 3 .

E rnő M ihályfi
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Magyar Nemzet
AN ADVENTUROUS JOURNEY FROM BUDAPEST 
TO LONDON WITH TWO GOYAS

For th e  first tim e, th e  best know n p a in t
ings o f  Goya were collected from  all parts 
o f  th e  w orld  in  L ondon fo r an  exhibition, 
“ Goya and H is  T im es.” T h e  Budapest M u
seum  o f  Fine A rts was asked to  “ len d ” 
th e  “W ater C arrier” and “T h e  Knife G rin d 
e r” and en trusted  D r. M arianna Takács 
H araszti, one o f  th e  a rt historians o f  the 
M useum , w ith  tak ing  th em  to  London.

T o m ost people th e  te rm  art historian  
suggests a devoted scholar. But there  are 
some a rt historians—m ostly  am ong m useum  
researchers—whose w ork is m ore like th a t o f 
a police investigator. T hey  m ain tain  a no 
less w atchful eye on a certain m asterpiece 
th an  th a t  o f  a detective observing th e  scene 
o f  a crim e. T hey  resem ble th e  k in d  o f  detec
tives who in  certain th rillers are a t th e  same 
tim e  in  love w ith  th e ir  suspects.

In  love w ith  an  a rtis t ? A n era ? O r a single 
painting? Som etim es only w ith  an idea they  
m ay have about one o f  them , o r ju st some 
in terconnection they  are th e  first to  discover.

D r. M arianna Takács H araszti is one o f 
these la tte r. T h is  was m y im m ediate im 
pression as I listened to  th e  quiet, firm  voice 
o f  th is  sm all, yet energetic w om an w ith  del
icate features. H e r field o f  study  is th e  
Spanish m aterial o f  th e  M useum , and for 
some tim e  she has been preoccupied w ith  
th e  idea th a t  th e  m odels o f  th e  “ M ilkm aid  
o f  Bordeaux” and our own “W ater C arrier” 
resem ble each o ther. A lthough th e  pain ter 
depicted one o f  th em  full-face, and th e  o ther 
one in profile, th e ir  characteristics are so sim i
lar th a t th e  m odel m ay well have been th e  
same in  bo th  instances. I f  so, th en  perhaps 
th e  “ W ater C arrier” was o f  la te r origin than  
1812. (the  year i t  was generally know n to  
have been painted), and th is  w ould class 
i t  as belonging to  Goya’s realist period.

“ T h is is why I  was so pleased to  under
take th e  tr ip  to  th e  Goya exhibition w ith  th e  
pictures in  m y custody,” D r. H araszti said. 
“A t last we shall m eet face to  face, I 
th o u g h t. .  . and  we shall see w hether th e  girl 
w ith  th e  jug resem bles th e  m ilkm aid  in  
colour to o .”

“W ell, and d id  your m eeting take 
place?”

“I t ’s no t as sim ple as all th a t ,” she re
p lied  w ith  a deep sigh. “ F irst o f  all, here I 
was one day ho ld ing  th e  tw o pictures in  a 
sm all case. T hey  had  packed th em  in  such 
a way th a t  I personally w ould be able to  
carry them . T hey  were m oun ted  on stre tch
ers and packaged w ith  infinite care to  
safeguard th em  against damage, b u t they  
were en trusted  to  m e, to  m y tw o hands. 
These tw o treasures o f  such appalling va lue!”

“Are m any p ictu res being sto len  nowa
days?”

“N ever so m any before in  h isto ry! N o t 
only has i t  becom e fashionable to  steal 
paintings, b u t enorm ous capital is also being 
sunk  in to  a rt treasures. . .  For people w ith  
w ealth  have discovered th a t  they  are excel
len t investm ents. In  th e  p ast i t  was n o t 
w orth  stealing works o f  great value, because 
they  could no t be sold to  a rt dealers. N o  
civilized country w ould purchase a m useum  
treasure w ith o u t p roof o f  th e ir  au then tic ity , 
and even after centuries o f  private possession 
an a rt treasure had  to  be re tu rned  to  th e  
m useum  th a t  originally  owned it.  But now 
th a t there  are oil m illionaires in  th e  near 
east who even lock up th e ir  wives in  a harem  
so th a t only they  may deligh t in  th e ir  beau
ty , and unscrupulous L atin  Am erican 
Croesuses who do no t know  w hat to  do w ith  
th e ir  superfluous dollars, th e  stealing o f  pic
tures has practically  become a sp o r t! So you
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can see th a t m asterpieces o f  a rt have to 
travel in  stricte r incognito th an  m onarchs!

“A t th e  Swiss fro n tie r tow n o f  Buchs the  
custom s official asked m e w hat I  was carrying.

“ ‘P ic tures!’ I  said, and they  im m ediately  
m ade m e get off th e  tra in  and asked me to  
go in to  th e  office.

‘“ W h at k in d  o f  pictures?’
“ ‘J u s t . . .  tw o lit t le  G oyas,’ I  said as 

m eekly as I  could. ‘I ’m  tak ing  th em  to  an 
exhibition  in  L ondon.’

“ *Oh, G oyas!’ th e  custom s officer re
m arked. T h en  he sa id : ‘W h at assurances 
have we th a t  you w ill no t sell th em  here 
in  Sw itzerland?’

“ ‘But I ’m  n o t even g e tting  ou t o f  th e  
tra in ! ’”

“ ‘You could sell th em  on th e  tra in ,’ the  
custom s officer said curtly . ‘You m ay con
tin u e  your journey on th e  condition  th a t  you 
pay a deposit o f  five m illion  francs.’

“ ‘F iv e . . .  m i l l io n . . .  francs?’
“ ‘T h a t’s r ig h t,’ th e  custom s m an said 

indifferently .
“ ‘W ell, I  d o n ’t  happen to  have th a t 

m uch  on m e,’ I  replied, and I  d id n ’t  know 
w hether to  laugh or weep. But I  ra th e r w ept.

“ ‘W ell, how  m uch  m oney have you got?’ 
th e  custom s officer asked suddenly, a blank 
look on his face.

“ ‘Five p o u n d s!’
“ ‘Very w ell,’ he said unexpectedly, ‘I 

shall accept th a t as a token  deposit.’
A nd again I  was n o t sure w hether he 

m eant i t  seriously, b u t I  soon found  ou t th a t 
he d id . H e  had m e fill ou t a regular deposit 
fo rm  and  allowed m e to  re tu rn  to  m y coach.

“ ‘Are you th e  lady w ith  th e  picrures? 
I shall escort you to  th e  French custom s,’ 
I was to ld  a t th e  next frontier.

“H ere  they  really m eant business. T he 
French sim ply w ould  no t le t  m e get on th e  
tra in . T here  I  stood in  th e  sta tion  a t Basel, 
hungry  and w ithou t money, and tw o price
less a rt treasures in  m y hands. I  was 
d readfully  concerned about th em . I could 
have gone to  th e  Basel M useum . T here  they  
w ould have been safe fo r th e  n igh t, because

any m useum  w ould im m ediately  open its  
doors to  th em . From  there  I  could  have 
w ired or telephoned fo r a i d . . .  Yes, b u t 
th e  M useum  was on  th e  Swiss side, and fo r 
no th in g  in  th e  w orld  w ould they  have allow
ed m e to  go back there. A nd  besides, I  was 
sure to  m iss th e  exhibition!

“ ‘There  is one th in g  you can do, M a
dam e,’ one o f  th e  Frenchm en suggested. 
‘You m ay send your p ictures express as 
passenger luggage, M adam e; i t  w ill hardly 
cost you anything, and th ey  w ill arrive in  
L ondon together w ith  you .’

“I  was horrified. But there  was no o ther 
way.

“ T hey were k in d  enough to  place the  
sealed case in to  a baggage car connected 
directly  w ith  the  passenger coach I travelled 
in , so th a t  I  could  keep an eye on  i t .  I was 
th u s  able to  observe th e  door o f  th e  car 
from  th e  corridor, and I had  th e  papers in 
m y briefcase.”

"In  o ther words, anyone could  easily 
have knocked you o u t o r p u t  you to  sleep 
and then  claim ed your luggage?”

“I m yself th o u g h t about th is  constantly, 
I d id n ’t  dare to  sleep a w ink. Fortunately, 
tw o police officers who had  been to  some 
k in d  o f S t. N icholas pa rty  boarded th e  
tra in  and travelled as far as L ille. I  struck 
up  a conversation w ith  th em  and to ld  th em  
about m y problem . But a fte r th ey  go t ou t 
a t th e ir  destination , I  was a ll alone in  th e  
entire  coach w ith  an Am erican gentlem an 
sm oking a p ipe. A ll n ig h t long he ju st 
stared, e ither a t m e or th e  baggage c a r . . .

“ T h is phase o f  th e  journey also finally 
came to  an end. T h e  m ost d readfu l m om ent 
came when I  d id  n o t see th em  transferring  
th e  p ictures to  th e  Channel boat, because 
th is  was ju st done autom atically, o f  course.

“In  L ondon I  was welcom ed by th e  
secretary o f  th e  Royal Academ y. H is  first 
question  w as:

“ ‘Are you an expert in  Goya?’ A n d  I 
answered b itte rly , ‘Yes, b u t I  am  no expert 
in  custom s m atte rs !’

“ T he opening was already in  progress
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when we arrived w ith  th e  pictures, b u t i t  
was n o t yet over w hen we m anaged to  u n 
pack th em . T h ey  were given a previously 
assigned place am ong twelve o f  Goya’s very 
im p o rtan t works in  R oom  V  o f  the  Royal 
Academ y. T h e  tw o pa in tings were placed 
on e ither side o f  the  w orld-fam ous p o rtra it 
o f  th e  m aster’s brother-in-law , Francisco 
Bayeu, w hich is owned by th e  Prado o f  
M adrid . In  th e ir  place, u n til they  arrived, 
enlarged photographs o f  th em  hung on th e  
wall w ith  th e  m agnified in sc rip tio n : ‘Arriv
ing  on  D ecem ber 6 th .’ T h is  p a rt o f  th e

R oyal Academ y, by th e  way, is called Bur
lin g to n  H ouse. T h e  p ictures received very 
w ide press coverage, all o f  th e  L ondon daily 
papers carried th e  news o f  th e ir  arrival, as 
well as photographs o f  th em . T h e  London 
television and  radio broadcasts spoke o f  
th e ir  journey .”

“A nd th e  ‘M ilk m aid  o f  Bordeaux?” ’
“U nfortunate ly  th a t d id n ’t  arrive, i t  

w asn’t  there  fo r th e  rendezvous,” D r. M a
rianna Takács H araszti concluded.

Magyar Nemzet, Decem ber 30, 1963.

Á gnes Fedor
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A STROLL THROUGH THE CARPACCIO 
EXHIBITION IN VENICE

T h e  Venice exhibitions th a t  strive to  give 
th e  public  an over-all view o f  th e  works 
o f  th is  o r th a t  m aster o f  V enetian  pain ting  
look  back on a trad itio n  o f  several decades. 
T h e  series was sta rted  before th e  Second 
W o rld  W ar w ith  shows o f  T itian , T in to 
re tto , Veronese and  T iepolo, to  be follow ed 
by m inor m asters. O ne o f  th e  m ost signifi
cant exhibitions o f  th e  last decade, called 
“ Giorgione e i l  G iorgionism o,” presented 
a m aster who is s till surrounded by m any 
problem s, am id st th e  broad panoram a o f  his 
follow ers and im itato rs. I t  illu stra ted  th e  
efforts o f  m odern research to  arrive a t a 
complex view capable o f  enriching bo th  
our knowledge o f  th e  period  in  question 
an d  also our ideas concerning th e  m asters 
under review, by in troducing  us to  th e ir  
antecedents and  interactions.

T h is  aim  was served n o t only by th e  
exhibition  grouped around Giorgione, b u t 
also by those grouped around  th e  a rt o f  
Crivelli, Bassano and L otto . T h e  great 
m asters are no longer regarded as suddenly 
em erging com ets and inexplicable wonders, 
w ith o u t antecedents o r sources. M inor m as
ters having com plex roots, and  w idely ra
m ifying, longeval schools, find increasing 
a ttention; for i t  is from  th e ir  soil th a t  the  
greatest grew to  th e ir  real height.

T h e  Carpaccio exhibition, arranged as 
th e  1963 event o f  th is  series, has had  a 
success so resounding as to  astonish even 
th e  connoisseur.

T here  have been several Carpaccio “re
vivals”-—chiefly since R usk in . I t  is u n 
necessary here to  l is t  these evaluations or 
reassessm ents, w hich raised ever new  and 
in teresting  po in ts . Suffice i t  to  refer to  th e  
m onograph published  by Professor G . Fiocco 
on  Carpaccio in  1931, draw ing an alm ost 
m odern  p o rtra it o f  th e  p a in te r in  an un 
usually  passionate tone. In  its  wake a series 
o f  studies have enriched and clarified th e  
p ictu re. As scientific antecedents o f  th e  ex
h ib itio n  we w ish in  th e  first place to  p o in t 
to  th e  works o f  R . Palucchini and G. Pe- 
rocco, who defined Carpaccio’s place, h is 
antecedents and h is probable inspirers. N o  
one studies any m ore th e  question  o f  why 
he occupies a lesser place th an  G iovanni 
Bellini or o f  w hat he  ow ed to  th e  b rie f  v isit 
o f  A ntonello  da  M essina to  Venice in  h is 
early youth . Forgotten  are th e  words o f  his 
great adm irer, L ionello V en tu ri—who as a 
ru le  showed sound judgem ent—to  th e  effect 
th a t  Carpaccio had  ne ither any pupils nor 
any m aster. I t  is no denigration  o f  h is in 
div idual charm  and genius to  place h im — 
as is now possible— in  th e  general evolution 
o f  V enetian  art.

T h e  in  m any instances controversial 
views are surprising, because a t first glance 
Carpaccio does n o t seem to  raise so m any 
problem s. H e  delineates th e  life  o f  his 
beloved city  w ith  delicate detachm ent and 
reflects its  legendary aspects w ith o u t dram atic 
touch . H is  colour scale seems to  have the
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brilliance o f  m inia tures ra th e r th an  th e  
unique colouring associated w ith  V enetian 
pa in ting . Y et, i f  th is  were tru e , th e  th o u 
sands o f  visitors and num erous scholars o f  
th e  second h a lf  o f  th e  2 0 th  century w ould  
hard ly  find h is w ork so attractive.

T here  can be no doub t th a t  Carpaccio 
was in terested  chiefly in  th e  life , scenery, 
bu ild ings and  people o f  Venice in  all th e ir  
variety. H e  observed everything w ith  keen 
eyes, representing objects and people w ith  
p o rtra it-like  faithfu lness and w ith  incredible 
variety. M oreover, th e  opulence o f  his 
auxiliary m aterial and his vo lubility  clearly 
dustingu ish  h im  from  the  carefully pondered 
m oderation  o f  great m asters o f  th e  Cin
quecento. H is  all-seeing, vivid report is 
charged w ith  a peculiar poetic  glow and 
lyric  m ood, th o u g h  a t th e  same tim e con
tem plating  his own representation  some
w hat dispassionately, as i f  from  w ithout. 
T h is  peculiar lyrical ardour offers a clue to  
th e  effect he has on present-day spectators, 
fo r i t  converts h is everyday scenes—w hich 
a lm ost w ith o u t exception surround th e  
principal them e w ith  abundant variety—-into 
significant p icto rial elem ents. T h e  uniquely 
beautifu l still-life  details—am ong w hich I 
w ould include th e  profusely varied ensem 
bles o f  m inor objects—thereby serve to  en
rich  th e  con ten t o f  th e  p icture.

A nother peculiarly attractive feature is 
th a t v irtually  a ll h is scenes are placed in  a 
V enetian environm ent, w hether derived 
fro m  a legend or from  som e o th er sphere. 
T h e  dream  o f  th e  virgin princess, U rsula, 
shows th e  in te rio r o f  a V enetian cham ber; 
V enetian  ships and scenery play  a p a rt in  
th e  arrival o f  th e  am bassadors; th e  m arty r
d o m  o f th e  p ilg rim s takes place in  surround
ings rem iniscent o f  V eneto, a lthough  th e  
legendary scene o f  action is Cologne. T he 
background o f  th e  p ictu re  in  w hich th e  
pope blesses U rsula and her re tinue  contains 
th e  only scenery th a t  can be accurately 
identified as rem ote from  Venice, for here 
th e  spectator is astonished to  see a fa ith fu l 
representation  o f  th e  Castle o f  Sain t Angelo

in  R om e. In  a ll p robab ility  our m aster had  
been in  R om e, ju s t as i t  is growing ever 
m ore certain  th a t  he had  also visited  U m bria. 
But i t  is equally  sure th a t  he never travelled  
anywhere ou tside  Ita ly . Yet, how  con
vincing and  n a tu ra l h is orien tal fabrics, 
weapons and figures are! H e m u st evidently  
have seen p len ty  o f  them , fo r they  were 
a fam iliar sig h t n o t only to  th e  p a in ter b u t 
to  h is contem poraries in  general.

Carpaccio has th e  fu rth e r engaging qual
ity —one th a t  satisfies a need o f  m odern  
m an—th a t  th e  se tting  o f  his scenes gives 
th e  im pression o f  genre-painting, one m ig h t 
say o f  conversation pieces, w here th e  power 
o f  expression th a t  enlivens th e  pantom im e, 
th e  m ovem ents and gestures is m ore im 
p o rtan t and m ore strik ing  th an  any p rofound  
psychology or all-pervading lyrical em otion. 
Carpaccio is peculiarly  d isc ip lined  and re
ticen t, in  m any respects a lm ost shy, and 
far from  self-revelation or vio lent d ram ati- 
cism ; b u t his representations are rendered  
th e  m ore fascinating, real and  convincing by 
th is  subdued m anner. T h e  triu m p h an t Sain t 
George drags away th e  tam ed  dragon as he 
w ould  an  obedient dog; Sain t Jerom e brings 
hom e a lion  ready am icably to  nudge his 
hands and shows dism ayed am azem ent a t 
th e  frig h t o f  h is fleeing fellow  m onks. A 
m iracle th a t  is self-evident, a scene th a t 
belongs to  ou r weekdays, a m enta l and phy
sical discipline th a t  brooks alarm ing fantasy 
or na turalism  only as a background indica
tio n —none o f  these tra its  are alien to  th e  
p resen t.

A lthough—apart from  a few exceptions— 
Carpaccio’s works deal w ith  th e  them es o f 
sacred art, we regard h im  as a secular ra ther 
th an  a religious pain ter. T h is  is suggested 
n o t by th e  choice o f  h is them es or his a lter
nate ly  m ore im passive or m ore pathe tic  
m anner o f  com m unicating h is message, b u t 
by another ou tstand ing  characteristic o f  h is 
a r t:  a peculiar concatenation o f  th e  w orlds 
o f  chivalry and  o f  legends. H is  them es rest 
on  a peculiar elaboration o f  th e  la te  m edieval 
w orld o f  chivalry; th e  active and refined,

173
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th e  brave yet reserved figures o f  chivalric 
romances are brought to  life  here in  th e ir 
deep em otional relationships as th e  p ro
tagonists o f  legends, accom panied by a 
profuse and varied series o f  auxiliary figures. 
T h e  spectator is prepared to  believe th a t 
these secondary figures come from  every 
layer o f  V enetian society. In  th e  foreground 
are th e  excellent portraits—w hole groups o f  
th em —o f im portan t personages, while th e  
background contains varied and v ivid genre 
figures th a t  conjure up  a p ictu re  o f  the  
c ity ’s crafts: gondoliers, street vendors, and 
o th er popular types. T h is spontaneity  and 
suggestiveness gives th e  m odern  spectator 
th e  im pression o f  being a contem porary 
w itness o f  th e  p ictu red  event.

Since Carpaccio was a V enetian  m aster, 
h is sensitivity as a pain ter m igh t be taken 
fo r granted. Y et, in  th e  past, he  was often  
condem ned fo r being gaudy and  over-em
phasizing local colours. A lthough th e  above- 
m entioned m onographs have shown th is  
a ttitu d e  to  be untenable and have po in ted  
ou t th e  tru ly  pictorial beauties inherent in  
his works, w hich no t in frequently  m ay be 
placed on a level w ith  those o f  Giovanni 
Bellini, th e  m ost valuable service in  th is 
respect was rendered by th e  exhibition  o f  
1963. O n  th e  dark  walls o f  th e  show room s 
o f  th e  Palazzo Ducale (regrettably illu m in a t
ed m ostly  by artificial light), th e  pictures 
were presented afte r adequate restoration. 
From  a w ealth  o f  opalescent colours a ll the  
way to  Giorgionesque sfum ato, from  th e  
gay and p icturesque m edley o f  a street scene 
to  th e  evocation o f  a landscape, his pictures 
oifer every variety th a t proves th e ir  creator 
possessed o f  extraordinary g ifts  as a pain ter. 
C loser observation reveals th e  colourful, 
“gaudy” m edley as having an accurately 
defined ro le : w hether sym bolical o r a feature 
o f  th e  com position, i t  is never applied for 
th e  sake o f  sheer gorgeousness.

For th is  pain ter, so naive and you th fu lly  
fresh, who transform ed th e  fabulous in to  
reality  and religious d ram a in to  a hum an 
event, was a h ighly  conscious in tellectual

a rtist. N um erous recurring features o f  his 
works bear w itness to  these qualities. T h e  
elaborate and characteristic architectural 
backgrounds, th e  construction  o f  th e  sym 
m etrical com positions around a central axis, 
th e  accurate know ledge and  application o f  
perspective, and the  ind iv idual selection o f  
th e  content refu tes th e  erroneous b u t w ide
spread hypothesis o f  a w inning b u t slightly  
loquacious narrator.

In  conclusion i t  m u st be m entioned th a t, 
no tw ithstand ing  our w ider knowledge about 
Carpaccio as a resu lt o f  research, his a rt 
still raises num erous questions. T h e  date 
o f  his b ir th  is s t i ll  uncertain ; m ost likely i t  
was 1465. H e  m ay have been influenced by 
G entile  Bellini and perhaps Aloise V ivarini, 
la te r by P inturicchio and  Perugino, s till  
la te r  by th e  great G iovanni B ellin i; his art, 
as a result, rem ained w ith in  th e  bounds o f  
th e  quattrocento . H e  developed th e  achieve
m ents o f  his predecessors b u t does n o t seem 
to  have outgrow n th em  in  any respect. In  
1490, when he pa in ted  th e  cycle o f  th e  
Legend o f  Saint Ursula, he was an accomp
lished  m aster, whose p icto rial arsenal m ay 
have grown m ore abundan t in  subsequent 
years—as show n by the  cycles o f  Sain t George 
and  th e  M arty r Sain t S tephen—by added 
m otives o f  chivalrous hero ism ; yet h is a rt 
to  th e  end re ta ined  a certain  contem plative 
lyricism , beau tifu lly  evident in  th e  Portra it 
o f  a Young K nigh t belonging to  th e  Thyssen 
collection. T h is  p ictu re  was pa in ted  in  
1510—th e  year when Giorgione died—and 
its  lo fty  nobility  rem inds us n o t o f  th e  
Cinquecento, b u t o f  the  waning age o f  chiv
a lry ; a t a m om ent o f  h isto ry  anonym ity 
and abstraction had  come to  an end, together 
w ith  th e  luxurian t and com plex q u a ttro 
cento. A  new  epoch was about to  s ta rt, o f  
w hich th e  great p a in ter only reached th e  
th resho ld .

A part from  a few  exceptions, th e  Venice 
exhibition  em braced Carpaccio’s w hole 
oeuvre, includ ing  a series o f  exceedingly 
attractive and delicate draw ings. T h e  per
spicuous arrangem ent and  th e  catalogue,
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describing every picture by availing its e lf  o f 
an extensive scientific apparatus, were th e  
work o f  Professor Pietro Z am petti. Some 
o f  th e  m aster’s works could no t be exhibited.

T he com plete reliance on  artificial ligh ting  
is regrettable. But these failings do n o t detract 
from  th e  value o f  an exhibition th a t was 
extraordinary also from  a scientific aspect.

A n n a  Z á d o r

THE 95 YEARS OF THE ART HISTORIAN 
KÁROLY LYKA

In  th e  first days o f th e  new  year painters 
and sculptors, arts and crafts designers, 
professors a t th e  Budapest A rt School, a rt 
lovers, friends and acquaintances were 
congratulating a short, erect, w hite-haired 
m an w ith  a big beard like K ossuth’s. T he 
person being celebrated was Károly Lyka. 
H e  was ninety-five on  January 4, 1964.

T he grand o ld  m an o f  H ungary  is called 
th e  “professor o f  professors,” since m any 
o f  his fo rm er pupils now  teach a t the  
universities and colleges. Károly Lyka is th e  
founder o f  H ungarian  a rt historiography, 
a doctor o f  th e  history  o f  a rt, R ector 
E m eritus o f  th e  Budapest A rt School, editor 
o f  periodicals and encyclopedias, th e  oldest 
o f  H ungary ’s journalists, and before all else 
a fervent propagandist fo r th e  arts.

Károly Lyka lives in  th e  Buda h ills w ith  
h is daughter, his son-in-law  and his devoted 
facto tum  T raján , who is 84. Since th e  end 
o f  th e  Second W orld  W ar th e  o ld  gentle
m an has v isited th e  tow n only twice, to  
see th e  doctor. H e  lives am ong th e  chicka
dees and thrushes o f  h is orchard in  pa tria r
chal intim acy. For years he has been w rit
ing  h is m em oirs.

I t  was in  th is  sm all alpine house th a t  
H ungary 's  representatives o f  th e  fine arts, 
h is pupils and friends pa id  th e ir  respects to  
h im  on h is n inety-fifth  b irthday . A fter 
having received th e  K ossuth-Prize, first class, 
in  1952 fo r h is book “H ungarian  A rt in  
M unich , 1867-1896 ,” on  th is  occasion he 
was honoured w ith  th e  highest prize  given 
in  th e  arts, th e  G rand Prix fo r his en tire

lifew ork—his books on fine arts o f  th e  whole 
w orld, his fine arts reviews, and his w hole 
oeuvre. T h e  las t person to  receive th e  G rand 
Prix was Z o ltán  Kodály, on  h is e igh tieth  
b irth d ay .

Károly Lyka tau g h t H ungarians to  see. 
T h e  m ain  aim  o f  his activity  has been to  
awaken th e  in te res t o f  th e  average m an  in  
a rt, to  acquain t h im  w ith  beauty and  to  
guide h im  tow ards acceptance o f  th e  deep 
hum an message concealed in  th e  w ork o f  a rt.

$
Born as th e  son o f  an architect in  N y itra , 

a sm all tow n in  Czechoslovakia, young Lyka 
was sent to  M unich  by h is fa th e r when he 
was 18 to  see th e  w orld and  s tudy . In  th e  
Bavarian capital he was one o f  th e  group 
associated w ith  th e  H ungarian  pa in ter Sim on 
H ollósy. A t first a p u p il o f  H ollósy, he 
la te r stu d ied  w ith  R ichard  M uther, a d is
tingu ished  a rt h isto rian  o f  th e  period , who 
influenced Lyka’s en tire  career, a lthough  
he la te r tu rn ed  against th e  academ ic m enta l
ity  th a t  prevailed in  M unich . H e  lived  and 
stu d ied  in  M unich  fo r fo u r years and  sub
sequently  travelled to  Italy , where he stayed 
in  N aples, R om e, and m ore briefly in  
T orino . D w elling near th e  harbour o f  N aples 
he pa in ted  th e  life, th e  sailors and th e  back- 
streets o f  th e  po rt. I t  was during  th is  period  
th a t  in  th e  young a rt h is to rian ’s life  th e  
crisis took  place w hich led  h im  tow ards th e  
profession o f  critic. I t  was a long struggle 
before he could decide w hether to  choose 
th e  pain t-b rush  or th e  pen. A t last, w ith
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an instinctive h u m ility  before a rt th a t  came 
from  his deepest nature, he q u it th e  pa in ter’s 
profession to  devote h is life  to  th e  history  
o f  a rt. H is  goal was no t to  p a in t b u t to  
explain pa in ting , n o t to  dep ic t b u t to 
analyse, popularize and m ake people under
stand  th e  works o f  a rt.

“ I sta rted  as a rookie jo u rnalist,” he 
w rote in  a le tte r  fro m  Italy , and th a t  was 
how  his career as a critic  started . H e  m ade 
a contract w ith  th e  Budapest daily  news
paper P e s t i  Napló and  supplied  i t  w ith  ar
ticles and reviews on th e  fine arts. Sent to 
T orino  by th e  ed ito rs to  be near Lajos 
K ossuth, w ho was living ou t h is last days 
in  exile, in  1894 he reported  th e  rising o f  
th e  Sicilian peasants. O n  M arch 20, 1894, 
he  sent one o f  th e  saddest telegram s o f  
H ungarian  h isto ry  from  th e  T orino  post 
office: Lajos K ossuth was dead. Young 
Károly Lyka came hom e by tra in , bringing 
K ossuth’s m orta l rem ains back to  H ungary .

After his return he started writing and 
lecturing regularly. Beginning in 1914 he 
lectured on the history of art at the Buda
pest Art School, and was later on Rector of 
it until his retirement.

In  ad d itio n  to  h is teaching he was also 
active as an au tho r and a critic  fo r daily  
an d  weekly papers.

H is  teaching and h is criticism s have 
been crowned by h is books on a rt. H e  has 
w ritten  books on  Leonardo da V inci, Raphael 
and, m ore recently, R em brandt. H is  “Brief 
G uide to  th e  Fine A rts” became a sho rt 
catechism  fo r H ungarian  a rt studen ts . H is  
book “ H istorica l and T echnical Develop
m en t o f  th e  Fine A rts” is devoted prim arily  
to  th e  in teraction  betw een a r t  and  society, 
a r t  and  period . T h e  “H is to ry  o f  th e  Fine 
A rts” compares p ast and present in  th e  arts 
in  E urope. “ Paintings—Sculptures” is a 
sim ple guide to  th e  understand ing  o f  va
rious a rt w orks.

A gentle, tac tfu l, very m odest m an, he 
considers patience th e  cardinal virtue. H e

has tau g h t w ith  tolerance th roughou t his 
life . H e  has tau g h t no t only th rough  his 
w ritings o r in  th e  lecture h a ll; h is whole 
life  has been teaching. H e  has tau g h t in 
cafes, tau g h t w hile tak ing  a walk, tau g h t in  
th e  street, tau g h t in  th e  draw ing room ; 
his teaching has never been obtrusive or 
pedantic . H e  explains gently , hum our
ously.

H e  has discovered and educated m any a 
p a in ter and sculp tor. H e  dem anded patience 
fo r new talen ts and tren d s ; tolerance, he 
insisted , is th e  best m ethod  o f  developing 
talen ts. A great representative o f  H ungarian  
pain ting , István Csók, declared on  his 50th 
anniversary as a pain ter th a t he  owed th e  
first successes o f  his career to  Károly Lyka. 
I t  was due to  Lyka’s influence and in 
spiration  th a t  Ferenc M edgyessy gave up  
being a physician to  devote h im self to  th e  
a r t o f  sculp ture.

H e  guarded his critical independence 
and succeeded in  m aintain ing  i t  th roughou t 
his entire  career. A lthough a m ild  m an he 
does n o t y ield  to  pressure.

H is  d istinguished articles on botany are 
also characteristic o f  his m any-sided activity. 
For a long tim e  no one knew  who th e  John 
Szám adó was whose excellent botanical ar
ticles appeared in  one of th e  H ungarian  
journals. T h ey  were un ique in  th e  scientific 
w orld  u n til th a t  tim e. W hen  i t  tu rn ed  ou t 
th a t  Szám adó and Lyka were one and  the  
sam e m an and  in ternational science nam ed 
a variety o f  thym e “ T hym us-L yka” , he 
only rem arked: “I  always d id  like  th e  ou t- 
o f-doors.”

A lthough h is m em oirs were actually 
ready fo r publication  years ago, he does no t 
in ten d  to  p a rt w ith  th e  m anuscrip t yet. H e  
goes over i t  every day, corrects lines, crosses 
ou t an adjective, m akes a sentence m ore 
concise. H is  publisher nags h im  week after 
week. H e  resists. T hroughou t his long life  
he  has tau g h t th e  d iscipline and  rigour o f  
creative w ork ; he  is no t abandoning th is  
p rincip le  even a t 95.

PÉTER RUFFY



B O O K S  A N D  A U T H O R S

A FRENCH ANTHOLOGY 
OF HUNGARIAN POETRY

W e H ungarians o ften  deplore th e  fact 
th a t th e  w orld does n o t know  our poetry  
well enough and th a t in  th e  various w orld 
anthologies H ungarian  lyric poetry  is given 
less space th an  i t  deserves. T o  th is  com plaint 
there  is th e  ready and  n o t unw arranted 
reply th a t H ungarian  poetry m ay be a pearl, 
b u t i t  is a pearl enclosed in  a shell and th a t 
shell, alas, cannot be opened.

T h a t shell has now  been pried  open, 
thanks to  Seuil Publishers, who have 
brought ou t a handsom ely presented French- 
language Anthology of Hungarian Poetry. *

H ungarian  poetry  has been transla ted  
in to  o th er languages before; w ith  few ex
ceptions such translations have been th e  work 
no t o f  poets b u t o f  conscientious philologists 
and  no doub t well-m eaning d ile ttan tes, and 
in  m ost cases, th e  in te rp reta tion  failed to  do 
justice to  th e  original. T h is  is probably the  
first tim e th a t  poets have ever undertaken 
to  in te rp ret a representative selection o f  our 
poetry. T hey have ad m itted  H ungarian  lyric  
poetry to  w orld literatu re  th rough  th e  door 
o f  a m ajor language. A nd as th is  k in d  o f  
w ork cannot be done w ith o u t profit to  b o th  
sides, they  have also decisively advanced th e  
cause o f  French poetry  transla tion .

I t  was no easy ta sk ; there  is no question 
about th a t. H ungarian  lyric  poetry  is prob
ably less in te llectual th an  French; its  way

* A nthologie de la  Poésie hongroise, du X I H  s ied e  d 
nos jo u rs, établie par Ladislas Gara. Editions du 
Seuil, Paris, 1962.

o f  seeing th ings is m ore pictorial, its  in 
sp ira tion  m ore d irec t; th e  tissue o f  a H u n 
garian poem  m ay no t be as lustrous, b u t its 
tex ture  is heavier, m ore closely woven. O u r 
poetical heritage, too, is d ifferen t: In  H u n 
gary, poetry  has never been a sort o f  fash
ionable indoor sp o rt; facility , agility, 
elaborateness in  poetry  are foreign to  us. 
In  H ungary  there  never were any literary  
lounges where poets who conform ed to  the  
tas te  o f  th e  court m ig h t have woven gar
lands fo r Ju liet. H ungarian  lyric  poetry has 
always been m ore sa turated , m ore massive, 
m ore rugged, and burdened w ith  H u ngary ’s 
national destiny  and existence. O u r lyric  
poetry is m ore jagged and ra ther coarser th an  
its  French co u n terpart; i t  is also m ore 
closely related  to  fo lk  poetry  (and how  very 
different th a t  fo lk  poetry  is!), w ith  m ore 
o f  nature and  less o f  u rban ity  in  it .  I t  is a 
different w orld, and one has to  adap t oneself 
to  its  atm osphere in  o rder to  be able to  
convey its  respiration , to  grow  used to  its  
colours and appreciate its  to n a lity  and 
nuances. T here in  lies one difficulty. I t  is one 
w hich arises in  transla tion  in  general, partic 
ularly  in  th e  transla tion  o f  poetry, b u t in  
th is  com m unication  betw een French and 
H ungarian  poetry  th e  p roblem  is especially 
k no tty .

T h e  o th er d ifficulty  lies in  th e  language. 
“A m ongst th e  fo rty  o r so poets who con
trib u ted  th e ir  efforts tow ards th is  anthology, 
only tw o— Francois G achot and Roger R i
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chard—can speak H ungarian ,” writes László 
Gara in  his m ost instructive how-it-was-done 
essay on  “T ranslating  H ungarian  Poetry, 
and Problem s o f  T ransla tion .” “ M any 
years o f  experience h ad  convinced m e, how
ever, th a t only poets are capable o f  tran s la t
ing  poetry, and th a t fam iliarity  w ith  the  
language o f  th e  original, however desirable, 
is n o t absolutely necessary. A com m and o f 
th e  language is no autom atic guarantee o f 
accurate transla tion , especially in  poetry ; 
besides, some poets have achieved m ore 
indisputable success w ith  works they  could 
no t read in  th e  original th an  w ith  those in  
whose original language they  were absolutely 
w ell versed.” M . Gara righ tly  refers to  
Guillevic as a case in  p o in t, contrasting the  
la tte r’s m asterly renderings o f  A ttila  József 
w ith  his only fair, n o t nearly so m asterly 
transla tions o f  H e in e ; yet G uillevic has a 
good com m and o f  G erm an b u t no idea of 
H ungarian .

W h at compensates—or, to  p u t  i t  m ore 
cautiously, w hat m ig h t serve to  com pen
sate—for ignorance o f  th e  language o f the  
original? I t  is in stinc t, inasm uch as the  
transla to r is a poet h im self; fam iliarity  w ith  
another, a universal, language; th e  poetic 
id iom . O ne m u st find out, therefore, so far 
as possible, w hich are th e  poets, in  bo th  
nations, who speak th e  same “d ia lect.” 
T h is  is w hat was done in  th is  case. “W e 
established th e  affinities betw een various 
F rench  and H ungarian  p oets ,” M . Gara 
w rites, “so th a t  th e  la tte r  w ould a t least 
find them selves in  a fam ilia r c lim ate.”

T h e  next step, after k in d red  poets had  
been paired off, was to  produce a rough 
transla tion . I t  was done in  th is  m anner: 
“For our poets who could n o t speak H u n 
garian, rough transla tions were prepared; 
these were transla tions according to  meaning, 
ra ther th an  lite ra l tran s la tio n s . . .  A t th e  
stage where th e  w ork was being m oulded, 
th e  French in terp reter and  th e  H ungarian  
transla to r w ould generally be working in  
close collaboration b o th  as to  m eaning and 
fo rm .” W h at was th u s  produced w ould be

exam ined and  sorted  ou t. T h e  param ount 
aim  was to  approach th e  original as far as 
possible in  every respect.

M . Gara, i t  seems to  m e, is qu ite  r ig h t; 
in  th e  vast m ajority  o f  cases b e tte r results 
w ill be obtained i f  th e  in te rp reter is a poet, 
even i f  he possesses no, o r scanty, know l
edge o f  th e  original language, th an  i f  he 
is a ph ilo logist w ithou t any particu lar feel
ing fo r poetry, even th o u g h  he m ay have a 
perfect com m and o f  the  language. W h at th e  
form er w ill produce w ill be poetry  in  any 
case; whereas th e  la tte r  w ill have sacrificed 
poetry to  scholarship.

T rue—b u t th en  transla ting  from  a lan
guage you do n o t know  is som ething like  
blindness. A b lin d  m an needs a seeing-eye 
dog to  lead h im : th a t  guidance m akes a lo t 
o f difference. I f  i t  is a case o f  th e  h a lt 
leading th e  b lind , they  are likely  to  end in  
a d itch  before they  reach th e ir  destination .

T here  are, o f  course, different grades o f  
“blindness,” from  d im m ed sight to  to ta l 
darkness. In  o ther words, there  are languages 
o f  w hich th e  transla to r has som e sligh t 
knowledge; w hich he does no t know  in tim 
ately, b u t is no t qu ite  a stranger to , either. 
For instance, anyone who knows L atin  and 
has a working knowledge o f  one Rom ance 
language w ill be able to  grope his way about 
in th e  others as w e ll; a com m and o f  French 
can provide a key to  Ita lian  or Spanish; a 
com m and o f  Spanish, to  French or Ita lian ; 
and so fo rth . As d is tin c t from  th is  “ re
lative b lindness” there  are cases o f  “ to ta l 
b lindness,” i.e ., when you are com pletely 
baffled by a language, failing to  com prehend 
its words and having no idea as to  its  struc
ture, sp irit, character and inflections. In  th e  
case o f  relative blindness, one can m ore or 
[ess appreciate th e  significance o f  an in 
version, th e  local w eight o f  an enjam bm ent, 
the  nuance o f  an adjective and, in  general, 
the  style. But one who is to ta lly  b lin d  
cannot size up  w hat he cannot see. For one 
w ho is a h u n d red  per cent illite ra te  in , say, 
Chinese, i t  is a m a tte r o f  absolute in d if
ference w hether a particu lar adjective o r its
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synonym  appears in  a poem , or w hether th e  
poem  in  question  is one or tw o thousand  
years o ld : he is equally  in  th e  dark  as to  
th e  I,ooo-year-o ld  style and  th e  2 ,000- 
year-old one—he lacks th e  perception fo r 
e ith e r. In  th e  form er case th e  transla to r 
needs a guide for practically  no o th er p u r
pose th an  to  lead h im  onto  th e  rig h t road ; 
once there, he  w ill be able to  proceed along 
i t  unaided. In  th e  la tte r  case he is in  cong 
s tan t danger o f  going astray  once he le ts g- 
o f  h is gu ide’s hand or i f  th e  guide is heedleso 
or unobservant, and  o f  a rriving a t th e  wrons 
destination  i f  he gets anywhere a t all.

W hich  k in d  o f  “b lindness” ham pered 
th e  in terpreters o f  the  “ A n th o lo g y  o f  H u n g a r ia n  

P o e tr y ”  ? T here  is no doub t w hatever th a t i t  
was th e  la tte r  ty p e : O f  th e  fo rty -odd  tran s
lators, as ind icated  above, only two could 
speak H ungarian . T h e  volum e therefore 
raises th e  question  o f  rough transla tion  as a 
professional problem .

I t  is easy enough fo r us H ungarians to  
reject th is  transla tion  procedure flatly. 
T ransla te  from  th e  original, we say. I t  is all 
very well fo r us to  declare th a t  princip le. 
W ith  our extrem ely advanced profession o f 
literary  transla tion , even th e  m ost “peri
p heral” language, the  freshly  arising litera
tu re  o f  practically  every em ergent nation , 
has i ts  stu d en t and  in terp reter. (Even in 
th is  case, I  d o u b t th a t  a person w ith  a com 
p e ten t knowledge o f  th e  language in  question, 
b u t ra th e r m ediocre as to  poetic  ta len t, could 
produce a b e tte r in te rp reta tio n  th an  a good 
poet-transla to r w orking from  a fa ir rough 
transla tion .) T h e  French, in  transla ting  
H ungarian  lyric poetry, necessarily fe ll back 
on  te x te s  de base: thu s, w hether we like  i t  
o r no t, rough  transla tion  is an  unavoidable 
fact, and  instead  o f  jabbing a t i t  we had  
b e tte r try  and th in k  up  a way o f  im prov
ing  it.

T h e  rough  transla tion—th e  te x te  d e  base— 
w hile a v ita l necessity, is by no m eans suf
ficient in  itse lf. T h a t i t  m u st be accurate, 
authentic , w ith o u t any m isconstructions, 
slips or m isin terpretations is so self-evident

th a t  there  is no need to  discuss i t .  Accord
ing  to  M . Gara, th e ir  rough  transla tions 
“ c ta ie n t  m o in s  d es tr a d u c tio n s  m o t a  m o t  que  

sen s a  se n s” : “ W h at does th e  poet say?—W h at 
does he  m ean?” “ W hy dees he p u t  i t  as 
he actually  does, and n o t in  som e o th er 
way?” T h is  shou ld  a ll becom e clear in  a 
fa ir rough transla tion , o f  course; i f  n o t in  
th e  actual w riting , th en  as an inform ative 
com m entary. But th is  is s t i ll  n o t enough.

Poet-translators need l it t le  explanation, 
b u t they  do need som e. T hey  need lingu istic  
as w ell as sty lis tic  in form ation , th ey  need 
to  be in fo rm ed  about m atters relating  to 
literary  scholarship and th e  h isto ry  o f  style. 
T hey  have to  have po in ted  o u t to  th em —- 
po in ted  ou t, and  n o t pounded  a t th em — 
w hich lingu istic  and  s ty lis tic  reserves are 
m o st likely  to  y ield  a satisfactory render
in g ; correspondences o f  style and  “ te s s i tu r e ”  

have to  be m ade clear. T h is  m eans th a t  th e  
person w ho prepares th e  rough  transla tion  
has to  be equally  a t hom e in  b o th  national 
poetries, th a t  o f  h is ow n tongue and th e  one 
in to  w hich he is transla ting . Insufficient 
know ledge o f  b o th  poetries is ap t to  lead 
to  num erous m isin terpretations, th e  blam e 
fo r w hich m u st be la id  a t th e  door n o t o f  
th e  poet-in terp re ter b u t o f  th e  collaborator 
who prepared  a n o t sufficiently inform ative 
rough  transla tion . For instance, there  are 
several possible ways o f  Frenchifying a rough 
transla tion  of, say, a Balassi poem  so th a t 
each is an accurate version o f  th e  original—in  
content. But accuracy in rendering  content is 
no  guarantee o f  accuracy in  rendering  
poetic  q u a lity . Besides th e  con ten t and  
form , th e  collaborator has to  indicate th e  
“key” ; to  give an approxim ate French 
counterpart o f  th e  H ungarian  poem  w hich 
is likely  to  suggest th e  r ig h t b lend ing  o f 
sound  and  sty le.

In  som e instances, as in  th e  case o f 
Balassi, a few indicative nam es and con
notations m ay suffice: th e  Renaissance; 
R onsard, La Boétie, and perhaps m o st o f  
all A grippe D ’A ubigné o f  th e  love o f  Diana. 
T h e  poetic in s tin c t is capable o f  feeling ou t
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a great deal, b u t i t  can scarcely do any harm  
to  render th is  feeling s till  keener, still m ore 
sensitive. (As I  have referred, a t random , to  
Balassi, I  th in k  i t  is fa ir to  say th a t  I  do 
n o t know  w hat inform ation—philological 
o r stylistic—was m ade available to  Lucien 
Feuillade, th e  French in terp reter o f  Balassi’s 
poem s in  th e  A nthology: fo r th is  m asterly 
rendering o f  th e  rig h t Balassi note, praise is 
due h im  i f  he relied only on  his instinct, 
and  i f  he  received guidance, th en  to  his 
collaborator as well.)

I have m entioned th e  fo rm  schem e; th is 
constitutes th e  o th er big prob lem  raised by 
th e  Anthology. I  hasten  to  add  th a t i t  has 
been solved w ith  exceptional success, al
th ough  no t w ithou t extraordinary difficulties. 
H ere  again I call M . Gara to  w itness. “Some 
French p oet who is a good hand  a t his 
c raft,” he writes in  his postscrip t, “w ould 
be b e tte r qualified th an  I am  to  give an 
account o f  th e  extrem ely s tric t rules o f  th e  
game, in  force since M alherbe, w hich fo r 
generations have h indered  th e  evolution o f  
transla tions w hich m eet th e  requirem ent 
fo r fidelity b o th  to  th e  Gallic sp irit (es
pecially th e  sp irit o f  conventional poetry) 
and  th e  au th o r’s idea ; n o t to  m ention  th e  
peculiar tu rn s th a t one or ano ther foreign 
genius m ay take in  p o e try .” A lthough th e  
absolute orthodoxy in  th e  rules o f  prosody 
w hich was prevalent in  form er years has 
relaxed considerably in  m ore recent French 
p oetry ; and a lthough  th e  poet-translators o f 
th is  Anthology d id  th e ir  best to  achieve 
m axim um  accuracy o f  b o th  content and 
form , “Q u ite  enough difficulties s till  re
m ained, some o f  th em  dow nrigh t insuper
able. Form  and content are som etim es too 
in terdependent, too  m utua lly  productive, 
fo r  th e  transla tion  in to  another language to  
be effected w ith o u t sacrifice: one m u st 
choose betw een correspondence o f  sense and 
prosodic accuracy. In  m y view, th e  im 
p o rtan t th in g  in  a poetry transla tion  is to 
capture th e  ‘b rea th ’ o f  th e  original (which 
is d ifficult to  define and s till  m ore difficult 
to  render).”

H ow  can i t  be rendered w ith  th e  greatest 
likehood o f  success? T h is is easily answered 
in  theory—w ith  absolute fidelity o f  form . 
“A bsolute” fidelity  o f  fo rm , however, is 
always relative. T h a t is to  say, there  is no 
such th in g  as absolute fidelity, com plete and 
perfect id en tity . T here  is only approxim a
tion , and som etim es approxim ation can go 
so fa r as to  m ake th e  “replica” alm ost 
entirely  correspond w ith  th e  original. T h is 
is w hat happened, fo r instance, w ith  th e  
alexandrine. A t first an a tte m p t was m ade 
to  render i t  w ith  th e  trad itio n a l H ungarian  
tw elve-syllable line  (six p lus six). W hen  
th e  m arked d isparity  betw een these two 
form s was discovered, w hich m ade the  
twelve-syllable line  qu ite  inadequate to  
render th e  poetical content o f  th e  alexand
rine, o th er form s were a ttem p ted . Gábor 
Dayka, fo r instance, in  transla ting  tw o o f  
C olardeau’s epistles, experim ented w ith  
stressed twelve-syllable couplets, w ith  each 
line  d ivided in  th e  m idd le  and (to  render 
fem inine rhym es) thirteen-syllable couplets. 
N ex t he tr ie d  to  iam bicise th e  twelve- 
syllable lines, as János E rdély i had  done 
about th e  m idd le  o f  th e  las t century in  
transla ting  Boileau. T h is last fo rm  eventually 
proved th e  m ost expedient H ungarian  ver
sion. Practice has evolved th is  twelve-syl
lable (th irteen  in  th e  case o f  fem inine 
rhym es), iam bic line—at least w ith  a p re
dom inantly  iam bic beat—w hich requires 
pure  iam bics in  th e  caesura and the  end 
syllables. Severe prosodists w ill n o t accept 
th is  line as an “absolu te” counterpart o f  th e  
French alexandrine. N o, i t  is n o t th a t, o f 
course; yet in  our language, w ith  our rh y th 
m ic pa tte rn s and  form  schemes, i t  is th e  
nearest approxim ation. W ith  a claim  to  
“ absolute fidelity” we transla te  French 
lines in to  H ungarian  lines w ith  an  iam bic 
o r  trochaic beat such as w ould  be incon
gruous w ith  French prosodic practice, since 
w hat m atters in  th e  la tte r  is th e  num ber o f  
syllables. In  H ungarian  poetry , however, an 
insistence on  th e  num ber o f  syllables can 
lead  to inaccuracy, fo r in  H ungarian  ears
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th is  type o f  verse carries different overtones; 
and precisely because o f  these overtones 
we m ay occasionally be com pelled to  sacrifice 
th e  anapests w hich—in  alexandrines, fo r 
instance—d e lig h t th e  French ear. W e either 
have to  sacrifice th em  or seek som e device 
to  save th em . (I t is a m oot p o in t w hether 
th e  m usically extrem ely fine Racine line  is 
no t best rendered by th e  stressed choriam bic 
tw elve-syllable line, frequently  used by 
János Arany, especially in  th e  epic B u d a ’s  

D e a th . A leg itim ate  a rgum ent against th e  
em ploym ent o f  th is  device is th a t i t  does 
n o t perm it th e  use o f  fem inine rhym e— at 
least no t w ith  “adequate” m usicality . I t  is 
no m ere chance, I  th in k , th a t  th e  a ttem p t 
a t in terpreting , o f  all th ings, th e  in im itab ly  
m usical in troduction  o f  B u d a ’s  D e a th  should  
have provided th e  French transla to rs w ith  
an opportun ity  fo r th e  largest num ber o f  
variants. T h e  publication  o f  these different 
versions has been m ost useful, and th e  few 
pages devoted to  th em  are very instructive 
fro m  a “professional” p o in t o f  view.)

In  th is  volum e th e  French translators, 
w ith  H ungarian  assistance (above all from  
th e  excellent and  indefatigable M . László 
Gara), have evolved ways and m eans o f  
translating  poetry  in to  th e  G allic tongue 
w ith  “absolute” (i. e., in  reality , relative) 
accuracy. T h ey  have begun, and in  p a rt 
com pleted, m ore or less th e  same u n dertak 
ing w hich th e  far m ore advanced and m ore 
experienced H ungarian  transla tion  lite ratu re  
had  developed to  perfection in  th e  course o f  
no less th an  tw o centuries. (Perfection, th a t  
is, as i t  is understood today ; fo r there can 
hardly  be any final solutions in  th is  field.) 
Such consistent respect fo r th e  requirem ents 
o f  fidelity to  form  in  poetry  transla tion  is 
w ithou t precedent in  French lite ra tu re , so 
fa r as I know . I t  m ay n o t be an exaggeration 
to  say (and th is  is sta ted  by th e  French 
them selves as well as by us) th a t  th is  
A n th o lo g y  (as w ell as th e  pub lication  o f  
S elected  P o e m s  o f  A t t i l a  J ó z s e f , transla ted  on 
th e  same principles) has begun a new 
chapter in  th e  history  o f  French poetry

transla tion . In  th is  way, th rough  im parting  
i ts  ow n m ethods o f  transla ting  poetry, 
H ungary  has been enabled to  repay, a t least 
to  some extent, th e  service rendered  by 
France, th ro u g h  th is  French A n th o lo g y , in  
opening a w indow  on our poetry  fo r th e  
literary  w orld . W e do n o t know  how great 
th is  extent actually  is ; th a t  is som ething 
only th e  French can assess.

£

I f  th e  A n th o lo g y  m ay seem to  us to  over
value some o f  our poets w hile undervaluing 
others, th is  is a m inor p o in t; i t  is debatable, 
b u t n o t really  w orth  debating  about. An 
ed ito r has th e  r ig h t to  his own tastes, his 
ow n scale o f  values, and n o t only th e  one 
th a t is generally accepted; he should  be 
g ran ted  th e  freedom  to  display his own 
discoveries o r even w him s. L et us take an 
example—th e  poetry o f  th e  la te  19th cen
tu ry .

T here  are those who w ill probably th in k  
th e  f i n  de s i lc le  lyricists have received m ore 
space in  th e  A n th o lo g y  th an  they  deserve. 
A nd th e  a rgum ent th a t  these poets are no t 
particu larly  significant m ay seem convinc
ing. But isn ’t  th e  au th o r o f  th e  preface to  
th e  A n th o lo g y  likew ise convincing, in  h is 
way, w hen he says th a t in  these poem s “one 
can often  sense, beh ind  th e  conventional 
form , th e  b reath  o f  a new  era?” In  o th er 
words, th ew o rkofthesepoets, anaem icthough 
i t  m ay appear as a whole, d id  nevertheless 
by inching forw ards, pave th e  way fo r th e  
poetic revolution—or one m ig h t say i t  loos
ened th e  literary  soil fo r th e  new crop—  
w hich in  th e  h isto ry  o f  H ungarian  lite ra tu re  
is usually  ep itom ized  by th e  nam e o f  th e  
literary  review N y u g a t ( “T h e  W es t”). T ake 
Lajos Bartók, a m in o r poet, th ird -ra te , n o t 
even second-rate. H is  nam e is m et w ith  
very rarely even in  H ungarian  anthologies. 
H ow  does he  come to  be included  in  th is  

A n th o lo g y ?  Possibly, th e  ed ito r sensed in  h is 
work—in  h is versification, his type o f  poetic  
sentences, h is rhym e-technique— som ething
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w hich po in ted  th e  way to  one o f  th e  greatest 
H ungarian  lyricists o f  m odern tim es, M ihály  
Babits.

O r take an end-of-the-century  poetess o f  
equally m inor significance— M inka Czóbel. 
T h e  space given he r in  th is  volum e seems 
excessive, yet there  are tw o excuses fo r it. 
O ne is th a t  he r lyrics have a sym bolistic 
orchestration  such as is found  w ith  few 
o th er H ungarian  poets. T h e  o th er: O ne o f 
her poems published in  th is  Anthology ( “Two 
Gloves”) has fo u n d  a significant present-day 
counterpart in  Sándor W eöres’s “ T he Lost 
Parasol” (and should  n o t th e  pleasure o f  
such references be g ran ted  to  ed ito rs o f  
poetry  anthologies?). Finally, th e  m asterly 
rendering—Jean Fóliáin  h i t  th e  b u ll’s eye 
here— is an effective reb u tta l o f  all ob
jections.

Yes, ed itors o f  anthologies m u st enjoy a 
certain  freedom  o f  selection; such freedom  
is leg itim ate as long as they  are no t found  
gu ilty  o f  som e b la tan t error o r irreparable 
om ission. But there is no question o f  such 
blem ishes in  th is  case.

I t  w ould be absurd  to  a tte m p t to  analyse 
th e  w ork o f  m ore th an  forty  translators one 
by one in  a book review designed to  appraise 
th e  significance o f  th e  undertak ing  as a 
w hole; to  dw ell on b u t a few  w ould  be an 
injustice to  others who are no less w orthy  
o f  a tten tion . So I  shall be con ten t to  m ake 
som e m arginal notes as a reader and as a 
poet who is h im self a transla to r, who is 
aware o f  th e  perils as well as th e  deligh ts o f  
h is craft, and  who can therefore be doubly 
appreciative o f  w hat is successful and doubly 
to le ran t o f  w hat does n o t qu ite  come off. 
T hese are only haphazard  notes, referring to 
a page here and a page there and  no t system 
atically  going th rough  th e  book from  
cover to  cover.

Mary’s Lament in Old Hungarian. I  had  
never been so keenly aware o f  th e  naively 
rustic  no te  o f  th is  first H ungarian  lyric poem  
w ritten  by a learned pen as when I read th is 
superb transla tion  o f  i t .  T h e  French version 
brings out, still m ore palpably, i f  possible,

th e  b lend ing  o f  tw o elem ents—th e  h igh ly  
polished craftsm anship  o f  L atin  hym n
w riting , progressing tow ards over-elaborate 
perfection, and th e  refreshing, unsoph isti
cated ru stic  poesy w hich m ade its  first 
a tte m p t here to  becom e a po lished  gem  fo r 
th e  finely w rought se tting  th a t  was w aiting  
to  receive it. Good transla tions o ften  shed 
new lig h t on  th e  originals.

József Katona. I t  w ould appear to  be 
practically  im possible to  m ake Katona speak 
in  French. T hose who a ttem p ted  i t  have 
done a ll there  was to  d o ; one could  n o t do 
m ore. In  a passage from  Bánk Bán, T ib o rc ’s 
L am ent, a ll th e  conscientious accuracy and 
all th e  understand ing  have been in  vain. 
French sim ply  does n o t possess th e  register 
to render such absolutely astounding  force 
o f  language (w hich is exceptional even in  
H ungarian). Katona represents th e  fullness 
o f  rom antic  expressionism . W here can you 
find, in  French, such spasm s, such volcanic 
fo lds, such crevices? T h e  n a tu re  o f  th e  
G allic tongue, even am ong th e  R om antics, 
is th e  very o p posite ; i t  sm oothes and b in d s ; 
even th e  m ost rom antic  o f  French rom an
tics w rites fro m  a d ifferent prem ise, weaves 
a d ifferent tex tu re . N o  one can speak in  
French from  so deep in  th e  heart, so stra igh t 
from  th e  th ro a t, w ith  th e  w indpipe so 
choked. French cannot convey Shakespeare 
e ither, fo r th a t  m atter.

T he o th er passage selected from  Katona 
is th e  Andal. H o w  typical is th e  French t it le  
a lo n e !— Reverie solitaire. I t  brings to  m ind  
th e  beaten track  o f  C olardeau and  Lam artine 
and  all those pre-R om antics and R om an
tics who always abandoned them selves to  
th e  sweet m alady o f  poetic  so litude and 
reverie. T h e  French transla tion  has salvaged 
th e  whole o f  th is  trad itio n  and even added 
a p inch  o f  V erlaine. But how  m uch  has i t  
captured  o f  Katona? T h e  very t i t le  o f  th e  
original is an artificial coinage o f  th e  Lan
guage R eform  m ovem ent. T h e  verses th em 
selves are a Schillerian soaring, th e  m axim um  
o f  linguistic  m usicality  th a t  Katona was 
capable o f  producing, in  spite o f  h is nature,
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actually doing violence to  h im self and to  
th e  “sty le” : throw ing a w onderful piece o f  
dialect in to  th e  perfect rhym e and  th u s 
in troducing an  unm istakably  ind iv idual note 
in to  th e  w hole verse, m aking th e  lines such 
as no one b u t Katona could have w ritten . 
Indeed i t  is one great and unm atched  “re
verie,” in  w hich th e  “ s ik e t  e s tv e l i  c s e n i”  

(deaf evening silence) is heart-rendingly  
realistic and local, stra ig h t from  th e  heart 
o f  the  G reat H ungarian  Plain, whereas th e  
French version— “ A u  p lu s  p r o fo n d  d u  s o ir  le  

s ile n c e  a  f r é m i . . .  ”— is an  elegant, slick, 
varnished p la titude . C ould i t  have been done 
b e tte r th an  th a t?  N o . Katona cannot be 
transla ted  in to  French. O r  i f  he  can, he 
w ill inevitably cease to  be th e  tru e  Katona 
in  th e  process.

A d y . H e  is a m o d em  2 0 th  century poet 
and th e  leading figure o f  a poetical revolu
tio n  in to  th e  bargain ; and  revolutions— even 
poetical ones— are always directed against 
th e  past and oriented  tow ards th e  fu tu re . 
Yet i t  was n o t easy fo r th e  French poetry 
translators to  realize th is  paradox: th a t  one 
o f  th e  newest tra its  o f  A dy’s fundam entally  
new poetry  was th e  extrem e an tiq u ity  o f  
his lingu istic  insp iration , th e  deeply buried 
s tra tu m  o f  H ungarian  from  w hich he m ined 
his m aterial. W h a t analogies could one p o in t 
to  in  French? T o  w hat lingu istic  regions o f  
French could one direct th e  tran s la to r’s 
a tten tion? If, by way o f  illu stra ting  Ady 
th e  “p sa lm ist,” one were to  p o in t to  th e  
psalm s o f  Béza and M aró t, th e  illu stra tio n  
w ould be m isleading, fo r they  are different. 
T here  is no French analogy to  A dy’s P ro t
estant-biblical (and even m ore parochially 
native) id iom . T o  any French poet em bark
ing on  an in te rp reta tion  o f  A dy I w ould 
give th is  advice th a t, before starting  his 
work, he should  devote a few  days to  read
ing D ’A ubigné’s T ra g iq u es . N o t in  o rder to 
learn its  id io m  b u t to  derive inspiration  
from  it.  A dy’s inspiration  is no t exactly like 
th a t, b u t i t  is som ething like th a t—rem otely 
related  to  it .  But does n o t k ind red  poetical 
inspiration  a t th e  same tim e  engender an

analogous id iom atic  "a ttitu d e ” ? T h is is a 
question  to  w hich practice alone can pro
vide an  answer.

D ’A ubigné is th e  p oet o f  th e  T r a g ic  

V erses; yet there  are some instances where, 
i f  I were a French transla to r, I  w ould m ix 
th is  elem ent w ith  another. For poem s like  
“Skyw ard, m iraculous” ( A  csodák f ö n tjé n )  

I  w ould adm ix an A pollinairian flavour; 
b u t—le t us be clear about th is  a t once—  
fro m  th e  A pollinaire o f  L es C o ll in e s . T h e  
opening poem  o f  “In  th e  V an o f  th e  D ead” 
( A  h a lo tta k  é lé n ) begins w ith  these lines: 
“ W ell, in  th e  same way as m iracles are now 
revealed I  have w ritten  a book again” . T he 
date o f  pub lication  is 16 Decem ber 1914. 
“Skyward, m iraculous” is da ted  I M ay 
1914. U nm istakably , th e  tw o poem s are 
p roducts o f  th e  sam e inspiration .

L a  s a in te  époqu e a u x  s a in te s  é p o u v a n te s  

C r o u le  s u r  m o i — S y m b o le s , s o r t ile g e s!  

D a n s  la  d o u le u r  e t  d a n s  V a m o u r  m e lees , 

R é a l i t é s ,  v i s io n s  o n t p o u r  s iege  

M o n  é tr e  e t  f o n t  en  m o i  le u r  u n i té .

( T r a n s la te d  b y  J ea n  R o u s s e lo t)

N ow  le t us look a t A pollinaire. L es  

C o ll in e s  was first pub lished  in  th e  volum e 
C a lig ra m m e s , in  1917, contain ing  poem s 
w ritten  betw een 1912 and  1917. F irs t I 
quote th e  no te  to  th e  Pleiade ed ition . T h is 
poem , th e  no te  says, w hich is rem iniscent 
o f  Baudelaire’s P h a re s , “presents a curious 
coupling o f  m essianistic m odernism  and th e  
elegiac m elancholy o f  th e  p oet o f  V itá m  

im p o n ie re  a m o r i, ending up in  a phan tas
m agoric v is io n . . . ” N ow , w ith  reference to 
A dy’s “Skyw ard, m iraculous,” th e  same 
th in g  m ig h t be fo rm ula ted  as fo llow s: H e  
couples a m odern  m essianism  w ith  a grim  
biblical pathos, ending up  in  a vast apoca
lyp tic  vision. T h is  applies, m u ta t i s  m u ta n d is ,  

to  len g th  also. In  th is  case, there  is an 
analogous posture, analogous l if t  w ith in  th e  
poem  and th e  in sp ira tio n ; an analogous way 
o f  seeing th in g s in  th e ir  re la tion  to  one 
another. T o  Ady, a ll is one and th e  same 
th in g : “I  have shaken off th e  yoke o f  th e

183
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O nly-T h is and th e  O n ly -O n e : I  now accept 
everything.” W ith  A dy’s characteristic sub- 
jectivization, isn ’t  th is  th e  counterpart o f  
w hat A pollinaire— objectivizing, as i t  were—• 
p u ts as follow s—•

L es seco u ra b les  m a n e s  e r re n t  

Se c o m p é n é tra n t p a r m i  n o u s  

D e p u is  le s  te m p s  q u i n o u s  r e jo ig n e n t  

R ie n  n ’y  f i n i t  r ie n  n ’y  com m ence  

R egarde la  bague a  to n  d o ig t . . .  ?

T h is  is analogous breath, analogous “pro
phesy,” often  analogous in to n a tio n : “ V o id  

le  te m p s  de la  m a g ié ,”  “ V o id  s ’c le v e r  des  p r o -  

p h e te s ,”  “ C ’e s t  le te m p s  de la  g ra ce  a r d e n te” . .  . 
T h e  A n th o lo g y ’s  version o f  th e  lin es: “ L a  

s a in te  tpoqu e a u x  s a in te s  é p o u v a n te s , C r o u le  s u r  

m o i” . T h is  is unassailably correct as to  the  
m eaning; i t  only lacks th e  essence o f  the  
inspiration—a single w ord : “lo !”— the 
“v o id ” o f  Apollinaire. T h is w ord by its e lf  
w ould  restore th e  equ ilib rium  o f  th e  whole 
passage: i t  w ould iden tify  A dy w ith  the

“A ll,” w ith  th e  U niverse; th a t  is to  say, 
i t  w ould  capture th e  tru e  sp irit o f  Ady.

So m uch fo r m arginal com m ent.
I w ould like  to  em phasise once again th e  

significance and th e  great value o f  th is  
sp lend id  A n th o lo g y , w hich presents an  es
sentia lly  correct in te rp reta tio n  o f  H u n 
garian poetry. Since i t  was published , there  
have been indications th a t  i t  has heralded 
a new  era o f  ra p p ro c h e m en t betw een th e  
various national poetries and  poets. I t  m ay 
have brough t us nearer to  a jo in t discussion 
o f  (in  A ttila  József’s words) “business we 
have in  com m on,” a t  least th e  first m ajor 
step tow ards a se ttlem en t o f  th e  business 
poets have in  com m on. In  th is  field, M . 
László Gara, th ro u g h  his u n tirin g  efforts 
and his p ro found  knowledge o f  b o th  th e  
poem s and th e ir  background, has won th e  
everlasting g ra titu d e  o f  a ll o f  us.

A nd w hen i t  comes to  w orking ou t a 
se ttlem ent o f  th e  business o f  hum anity , 
aren’t  poets du ty -bound , by reason o f  th e ir  
calling, to  be am ong th e  pioneers?

G yörgy Rónay

STUDIES ON POETRY, 
FICTION AND THE THEATRE

T he H ungarian  book-m arket has recently 
been enriched by a whole series o f  in terest
ing  literary  studies. L iterary scholarship is 
attracting  a tten tio n  th rough  th e  variety o f 
its  enterprises, w hich represent a wholesome 
revival o f  literary  life.

Tw o o f  th e  studies are devoted to  A ttila  
József, th e  greatest H ungarian  lyrical poet 
o f  th e  twenty-five years betw een th e  two 
W orld  W ars. M ik lós Szabolcsi, who has 
been doing research fo r nearly ten  years in  
order to  w rite  a m onum ental three-volum e 
biography and artistic  portrayal o f  th e  poet’s 
career, has now  published th e  first volume,

w hich com prehends th e  first eighteen years 
o f  József’s life , th e  period  o f  h is first ripen
ing  as a poet. T h e  o th er au thor, Ervin 
Gyertyán, m akes no pretension to  com plete
ness; he  published h is study  “ O u r Poet 
and H is  Age” (the t it le  o f  a poem  by A ttila  
József) to  elucidate a few salient features o f  
th e  oeuvre.

A ttila  József has recently w on th e  sym 
pathy  o f  poetry lovers in  France, Germ any, 
Ita ly  and th e  Soviet U n io n ; in  th e  past few 
years collections o f  h is verse have appeared 
in  th e  languages o f  those countries in  rap id  
succession. In  France th e  S e u il ed ition  o f  Jó-
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zsef* published transla tions by th e  m ost p ro
m inent contem porary poets. In  Italy , where 
Jozsef’s poetry  has probably been m ost suc
cessful, several editions have been published 
and we are to ld  th a t an increasing num ber o f  
his poems are finding congenial in terpreters. 
English readers, however, have had scarcely 
any o pportun ity  to  approach th e  w ork o f  
th is  significant poet. T h e  N ew  H ungarian  
Q uarterly , o f  course, has dealt on several 
occasions w ith  A ttila  Jozsef’s poetry. W hen  
th e  French ed ition  o f  his selected poetry 
came out, a “Portra it o f  A ttila  József” by 
László Pödör was published  in  V ol. II, N o . 
1, and several o f  Jozsef’s poem s were pu b lish 
ed in  transla tions by  J. C. W . H orne  in  
V ol. II, N o . 2.

A ttila  József came fro m  a bleak suburb  o f  
Budapest. As a ch ild  he learned from  his 
own experience about th e  joyless, w orried ex
istence o f  th e  poor. H e  was orphaned a t an 
early age, and his sister could do l ittle  to  help 
h im  continue his studies. H e  had  hoped to 
graduate from  th e  U niversity  o f  Szeged, 
where he was studying to  become ateacher, b u t 
w hen one o f  h is beau tifu l early poem s was 
published  expressing th e  poverty-stricken 
m an ’s rebellious bitterness, he was sent down 
from  th e  university . T o  th is  reactionary blow 
he replied in  the  poem  “ O n  m y B irthday,” in  
w hich he declares his ars poetica o f  so lidarity  
w ith  th e  com m on people. “I w ill teach m y 
people w ith o u t a school certificate,” he said 
in  th is  poem , w ritten  shortly  before his tra 
gic death  in  19 3 7. S till a young m an o f  3 2, he 
com m itted  suicide. Several factors were in 
volved in  th e  rap id  developm ent o f  h is neu
rosis. O ne was th e  period  itself, in  w hich 
fascism  was assaulting hum an  righ ts and 
freedom s and endangering dem ocratic ideas. 
A nother was th e  personal worries o f  his own 
existence. As these were also traceable to  so
cial causes, i t  is no exaggeration to  sta te  th a t 
A ttila  József was th e  first o f  th e  m any m ar
ty rs  o f  m odern  H ungarian  literatu re. H is  
poetry  ou tlived  h im , h is p red ic tion  came

* See György Rónay’s review pp. 185 of this 
number of the NHQ.

t ru e : “ M y life w ill s t i ll  increase, w hen I am  
d ead .”

A ttila  József gave voice to  th e  necessity 
fo r revolutionary action against th e  oppres
sion th a t  lay heavy on th e  w orking people 
o f  H ungary  in  th e  T w enties and  T h irtie s . 
H is  po litica l poetry  contains no em pty  slo
gans : i t  is an organic u n ity  o f  persuasion and 
intense poetic introspection. H is  great m erit, 
a pioneer enterprise, was h is poetic  represen
ta tio n  o f  th e  w orker’s life  on th e  periphery  
o f  th e  big city . H is  career was crowned by 
those  poem s w hich fo rm ula ted  w ith  pow er
fu l poetic  im agination  and in sigh t th e  h is
torical com m itm ent o f  th e  factory workers 
in  th e  tow ns. T h e  depiction  o f  th e  peasant’s 
w orld  is a lm ost equivalent in  his poetry . H e  
knew  w hat he was saying w hen he declared 
h im self poet o f  th e  w hole w orking people, th e  
“son o f  th e  street and o f  th e  ea rth ,” equip
ped w ith  experience b o th  urban  and  ru ral 
w hich qualified h im  as a spokesm an o f  th e  
aim s o f  his nation . But his in sp ira tion  d id  
n o t only come from  politics, i t  was n o t only 
th e  social struggle th a t had  an im pact on his 
th in k in g . H e  also revered th e  trad itiona l 
them es o f  lyric  poetry, nature , love and p h ilo 
sophy; b u t no m atte r w hat he w rote about 
all o f h is poetry  was infused w ith  a un iform  
conception o f  th e  w orld, a consistent way o f  
looking a t th ings, an in fallib le  taste . Even 
in  his descriptions o f  landscapes he  sym 
bolically proclaim s th e  necessity fo r revo
lu tionary  action. A lo fty  m orality  endows 
h is love poetry  w ith  a deep hum anism . 
A ttila  József lived in  a tim e  th a t  was a lm ost 
intolerable fo r partisans o f  progressive ideas. 
H e  had  no great share o f  happiness. T h a t 
was w hy he so deeply appreciated th e  m ean
ing  o f  joy and o f  well-balanced, honest an d  
p rofound  hum an  relationships. T he pressure 
o f  fascism  on his sensitive nervous system  
became unbearable in  th e  last years o f  his 
life . A t th a t  tim e  hopeless pessim ism  became 
th e  p rincipal burden  o f  his poetry . Y et in  
defiance o f  th e  gathering clouds o f  illness, 
personal despair and th e  m enace o f  th e  h is
torical situation  he raised h is voice again and
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again in  defense o f  hum an d ign ity  and liber
ty . In  a fam ous poem , w elcom ing Thom as 
M ann who had  come to  Budapest to  give a 
lecture, A ttila  József bade farew ell to  life 
in  a so rt o f  last tes tam en t: “ W h at m atters is 
th a t  we should  n o t give up  w hen you have 
spoken, b u t m en should  s till  be m en, th e  wo
m en free and gentle, and hum an  beings all, 
because th e ir  k in d  is ever few er.”

T h e  lines quo ted  above o f  th e  rich  po
etry  o f  A ttila  József are an a tte m p t to  con
vey som e im pression by flashing ju st a few 
characteristic fea tu res; b u t betw een 1949 and 
1956 there  was a one-track approach to  
h is poetry. T h e  constriction w hich became 
m anifest in  h is case was p a rt and parcel o f  the  
fallacious literary  approach o f  th e  period . A 
d is to rtio n  o f  em phasis came about because 
poem s expressing lo st illusions and 
hopes, aching d isappoin tm ent, were divorced 
from — som etim es even opposed to —his revo
lu tionary  poetry . T h e  to rtu red  m in d , th e  
pain, loneliness and  agony conveyed in  po
e tic  flashes o f  self-revealing candour in  a 
reaction to  th e  shocks o f  fate, personal and 
social, were called decadent. Y et these quali
ties are undeniably  present in  th e  poetry  o f  
A ttila  József, and only confirm  th e  fact th a t  
h is a rt d id  n o t develop in  a vacuum , under 
ideal conditions, b u t  a t a tim e  th a t  sorely 
tr ied  h is n a tion  and h is generation. A ttila  Jó
z se f was a com m itted  left-w ing  m an o f  le t
ters. But instead  o f  tendentious verses th a t  
fo llow ed som e lite rary  p a tte rn  and echoed 
th e  slogans o f  th e  m om ent, he created pas
sionately hum anistic  poetry  whose em phasis 
was o f  universal in terest. A t th e  beginning 
o f  th e  F ifties i t  was n o t generally accepted 
am ong literary  historians th a t  A ttila  József, 
th ro u g h  his p rofound  reflection o f  th e  outer 
and  th e  inner w orld, o f  society and th e  soul, 
h ad  set an exam ple in  socialist poetry  res
ponsive to  every hum an  value. I t  is there
fore o f  ou tstand ing  im portance th a t  today  a 
succession o f  studies and m onographs w hich 
a tte m p t thoroughness are appearing on th e  
p o e t and h is w ork.

T h e  m onograph by M iklós Szabolcsi Fia

tal életek indulója* ( “ M arching Song fo r th e  
Y oung” —th e  tit le  o f  one o f  József’s poems) 
deals w ith  th e  beginnings o f  A ttila  József’s 
career and  brings i t  up  to  th e  year 1923. 
H is  conclusions, th e  lessons to  be learned 
fro m  his m ethod , th e  objective tho rough
ness o f  his a rgum entation  and th e  sensitive 
feeling in  h is analyses suggest a variety  o f 
possible approaches. Szabolcsi pays special 
a tten tio n  to  th e  lite ra tu re  in  th e  daily  papers 
du ring  th e  period  exam ined, th e  years be
tw een 1905 and 1923 . H is  book is th e  first 
great H ungarian  m onograph to  deal w ith  
daily  features and news as a p rim ary  source. 
T h is  m aterial, w hich had  been very l ittle  
u tilized  up  to  date, serves as th e  basis fo r a 
colourful, perceptive, objectively detailed  
p ic tu re  o f th e  epoch and  th e  social conditions 
th a t  m otivated  th e  p oet’s childhood and 
you th . O u t o f  his findings he  constructs a vivid 
backdrop on w hich th e  poet’s first eighteen 
years are realistically  re-played—all th e  m isery 
o f  his childhood w hich co n stitu ted  th e  s ta rt
ing p o in t o f  his experience and o f  th e  pic
tu res and rhy th m s o f  his im agination .

T h is  m icrophilological m eth o d  requires 
patience and a tten tio n  to  deta il, b u t th e  pains 
taken  pay off in  an au thentic , alm ost sta
tis tically  exact representation  o f  th e  condi
tions o f  th e  period . O n  th e  basis o f  th is  
w ork  we m ig h t risk  an assum ption  o f  pos
sibly general valid ity  th a t literary  h istorians 
can exam ine th e  lives and  works o f  th e  2 0 th  
century poets and  authors only u n d e r these 
new  aspects. T hey  can no longer ignore th e  
m ore deta iled  analysis o f  th e  age w hich 
com prehends even th e  m osaic o f  daily  news 
and  an exam ination o f  living conditions and 
h um an  relations in  all th e ir  shadings.

Szabolcsi u tilizes hundreds o f  item s found  
in  th e  press o f  b o th  Budapest and  th e  p ro 
vinces during  th e  first th ir ty  years o f  th is  
century. I t  w ould  be a d is to rtio n  o f  reality , 
however, to  create th e  im pression  th a t  th e  
au th o r d id  no t also draw  conclusions, m ake

* Miklós Szabolcsi: F ia ta l ä e tek  in d u ló ja . 
Publishing House of the Academy of Sciences, 
Budapest. 1963, 634 pp.
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generalizations, and in te rp re t th e  facts and 
th e  relationships revealed. T h e  w ealth  o f  m a
terial in  th e  book by no m eans im plies a pos
itiv is t m ethod  th a t loses itse lf in  details . H e  
shows how  th e  social and literary  conditions 
o f  th e  epoch determ ined  A ttila  József’s con
ception o f  life  and h is in itia tio n  in to  poetry  ; 
he gives a survey o f  th e  first p a rt o f  th e  
T w enties, a period  w hich had  been ra th e r 
neglected u n til now, from  th e  p o in t o f  view o f 
literary  scholarship. H e  also shows A ttila  
József’s connections w ith  w orld  lite ra tu re . 
H is ab ility  to  see relationships and h is pre
cision o f  appraisal give great au then tic ity  to  
his guidance. T h is  also applies to  his analyses 
o f  th e  poem s, providing a sym pathetic 
fram e fo r th e  in teresting , poetical figure o f  
A ttila  József, sta rting  as a child  prodigy.

T h e  study  o f  Ervin G yertyán* em pha
sizes József’s claim  to  universality, based on 
his striv ing  to  express th e  idea o f  social jus
tice and  th e  feelings and in stinc ts o f  m odern  
m an in  th e  lig h t o f  th e  re la tionships o f  the  
period , show ing th e  influence o f  problem s o f  
H ungarian  society. I t  m akes am ple use o f  
research findings o f  th e  p ast few years, b u t 
i ts  em phasis is on new ideas and observations. 
H is  polem ics question earlier evaluations o f  
th e  poet, n o t in  irresponsible m anner, b u t 
on th e  basis o f  w ell-founded and convincing 
analysis. T h e  au thor deals w ith  b o th  th e  na
tiona l and  th e  in te rnational significance o f  
th is  oeuvre. H e  sees A ttila  József as th e  p io
neer o f  a new age in  lyric  poetry . In  József’s 
poetry th e  idea o f  scientific socialism  is no t 
positively fo rm ulated  b u t becomes a poetic 
experience in  th e  sphere o f  feelings. T h is  
is new. T h ro u g h  József th e  role o f  H ungarian  
poetry  in  European cu ltu re  was transform ed, 
forecasting a new role fo r th e  H ungarian  peo
ple, th e  H ungarian  nation  in  European h istory . 
A ttila  József steps fo rth  in  th e  chain m ail 
o f  poetry  and  challenges a s till  unexplored, 
unprecedented w orld . H e  is n o t one o f  th e  
o ld  guard o f  great progressive in tellectuals

* Ervin Gyertyán: K öltőn k  és kora (Our Poet 
and his Age) Magvető Publishing House, Buda
pest, 1963, 376 pp.

who s till  has som eth ing  new  to  say under 
th e  auspices o f  th e  o ld ; he  is th e  artistic  
vanguard o f  a w orld-w ide social process.

O ne o f  th e  chapters in  G yertyán’s book 
discusses th e  rela tionsh ip  betw een A ttila  Jó
zsef and Freudism . T h e  au th o r argues w ith  
József Révai, whose study , József Attila prob
lémák ( “Some Problems in Connection with Attila 

József’)  claim ed th a t som e o f  A ttila  József’s 
w ritings sought to  reconcile Freudism  w ith  
M arxism . Y et a t th e  same tim e  Révai claim ed 
th a t  th e  lyric  poet A ttila  József was no t 
affected by Freudism . G yertyán, on th e  cont
rary, claim s th a t  Freudian ideas also found  
th e ir  way in to  his poetry  and proved fe rtile  
fo r h is a rt. A ttila  József’s view was opposed 
to  th e  rig id  rejection o f  such scientific facts 
as th e  existence o f  a subconscious sp iritual 
sphere where in stinc ts and im pulses had  a 
determ in ing  im pact on  hu m an  life . A ttila  
József needed to  draw  on m odern  psychology 
and Freudism , he needed to  assim ilate 
som e o f  its  elem ents poetically  so as to  
express m ore vigorously and  m ore au then
tically  th e  em otions and th o ugh ts o f  m odern 
w orking people.

György Som lyó, a poet and critic  fo r 
tw en ty  years, has published  a sym posium  
under th e  t it le  A költészet évadai* “ T he Sea
sons o f  Poetry .”  * H e, too , was a sort o f  child  
prodigy o f  literatu re. H is  fa th e r Z o ltán  Som 
lyó was an in teresting  representative o f  orig
in a lity  in  m odern  H ungarian  poetry . T he 
young Som lyó became involved w ith  lite ra
tu re, poetry  and literary  transla tion  under 
th e  paternal roof. A lthough he in herited  h is 
ta len ts fro m  his father, he found  his own 
tone and sphere o f in terests. Z o ltán  Som lyó 
cu ltivated  th e  decorative em otional im pres
sionism  o f  th e  beginning o f  th e  cen tury ; 
his son György considers th e  m odem  trends 
o f  in te llectualism  as his m odel, th e  in te llect 
searching fo r i ts  own laws. György Som lyó is 
a poéta doctus who is in te rested  in  th e  m ani
fo ld  aspects o f  th e  life  o f  th e  m ind , and th is  
is th e  m oving force in  his poetry. In  his last

* György Somlyó: A  költészet évada i. Magvető 
Publishers, Budapest. 1963, 376 pp.
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volum e, fo r instance, he  com m em orated the  
great figures o f  H ungarian  and  in ternational 
lite ratu re  and art in  a prodigious sonnet se
quence. H is volumes o f  essays also show an 
am azing breadth  o f  in terests. H e  has w ritten  
about Aragon and M ajakovsky, Shakespeare 
and V ictor H ugo, H ow ard  Fast, E luard  and 
Picasso, Jo lio t-C urie and T hom as M ann. H is 
activity  as a transla to r o f  poetry is also char
acterized by versatility . H e  excels p rim arily  
in  th e  in terp reta tion  o f  French poets, bu t 
recently he has also furnished p ro o f o f  his 
in te rest in  th e  E nglish  language field. H e  
published lately  a study  on m odern  Am eri
can poetry. T h e  problem s o f th e  a rt o f  tran s
la tion  constantly  occupy his m ind . As th e  
H ungarian  delegate to  th e  in ternational Po
etry  Biennale h e ld  in  Knokke (Belgium) in  
Septem ber 1963, he  expounded his theory 
on th e  problem s o f  transla ting  poetry.

In  his new volum e, Som lyó deals w ith  
w hat m atters m ost to  h im  b o th  as poet and 
reader. H e  defines th e  nature  and laws o f  
poetry, includ ing  specific poetic  works, giv
ing evidence o f  how  lyrical influences cross 
th e  frontiers from  various countries. W h at 
he has to  te ll us about his H ungarian  con
tem poraries, from  th e  standpo in t o f  th e  anal
ysis o f  id iom , is n o t to  be neglected by any 
h istorian  o f literatu re  whose field is th e  sec
ond th ird  o f  th e  2 0 th  century. Som lyó is 
especially fascinated by th e  problem  o f Euro
pean poetry, above all French poetry, insofar 
as its  lessons can be applied to  H ungary . In  
h is studies o f  th e  m asters o f  m odern  w orld 
poetry, o f  R im baud, Aragon, Rafael A lberti, 
Quasim odo, he is concerned w ith  how th e  
poet helps to  rediscover reality , life  and the  
soul and w hat th is  discovery consists o f  in  
its  im plications. T h is concern is also opera
tive in  his studies on René C harrol and 
Blaise Cendrars.

T h e  p a rt o f  th e  volum e w hich is bound 
to  elic it m ost discussion is th e  essay on crit
icism . T h is essay defends th e  poet who can
n o t regard th e  deficiencies o f  criticism  w ith  
an im personal, equable objectivity. H e  ob
jects to  th e  fact th a t  criticism  often  lif ts  the

w ork from  th e  w orld  o f  its  own law s and 
confronts i t  w ith  norm s w hich th e  au th o r 
m ay never have in tended  to  follow  and may 
n o t even acknowledge. T h is  m ethod , in  
Som lyó’s opinion, leads to  an im passe from  
th e  s ta rt. According to  his opponents, how 
ever, th e  issue is n o t qu ite  so sim ple. O f  
course i t  always proves fu tile  to  raise de
m ands based on norm ative aesthetics, on 
view points alien to  th e  a rtis t o r on  form al 
requirem ents to  w hich he does n o t sub
scribe. T here  is, however, a certain  yard
stick, which, w ith  all due respects to  creative 
freedom , measures the  success o f  th e  a r tis t’s 
aim s. T h is yardstick  is reality, th e  t ru th  o f 
life .

Som lyó also insists on ind iv iduality  o f  
criticism , and th is  is an absolutely rig h tfu l 
and tim ely  dem and, fo r too m any criticism s 
are im posed on th e  H ungarian  reader in  
w hich he can scarcely guess w hat effect th e  
analysed w ork really h ad  on th e  reviewer. O n  
to p  o f  a desert-gray im personality  we often 
encounter a sort o f  juggling w hich obscures 
th e  tru th  by evading an  unequivocal s ta n d ; 
from  th is  a so rt o f  “equilib rium ” criticism  
is produced, whose au tho r vanishes w ith o u t 
a trace, in  a ted ious sea o f  “ b u t,” “ how ever,” 
“on th e  one hand  and  on th e  o th e r” , “ s t i ll” 
and “no tw ith s tan d in g .”

A nother w ork  th a t  examines legends and 
reveals values is th e  study  by István N em es- 
kü rty  A magyar széppróza születése* ( “T he B irth  
o f  H ungarian  Prose”). T h e  epoch whose 
literatu re  he endeavours to  place am ong 
th e  acknowledged treasures o f  national cul
tu re  is heavy w ith  th e  fa ta l tu rn  o f  H unga
rian  h istory . In  th e  w estern and  southern  
parts o f  th e  country, a golden age, a renais
sance o f  culture  h ad  m atu red  great m asters 
before th e  collapse o f  th e  H ungarian  King
dom , w hich had  been regarded as a signif
ican t force u n til  th e  H apsburg  Em perors, 
th e  Princes o f  T ransylvania and th e  T u rk ish  
invaders installed  them selves in  H ungary  fo r

* István Nemeskürty: A  m agyar szép p ró za  s z ü 
letése. Szépirodalmi Publishers, Budapest. 1963. 
305 pp.



BOOKS AND AUTHORS
a  century and a half, and took  trib u te  from  it. 
A ll th ree  parts o f  th e  country were to rtu red  
by w ar: a ll th e  streng th  o f  th e  population  
was spen t on  continuous preparedness. Both 
th e  m aterial and th e  sp iritual cultures de
clined. T he im petus o f  developm ent in  the  
previous century, w hich had  m ade th e  crea
tio n  o f  a H ungary  independent o f  th e  m ore 
advanced European countries seem im m i
nent, suffered a grave setback. L iterary schol
ars have collected lit t le  m aterial on  th is 
sorrow ful era. O r, perhaps, i t  w ould be m ore 
correct to  say th a t th e ir o rientation  has been 
one-sided. T hey  have dealt w ith  th e  poetry 
o f  th e  defensive w ar against th e  T urks, o f 
in te rn a l dissension, o f  the  p ro testan t move
m ents th a t  were developing in  th e  wake 
o f  w estern European forerunners. From  
th e  s tandpo in t o f  genre and form  th is 
m aterial was th e  resu lt o f  th e  first great 
upsurge o f  H ungarian  poetry and a t th e  
same tim e  an  au then tic  source o f  refer
ence fo r the  h isto ry  o f  th e  tim e. H ungarian  
prose literatu re  was also born  during  th a t 
period under the  pressure o f  the  hard  tim es 
th a t endangered the  existence o f  th e  n a tio n ; 
i t  played a significant p a r t in  th e  struggles o f 
th e  Reform ation.

T h is is one reason why th a t period in  l i t 
erature fe ll in to  neglect. In  H ungary , as 
elsewhere, th e  advance o f  P ro testan tism  was 
m et w ith  a fanatical persecution by th e  
counter-reform ation. Backed by th e  H aps- 
burgs, th e  Catholic C hurch, w hich had lost 
ground for decades, began to  wipe ou t th e  m a
terial and sp iritual results o f  th e  R eform a
tio n  th rough  th e  m ost b ru ta l m ethods.

T h e  strong an ti-P ro testan t tendency la te r 
on  also influenced literary  scholarship and 
persisted  as a n o t ineffective tren d  even in  
th e  first p a r t o f  th e  2 0 th  century. In  add ition  
to  religious and  political intolerance to 
w ards th e  ideas o f  th e  R eform ation, th e  fact 
th a t  th e  prose w riters o f  th e  16th centry 
le ft no novels o r  sho rt stories to  posterity , 
was another factor con tribu ting  to  th e ir neg
lect. N em eskürty  adm its freely th a t H u n 
gary produced no works a t th a t tim e  com 

parable to  th e  stories o f  Bandello o r M arga
re t o f  Navarre, o r to  th e  novels o f  Rabelais. 
In  th e  years w hen Shakespeare was w riting  
his great tragedies, M ontaigne h is essays and 
C ellini h is autobiography, th e  H ungarian  
people were being besieged by T u rk ish  ar
m ies and  d iv ided by in te rn al po litica l and 
religious conflicts; th e ir  literary  representa
tives were w riting  poetry  on  a h ig h  level, 
b u t apart from  th a t  they  could  only assert 
th e  adap tab ility  o f  th e ir  language in  tran s
lations, in terp reta tions o f  European fiction, 
and th e  d ra ftin g  o f  serm ons and historical 
chronicles.

T h e  com parative backwardness o f  these 
a ttem p ts  does no t, however, detract from  
th e ir  significance. T h e  influence o f  th e  prose 
o f  th e  16 th  century m ade its e lf  fe lt in  the  
centuries th a t fo llo w ed , and  even in  th e  
language o f  such m odern  w riters as G yula 
K rúdy and  László N ém eth . N o t con ten t 
w ith  th e  analysis o f  influences in  th e  h isto ry  
o f  literatu re, N em eskürty  seeks to  answer 
th e  question  w hether th is  body  o f  literary  
trad itio n , so long lo st in  th e  haze o f  the  
past, m u st necessarily rem ain outside  o f  the  
contem porary reader’s sphere o f  in terest. In  
o th er w ords, he is no t only looking fo r a 
po tion  against th e  forgetfulness o f  scholars, 
b u t is also considering th e  dem ands o f  the  
public. H e  examines th e  transla tion  m ethods 
o f  th e  authors, th e  efFects borrow ed from  
European literatu re  and popular sources, and 
th e  storehouse o f  expressions, sim iles and 
com m on sayings in  H ungarian  prose, s ta rt
ing  w ith  th e  inspiration  o f  th e  Renaissance 
b u t tak ing on a P ro testan t tinge th a t  len t 
th e  language o f  prose a quality  o f  edification 
and  m oral refinem ent. H e  also outlines the  
social background, b u t he never constructs. 
H e  draws his conclusions consistently  on th e  
basis o f  th e  works o f  th a t  tim e, w hether 
transla ted  from  Latin , Greek or Germ an, or 
born o f  original inspiration .

$
An in teresting  b ibliography brings us 

from  th e  d is tan t past to  th e  present. U nder
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th e  t itle  Ötven könyv ( “ F ifty  Books”)* th e  Bu
dapest Szabó Ervin  L ibrary publishes an an
no tated  lis t o f  Eastern European novel. T he 
significance o f  th is  enterprise can only be 
evaluated in  th e  lig h t o f  past om issions. 
In  th e  period  betw een th e  tw o W o rld  W ars, 
i t  was only in  th e  rarest cases th a t H ungarian  
publishers undertook to  transla te  th e  authors 
o f  th e  Eastern European countries. T h e  rea
son, a t least in  general, is w ell k n o w n : A fter 
W o rld  W ar I  th e  relations betw een th e  D an
ube countries were poisoned by a suspicious 
and even vindictive nationalism . O n  b o th  
sides there  were courageous people who ad
vocated m utual understanding and  a pro
gram  o f  rapprochem ent, and tr ie d  to  break 
th rough  the  insu larity  o f  chauvinism . T hose 
efforts deserve all respect, b u t th e ir  sole re
su lt was th e  fo rm ulation  o f  fu tu re  tasks. 
László N em eth , fo r instance, sta ted  a t the  
beginning o f  th e  Forties th a t  th e  value o f 
H ungarian  literatu re  could only be correctly 
in te rp reted  as a p a rt o f  its  n a tu ra l surround
ings, Eastern Europe, whose peoples and  l i t 
eratures, despite all differences, had  passed 
th rough  sim ilar phases o f  developm ent. T he 
popular bibliography o f  “Fifty Books” strives 
to  m ake th e  relationship  betw een H ungarian  
and neighbouring literatu res a p a r t o f  H u n 
garian literary  com m on knowledge. T h is is 
no easy task, fo r i t  necessitates first o f  a ll the  
neu tra lization  o f  m any centuries o f  false
hoods or h a lf-tru th s .

Since the  l7 7 o ’s, H ungary  has been proud  
to  base its  sp iritual and literary  progress 
on th e  exam ple o f  W estern  Europe. Part o f  
our public  subconscious accepts th e  classics 
o f  W estern  lite ra tu re  as i ts  criterion . Few 
people feel th e  w arm th  o f  th e  com m on 
foundry  w hich sm elted  th e  works o f  a rt o f  
nations w hich were p layed against one an
o th er fo r so long. T h e  general pub lic  w ill 
acknowledge one o r ano ther w riter b u t is 
n o t aware o f  th e  in tricate  system  o f  relation
ships, o f  backgrounds, in  o th er words, o f  all

* Ötven könyv, Municipal Szabó Ervin Library, 
Budapest, 1963, 168 pp.

th a t is indispensable to  a fu lle r understand ing  
o f  ano ther na tion ’s lite ra tu re . For instance, 
a lthough  H asek, öapek and  R eym ont 
achieved popularity  in  H ungary , th e ir  novels 
d id  no t arouse curiosity  about relationships 
w ith  Czech or Polish lite ra tu re  o r about th e  
w ritings o f o th er Czech and Polish authors. 
T h e  “Fifty Books” is an a tte m p t to  m ake 
u p  fo r these inadequacies. T h e  num ber fifty 
is an indication  o f th e  ed ito r’s aim  a t a care
fu lly  considered selection. W h a t appears to  
be a lim ita tion , in  reality  renders service to  
popularization  o f  th e  literatu res presented. 
T h e  best way to  regain th e  confidence and 
in terest o f  readers is to  propagate th e  very 
best, the  representative values. T h e  practice 
o f  publishers and critics in  th e  F ifties has 
m ade th is  necessary. A t th a t  tim e th e  works 
o f  authors in  th e  People’s Dem ocracies were 
autom atically  welcom ed in  th e  H ungarian  
press w ith  unanim ous deligh t. T h e  m ain 
criterion  o f  th e  reviews was very often  th e  
subject m atter. W h a t was decisive was no t 
th e  in trin sic  literary  value o f  th e  works b u t 
th e  type  o f  problem s they  described. T h e  
purpose o f th e  reviews a t th a t tim e  was to  
stress th e  p o in t th a t  th e  people and  th e  so
ciety o f  th e  b ro th e r countries had  th e  same 
problem s as we d id .

T h e  editors o f  th e  bibliography have 
m ade a good selection from  th e  past six years’ 
poten tialities. T h ey  have been careful to  
pass on  valuable works to  th e  reading pub
lic. T h is  does no t, o f  course, m ean th a t no 
gaps are le ft. T h e  successful Polish  novel 
Ashes and Diamonds, th e  film  version o f  w hich 
has become w orld-fam ous, is an exam ple 
o f  th e  values excluded by th e  rig id ity  and 
vulgarizing w hich characterized literary  po l
icy in  th e  past. T h is  rem arkable novel by 
Jerzy A ndrzejew ski came ou t in  1948, b u t 
th e  H ungarian  p ub lic  was only to  hear o f  
i t  fourteen  years later. T h e  stories o f  Panait 
Is tra ti also appeared very belatedly, and so 
d id  th a t  excellent book by T adeusz Breza, 
The Bronze Gate. T h e  num ber o f  examples 
could  be m u ltip lied ; b u t i t  is m ore im por
ta n t  to  draw  useful conclusions. T h e  tim e
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seems to  have come fo r a sober, w ell-bal- 
ancedre-exam inationof E astern European l i t 
erature from  th e  view point o f  today.

*

Since th e  Budapest In s titu te  o f T heatre  
H isto ry  has been publish ing  a useful and 
in teresting  ed ited  series o f  sta tem ents and 
analyses o f  roles by fam ous 2 0 th  century 
stage d irectors and  actors o f  th e  whole w orld, 
we have increasingly fe lt th e  absence o f  a 
sim ilar enterprise concerning H ungarian  th i -  
atre  a rtis ts . For a long tim e  no m em oirs by 
H ungarian  actors o r studies by H ungarian  
stage directors have appeared. N ow , a t last, 
we find a prom ising  sta rt. T h e  discussions 
by  th e  actors T am ás M ajor and Ferenc Bes
senyei o f  roles in  Brecht’s Galilei, Shake
speare’s Macbeth and  László N em eth ’s Á tu ta 
zás ( “T h e  Voyage”), th e  essay by Lajos Básti, 
Mire gondolsz, Ádám? (“ W h at Are You T h in k 
ing, A dam ?”), on  h im self in  th e  leading role 
o f  Im re M adách’s Tragedy of Man, and  on the  
play itself, help to  create a sparkling a t
m osphere o f  public  discussion about atelier 
problem s. A nd now a book by the  m ost rec
en t and perhaps th e  best H ungarian  H am let, 
M iklós G ábor,*  has come ou t. I t  w ould 
appear from  these studies o f  Shakespeare 
th a t  G ábor also knows th e  a r t o f  w rit
ing . H e  expresses his ideas precisely and 
cogently. H is style is no t problem atic. W e 
feel in  every paragraph th a t  Shakespeare has 
been his experience, a challenge and an edu
cation, in  w hich th e  m ost exciting issues o f  
h is career as an actor have been condensed. 
T he book has th e  great m erit o f  originality . 
G ábor is no t content to  tw ine a w reath  o f  
m em ories. H e  has an extensive knowledge 
o f  Shakespeare’s w ork and even engages in 
debate w ith  such Shakespeare scholars as

* Miklós Gábor: Tollal (Pen in Hand). Szép- 
irodalmi Publishers, Budapest, 1963, 297 pp. A 
passage of the book has been published in Vol. V, 
No. 13 of The New Hungarian Quarterly.

M ilán  Füst*  and M arcel Benedek. Is he in  
th e  rig h t?  T o  judge th is  we m u st see h im  in 
Titus Andronicus and  Measure fo r  Measure, th e  
plays where he takes exception to  th e  trad i
tiona l view. H e  estim ates these w orks m ore 
h ighly th an  th e  others. Surely each epoch 
lends i ts  ow n tra its  to  th e  classics. Shake
speare is now understood d ifferently  from  
th e  way he was understood  in  th e  past. 
F rom  tim e  to  tim e i t  is necessary to  re-ex
am ine o ld  values, and  we shou ld  welcom e 
th is  w hen i t  is done. O f  course th ere  are 
some th o u g h ts  am ong G abor’s com m ents 
w hich give rise to  discussion. W hen , fo r in 
stance, he compares Shakespeare’s clowns 
w ith  th e  characters o f  Beckett and Ionesco, 
he seems to  be fo rgetting  th a t  th e  use o f  th e  
grotesque and th e  absurd to  b last reality , to  
project a so rt o f  unreality , is alien to  th e  
wry w isdom  o f  Shakespeare, to  th e  affirm a
tio n  o f  life  w hich pervades even his d isen
chan tm en t.

An im p o rtan t feature o f  G abor’s book is 
his analysis o f  th e  role o f  H am le t, th rough  
w hich we understand  de ta il by deta il w hat 
his considerations were in  bu ild ing  up  w hat 
has probably been th e  finest in terp reta tion  o f  
h is career. H ere again emerges—there  is no 
avoiding it—th e  m uch discussed, eternal ques
tio n  o f  th e  re lationship betw een spontanei
ty  and consciousness, in sp iration  and in te l
lect. Does th is  deta iled  analysis prom ote  a 
good perform ance ? Does no t th e  insistence on 
a certain  view point, th e  exhaustive exam
ination  o f  d ram atic  situations tram m el the  
free flight o f  talen t?  G ábor has an answer to  
theSe and  sim ilar m isgivings. For G ábor th e  
knowledge and intensive study  o f  the  relation
ships betw een th e  play and th e  characters are 
prerequisites to  good acting. W ith o u t being 
ostentatious about his e rud ition  he  refu tes 
those actors who—it is d ifficu ltto  guesswhy— 
consider a d isdain  o f  knowledge one o f  th e  
tradem arks and safeguards o f  ta len t.

* See his essay on Shakespeare’s works in 
Vol. V., No. 13 of The New Hungarian Quarterly.
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By coincidence I  came upon tw o first novels 
a lm o st a t th e  sam e tim e : one o f  th em  has 
already draw n in ternational a tte n tio n ; th e  
o th er w ill probably come o ff th e  press about 
th e  tim e  these notes are published . Jorge 
Sem prun, a Spaniard in his late  th irties 
who writes in  French, is th e  au tho r o f  Le 
Grand Voyage*, w inner o f  th is  year’s For- 
m en to r Prize. T h e  o th er first novel, The 
Sun’s Attendant**, is by Charles H aldem an, 
a n  unknow n E nglish  au thor. T h e  tw o 
w orks m ust have been w ritten  sim ulta
neously, and a lthough  th e  tw o authors could 
n o t possibly have know n each o ther, th e ir  
w orks show som e fundam ental sim ilarity .

In  Le Grand Voyage, Sem prun te lls  h is own 
sto ry . T he tit le  indicates th e  fram ew ork— 
five days and five n igh ts spen t w ith  119 
o th e r people jam m ed in to  a cattle-truck , 
travelling fro m  a prison cam p a t Com pi- 
egne to  th e  concentration cam p a t Buchen
wald— and at th e  same tim e th e  subject rriat- 
te r :  th e  life o f  th e  hero and th e  long journey 
th a t everyone m u st travel in  order to  under
s tan d  his relationship  to  h is fellow  m en and 
th e  w orld . In  order to  in te rp ret b o th  inner 
a n d  ou ter tru th , Sem prun has focused his 
sto ry  on a tim e and place when m an is m ost 
abandoned and dependent and  where con

* J. Semprun: Le Grand Voyage, Gallimard, 
1963.

Ch. Haldeman: The Sun's Attendant, J. 
Cape, 1963.

scious resistence-fighters and  chance v ictim s 
together passed th ro u g h  th e  g rind ing  m ill
stones o f  N azi bestia lity . A nd  fo r his fu ll 
exposure he  has chosen a technique w hich 
m ig h t seem m ore suitable to  concealing th an  
to  reveailing th e  tru th .

H e  applies th e  achievem ents o f  th e  m od
e m  novel sim ultaneously : P roust’s and 
Joyce’s techniques are used by h im  w ith  as 
m uch  facility  as are th e  m ethods o f  the  
nouveau roman. M oreover, his lite rary  sig
nificance consists precisely in  h is ab ility  to  
overcome th e  usual m yopia o f  innovators 
in  regarding technique as an end in  itse lf. 
For h im , technique is only th e  m eans o f  ex
pression, o f  advancing h is message w ithou t 
using brakes. In  his novel he legalizes th e  
new techniques and brushes away those su
perfluous and som ew hat rid icu lous argu
m ents about w hether th ey  are adequate to  
reflect hum an reality . W ith  th e  assurance 
o f  th e  artist, he proves th a t  M oliere 's p roud  
reply to  th e  charge o f  plagiarism  (“ W h at I 
need I  take w here I  find i t !”), i f  i t  once held  
good o f  them es, is increasingly tru e  o f  th e  
m eans today. Free association o f words and 
ideas? M inute  descrip tion  o f  objects instead  
o f  psychic processes? W e know  where such 
m ethods have originated. A nd yet they  un 
doubted ly  belong to  Sem prun, fo r th e  has ap
propriated  th em  w ith  th e  assurance o f  th e  
creative a rtis t.

I t  is a curious fact th a t late ly  non-French
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authors w riting  in  French have incorporated 
the  latest achievem ents o f  th e  m odern  novel 
in  th e ir works b u t have stepped beyond vari
ations o f  fo rm . T o  take tw o exam ples o f  re
cent fiction, novels by Fereydoun H oveyda 
and Anna Langfus have th e  same tendency, 
th ough  to  a d ifferent degree o f  deliberate
ness, as Sem prun’s whose achievem ent is th e  
greatest so far. W ith  Sem prun, free associa
tion  is never a playful indulgence, ju st as i t  
isn ’t  “free” in  th e  gratuit sense o f  th e  w ord. 
Past, p resent and fu tu re  are interlocked in 
th is  novel r ig h t from  th e  s ta rt. H e  looks 
back on th e  happenings o f  his you th—the 
em igration during  h is childhood, th e  ups and 
downs o f  his adolescence, th e  struggles o f  
th e  Resistance and th e  sufferings in  jail—  
and forw ard in to  th e  fu ture  fro m  th e  view
p o in t o f  th e  journey. T h is , however, is th e  
recent past from  th e  view point o f  th e  narra
to r :  th e  life in  th e  cam p and th en  liberation, 
th a t curious, painfu l process o f  adapting  one
se lf to  liv ing  free am ong free people. H e  
sets h im self th e  a im  o f  fo rgetting  in  order 
to  reconstruct. A nd th is  novel, one o f  the  
finest literary  m onum ents ever erected to  
th e  anti-Fascist Resistance, is th e  resu lt o f  
such “forgetting” or, in  o ther words, liftin g  
experience from  th e  em otional level in to  the  
sphere o f  harm onious th o u g h t and senti
m ent.

Form entor prizes are usually  awarded to  
w riters w ho explore new paths, and there  
has been a tendency to  reward experim ent in  
fo rm  ra th e r th an  novelty o f  con ten t. In  be
ing awarded to  Jorge Sem prun, th is  prize  has 
risen in  standard . T hough  Sem prun has m ade 
m any innovations in  th e  process o f  creat
ing h is own, personal style, his forem ost 
achievem ent is w hat he manages, probably be
cause o f  these m eans, to  convey to  th e  reader. 
Losing th e  m eaning o f  life  and rew inning 
i t  th rough  th e  so lidarity  o f  m an is his p rin 
cipal message; its  herald, th e  “gars de Se- 
mur," who by chance is his com panion on 
th is  d readful journey and  who dies in  h is 
arm s shortly  before arriving a t Buchenwald, 
goes in to  one o f  th e  m ost m eaningful sym 

bolic figure o f  m odern  lite ra tu re . U p to  now 
life  had  m eant exile and anti-Fascist struggle, 
fighting N azism  as a maquisard and  as a p ris
oner in  th e  so litude  o f  h is cell and in  th e  
torture-cham ber. A t th e  m om ent th e  door 
o f  th e  cattle -truck  slides sh u t on  h im , as he 
is deprived o f  any chance o f  action, life  be
comes em pty  and devoid o f  m eaning. T h e  
h ighly  in te llectual central character regains 
his in te rest in  life  th ro u g h  th e  practical 
“gars de Semur,” whose v ita lity  and  genuinely 
selfless com radeship ties h im  th o  th e  fight
ing and suffering o f  th e  o rdinary  people, to  
th e  rem em bered experience o f  h is ow n p ast 
life  and  to  th e  m em ory o f  th e  dead. A ll 
th is  is concentrated in to  th e  las t w ords o f  
th e  gars de Semur before his sudden  d ea th : 
"Ne me láche pas, mon vieux.” T h e  m anifo ld  
m eaning o f  these few  words m ay ind icate  
how  carefully every deta il is balanced w ith in  
th e  fram ew ork o f  w hat appears to  be a freely 
ram bling  p lo t. E vidently  th is  was th e  au
th o r’s in ten tion , consistently  carried ou t. Suf
fice i t  to  m ention  how  th e  au tho r illu m in 
ates his own situation—th a t  o f  th e  Spanish 
em igre liv ing  in  France—th ro u g h  flashing 
images in  o rder to  create in te llectually  as 
w ell as em otionally  a p ictu re  o f  national 
p ride  com plem ented  and  intensified by an 
in te rnationalist com m itm ent and  sense o f  
du ty , Resistance, th e  fight against N azism , 
is n o t only a personal b u t also a national 
struggle and particularly  so fo r a Spanish rev
olutionary. In  th is  struggle he finds h im 
se lf side by  side w ith  th e  persons from  m any 
o ther nations—all those who, indiv idually  
o r collectively, say no to  Fascism —and  in  
opposition to  all indiv iduals o r com m uni
ties th a t  accept o r p u t  up  w ith  Fascism.

W ith  po litica l m atu rity  and  clear-sigh
tedness Sem prun has created m em orable 
characters and situations whose sculp tured  
images m erge w ith  th e  reader’s own experi
ences. N o  nationality  becomes stereotyped: 
In  th e  G erm an he sees n o t only his to rtu re r  
b u t also H ans, th e  self-sacrificing maquisard, 
and  th e  p rison  guard who, fu ll o f  doubts 
and  w ith o u t hope, is m ore desperate and

*93
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lonely th an  th e  prisoner in w hom  he confides. 
T he Frenchm an is n o t only th e  conscious 
and clever resistence-fighter b u t also th e  in 
different m an, th e  collaborator and the  
black-m arketeer. T hroughout, th e  au thor is 
able to  give a rich  p icture o f  life ’s complex
ity . As a resu lt he brings one o f  th e  m ost 
significant questions o f  N azism —the con
centration cam ps and th e  Jews— into  th e  
forefront w ithout treating  i t  exclusively from  
a hum anistic  p o in t o f  view b u t liftin g  i t  
on to  th e  level w here i t  actually  belongs: th e  
political level o f  th e  struggle betw een Fas
cism  and anti-Fascism e, where he m akes i t  
obvious th a t th e  sufferings o f  th e  Jews are 
only a p a rt o f  th e  suffering o f  m an k in d . From  
each aspect, th is  is a beautifu l, rich  and 
brillian tly  w ritten  novel.

H aldem an’s novel is fa r from  the  artistic  
accom plishm ent th a t Sem prun’s represents. 
In  The Sun’s Attendant one feels th e  desire 
fo r stylistic  innovation to  have been too de
liberate—a tendency w hich often  lessens the  
in te llig ib ility  or, rather, readability . T he 
sty listic  games ten d  to  overshadow th e  real 
aim . W hile one is aware th roughou t th a t the  
w riter has exceptional gifts, one is also con
fron ted  a t tim es w ith  a fealing o f  confusion ; 
th e  w riter seems still to  be try ing  h is wings. 
T h e  novel is in  th e  form  o f  a diary, a pecu
lia r one in  th a t  i t  changes from  past to  pres
en t events and vica versa w ithou t transition , 
develops in to  an epistolary novel, th en  takes 
on a jog-saw patte rn , rem iniscent o f  Dos Pas- 
sos. Included w ith  all th is  are frequent 
dream -insets recalling Freud and Joyce. I t  is 
evident th a t th e  p lanning has been careful, 
for these elem ents com bine to  create an im 
pression o f  harm ony.

T h e  story its e lf  is rem arkable, especially 
fo r th e  H ungarian  reader, in  m any respects. 
T h e  hero, S tefan Briickman, son o f  a H u n 
garian gipsy fa ther and a G erm an m other, 
spends th e  early years o f  his life  in  a gipsy 
caravan. In  an accident from  w hich he 
makes a m iraculous escape he loses b o th  his 
parents, and he is taken  in  by h is grandpar
ents, who are gipsies living in Budapest.

W hen , la te r on, th ey  cross th e  A ustria  bor
der on  th e ir  way to  a fair, th e  N azi au tho ri
ties take th e  boy from  th em  as being o f  G er
m an orig in  and  consign h im  to  th e  care o f  
his G erm an relatives. A lienated by th e  cold 
hostility  o f  these people, S tefan longs for 
th e  cosy w arm th  o f  th e  gipsy com m unity  
and m akes contact w ith  G erm an gipsies, 
w ith  w hom  he is finally deported  to  Ausch
w itz. H ere he experiences an a rden t friend
ship w ith  a boy, H annes, one th a t  develops 
possibly to  th e  p o in t o f  love and eventually 
causes the  death  o f  his friend . Escaping afte r 
th e  defeat o f  Germ any, he becomes a D P 
and  comes to  know  unbounded loneliness. 
H is  rem aining “outside” is never m itigated , 
e ither by his years in  th e  U n ited  S tates as 
th e  adopted  son o f  a forester o r by a storm y 
in te llectual and  sensual life  in  Paris. H e  
is draw n back to  Germ any, to  H eidelberg, 
where he falls in  love w ith  Barbara, whose 
husband, Paul Greer, a poet, had  com m itted  
suicide w hile s till  a young m an. W ith  her, 
S tefan relives th e  H annes-Lockow and ad 
venture on a new  plane, fo r Barbara is separ
a ted  from  h im  by her m em ory o f  her hu s
band and by Georg Loh, th e  publisher o f  his 
works and a reincarnation o f  Lockow andt, 
th e  m an who k illed  H annes ou t o f  jealousy. 
H e  has to  go th rough  a ll these experiences 
before he is able to  m aster w hat he h im self 
regards as his principal weakness. T he finale 
is a fairy-tale, to ld  by an o ld  gipsy, w hich 
Stefan dream s to  th e  end, to  th e  p o in t o f  
raising th e  hope, in  Stefan as well as in  th e  
readers, th a t finally he m ay find a way to  the  
hum an heart and hum an society, to  h im self 
and to  Barbara.

T he m ain detraction  o f  th e  novel is the  
au th o r’s failure to  portray  h is hero tangibly. 
But th is  weakness is com pensated by num e
rous strong p o in ts : th e  m agic yet realistic 
account o f  a gipsy childhood, w ith  elem ents 
o f  H ungarian  gipsy folklore, sligh tly  dis
to rted  th rough  th e  passage o f  t im e ; the  Ger
m an N azi w orld  viewed th rough  a ch ild ’s 
eye and reproduced w ith  extraordinary pre
cision; th e  concentration camp as experi
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enced and rem em bered by an adolescent; and 
last b u t n o t least, life  and  love in  H eidel
berg—no t so m uch Stefan’s love for Barbara 
as Barbara’s love for Paul, in to  w hich is com 
pressed nearly all the  to rm enting  contradic
tions o f  th e  post-w ar G erm an psyche—w hich 
culm inates in  Pau l’s unm otivated, yet logi
cal, suicide.

T h e  au thor calls h is novel a “d ip ty ch ” 
and actually divides i t  in to  tw o d istin c t 
pa rts : th e  diary record o f  p ast events and 
th e  story o f  th e  hero during  and afte r th e  
tim e w hen he w rote th e  diary. In  the  la tte r 
part, he uses every expedient available to  a 
w rite r: poem  and tale, dream  and dialogue, 
le tte r and quotation . T h is variety o f  means 
he uses to  convey a message th a t unfolds 
steadily and clearly tow ard  its  conclusion in 
th e  final ta le : m an’s responsibility  fo r his 
own past and his own actions. I f  he wants to

repudiate  his past, and trie s to  break  w ith  
i t ,  he w ill suffer an irreparable loss.

I t  is a t th is  p o in t th a t  H aldem an m eets 
Sem prun. For b o th  o f  them , th e  hegem ony 
o f  form  is secondary and serves solely to  
proclaim — at different levels o f  deliberate
ness and craftsm anship— m an’s responsibility  
fo r his actions, fo r his past, p resent and fu
tu re. H aving been trea ted  to  so m any literary  
actes gratuits in  recent years, one is greatly  re
lieved a t th e  s igh t o f  th e  reawakening o f  such 
responsib ility .

Sem prun and H aldem an  are synthesists 
ra th e r th an  innovators, and th e ir  success i t 
se lf provides a new  p o in t o f  departure. They 
trea t th e  question  o f  form  in  a novel m anner. 
A nd if, in  th is  respect, they  are th e  succes
sors o f  a good m any artists , i t  is certain  th a t 
they  w ill becom e th e  predecessors o f  even 
more.

Péter  N agy
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THE INVISIBLE THEATRE

H ungarian  broadcasting is generally con
sidered to  have a strong literary  bias. T h is 
repu ta tion  is largely due to  th e  fact th a t 
th e  three  H ungarian  program s tran sm itted  
in  a to ta l o f  34 hours daily  m ainly  include, 
in  add ition  to  th e  obligatory lig h t and classi
cal m usic, item s contribu ted  by  w riters. 
A lthough p a rtly  composed o f  news releases 
and  educational, scientific and  school prog
ram s, th e  m ajor p a r t o f  these have a l i t 
erary character: lectures, poetry , ta lk s, fea
tures, debates and, las t b u t n o t least, dram a
tic  transm issions. In  th is  la tte r  category there 
is a great variety o f  plays, adaptations, radio 
stories and o th er features, one o f  w hich, a 
structurally  independent program , I p ro 
pose to  review  here—the R ad io  T hea tre .

T h is  program  has set its e lf  th e  task  o f 
presenting  only original radio plays, a p rin 
ciple fro m  w hich i t  deviates only fo r th e  
sake o f  adapting—b u t rarely— some particu l
arly  im p o rtan t stage play  fo r th e  radio .

T h e  R adio  T h ea tre  has one first-n igh t 
every week. T h is  figure does no t, o f  course, 
include repeat perform ances o f  earlier plays 
(each perform ance is generally repeated  tw o 
to  five tim es), matinees fo r ch ild ren , d ram a
tic  adaptations, features, scenes, dialogues 
and  parts o f  plays such as o th er program s 
broadcast every week. C om pared w ith  th e  
great num ber o f  these la tter, one first-n igh t 
a week m ay n o t appear very m uch, b u t u n 
der H ungarian  conditions th e  figure is sig

nificant. According to  da ta  com piled by th e  
d ep artm en t responsible fo r public  opinion 
tes tin g  in  th e  H ungarian  R adio , 400  to  700 
thousand  people listened  to  each radio  play, 
and  in  th e  case o f  particu larly  in teresting  
perform ances th e  figure som etim es exceeds 
even th e  one-m illion  m ark . Considering 
th a t  H ungary ’s to ta l population  is only a 
l i t t le  m ore th a n  ten  m illion , i t  w ill be obvi
ous th a t th e  presentation  o f  a radio  play 
affects a considerable p roportion  o f  th e  
people.

U nder th e  circum stances i t  is easy to  un 
derstand why th e  R adio T heatre  devotes th e  
greatest care to  th e  quality  o f  th e  perform 
ances, th e  m ore so as th e  popularity  o f  radio 
plays has suffered lit t le  in  H ungary  fro m  th e  
spread o f  television. T h is  can p a rtly  be as
cribed to  th e  fact th a t  television is s till  find
ing  i ts  way in  H ungary  and  w hile qu ite  a 
few H ungarian  T V  plays have already achiev
ed in te rnational success, th e  specific fea
tu res o f  th e  genre have n o t yet really  emerged 
there . A nother reason fo r th e  v ita lity  o f  th e  
radio play as a dram atic  fo rm  m ay be dis
covered in  th e  su itab ility  o f  radio  transm is
sion fo r m odern  thea trical effects, a circum 
stance w hich has induced a num ber o f  d ram 
a tists  all over th e  w orld  to  sh if t a p a r t 
o f  th e ir  activ ity  to  th is  m edium . T h e  radio 
plays o f  D ü rrenm att, M ax Frisch, G ünther 
E ich, Sam uel Beckett, H e in rich  Boll, D ylan 
T hom as and  o thers are very popular w ith
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the  H ungarian  public , and a growing n u m 
ber o f  H ungarian  dram atis ts  have also tu rn 
ed  to  th e  radio  late ly  as a m eans o f  d ra
m atic  expression.

T h e  R adio  T heatre  m u st always take 
in to  account th e  w ide differences in  th e  cul
tu ra l level o f  i ts  audience and  th e  h igh  p ro 
p ortion  o f  those—especially in  th e  country 
—whose contact w ith  dram atic lite ra tu re  has 
m ianly been th rough  th e  in term ediary  o f  
radio . T he requirem ents o f  th is  group oblige 
th e  radio to  perform  a k in d  o f  educational 
work, w hich is done by m eans o f  presenting 
th e  classics o f  w orld  literatu re  w ith in  th e  
fram ew ork o f  a regular program . (For exam
ple, a Shakespeare cycle has been on in  the  
radio  fo r several years, w ith  H u ngary ’s o u t
standing directors p u ttin g  on original and 
special radio productions o f  th e  plays.)

I t  is also th e  in ten tio n  o f  th e  R adio  T h e
atre to  open a w indow  on  contem porary dra
m atic  lite ra tu re  abroad. I t  aim s a t acquaint
ing  th e  audience w ith  th e  theatrical trends 
now prevalent in  Europe and elsewhere, 
b o th  in  the  socialist and non-socialist coun
tries. T h e  task  being one o f  inform ative char
acter, i t  also follow s th a t th e  R adio T h e
atre cannot align itse lf w ith  any one extreme 
tren d  b u t should, so far as possible, survey 
th e  achievem ents and ou tstand ing  works o f  
every tendency. I t  m ig h t be added  th a t in  
th e  years preceding th e  Second W orld  W ar 
(and to  some extent in  th e  years follow ing 
it), th is  w ork o f  in form ation  had  no t been 
very com plete ; th e  theatres have had  to  make 
u p  fo r m any deficiencies in  th e  presentation  
o f  recent dram atic trends and ou tstand ing  
plays. T h e  R adio  T heatre  also w ants to 
con tribu te  to  th is  task .

Last, b u t n o t least, i t  is striv ing  to  become 
th e  studio  o f  living H ungarian  authors. 
Young dram atists are being encouraged, and as 
a m atte r o f  fact m ore th an  one beginner has 
“sm elled pow der” here fo r th e  first tim e. 
In  accordance w ith  its  chosen task  the  theatre  
th u s constitu tes a k in d  o f  tra in ing  ground 
fo r authors whose u ltim ate  am bition  i t  is to  
w rite fo r th e  legitim ate  stage. Besides

try in g  to  persuade authors to  w rite  about 
th e  genuine social and m oral problem s o f  our 
tim e, th e  d irectors also m ake a p o in t o f  u p - 
to-date  presentation , fo r w hich th e  studio  
stage, w ith  i ts  special conditions, offers op
p o rtu n ities  w hich in  som e respects are b e t
te r  th an  those o f  th e  “ leg itim ate” stage.

Bearing in  m in d  th e  great variety o f  
social groupings from  w hich th e  listeners are 
recruited, and th e ir  m any very d ifferent in 
terests, one cannot b u t approve o f  th is  great 
diversity o f  repertory and ad m it th a t such a 
theatre , to  be equal to  its  task , m ust renounce 
any bias o r partiality , no  m atte r w h a t con
sideration m ay dictate  it .  Behind th is  m any- 
sidedness, w hich m ay look eclectic to  th e  
superficial spectator, there  is th u s a un iform  
conception aim ed a t giving b o th  th e  artistic  
and  th e  pedagogical p o in ts o f  view th e ir  due.

In  I9 0 2 a n d  1963 th e  R adio  T heatre  staged 
original new radio productions o f  a num 
ber o f  H ungarian  classics, am ong th em  Jó
zse f K atona’s Bánk bin, considered th e  
greatest H ungarian  dram a ever w ritten , plays 
by  M ihály  V örösm arty, an  ou tstand ing  ro
m antic  poet in  th e  first h a lf  o f  th e  19th 
century, w ho also produced dram atic works 
o f  perm anent value and whose tw o tragedies 
were hailed  by th e  critics a t th e  tim e  as a t
tem p ts  to  create a genuinely national dram a. 
János Arany, a no ted  critic  and epic poet 
o f  the  last century, was represented by a d ra
m atized  poem . Ferenc M o ln ár’s w ell-know n 
Liliom  was played, and so was Rokonok 
( “ R elatives”), a play  by  th e  d istingu ished  
realis t w rite r Z sigm ond  M óricz; b o th  were 
adap ted  fo r radio  by a contem porary dram a
tic  author.

L iving authors have been represented  on 
th e  p rogram  in  th e  p as t tw o years w ith  th ir 
ty-five plays, and  th e  lis t contains a nu m b er 
o f  in te rnationally  know n nam es. Samson, an 
in te resting  verse dram a by  László N em eth  
(who has been m ore in  evidence as a novelist, 
essayist and w riter o f  social dram as), deserves 
p a rticu lar m ention  as a n o t unsuccessful a t
tem p t by  an au th o r in  an experim ental m ood 
to  give d ram atic  fo rm  to  h is characteristic
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ally  prose ideas. T h e  novels o f  M agda Szabó 
have lately  been in troduced  on  the  European 
book m ark e t; th e  authoress has also m ade 
her appearance on th e  radio w ith  an h isto ri
cal play  based on th e  life  o f  H ändel. Endre 
Vészi, well acquainted w ith  w orking-class 
surroundings, is very popular w ith  th e  H u n 
garian public  fo r th e  in teresting  m oral prob
lem s h is plays pose. T h e  same m ay be said 
o f  M iklós Gyárfás on  account o f  his Gallic 
style o f  w it. V észi has given th e  program  
tw o dram as and Gyárfás three  satirical plays. 
Géza Hegedűs, an in trigu ing  personality  and 
a great experim entalist whose publications 
embrace alm ost every literary  fo rm , was re
p resen ted  by A laddin , a tw o-part fairy-tale.

I t  is characteristic o f  th e  R adio  T heatre  
to  give authors a chance w ho had form erly  
cultivated o th er artistic  genres. T h e  younger 
generation o f  radio authors includes a prose 
w riter, a poet, a public ist, a new spaper ed i
tor, a radio d irector and a d ram aturg ist. Some 
o f  th e  radio plays have been aw arded in te r
na tional p rizes; one o f  th em , Iga%_ legenda 
( “A  T rue  Legend”) by György Sós*, w hich 
deals w ith  th e  survivals o f  anti-sem itism , 
has scored a particu larly  great success.

T he R adio T h ea tre  also cultivates a fo r
m erly  neglected and  even ra ther despised 
dram atic  form , th a t  o f  th e  docum entary play, 
especially w hen th e  top icality  o f  th e  sub
ject requires a qu ick  response or is so in terest
ing in  its e lf  th a t deficiencies in  artistic  style 
may be forgiven. T h e  authors o f  these plays 
are also “people from  another profession”—  
m ain ly  journalists.

O f  th e  tragedies o f  an tiq u ity  m ention  
should  be m ade o f  Sophocles’ Antigone, 
Aeschylus’s trilogy  Agam em non, broadcast 
on  th ree  successive nights, and A ristophanes’ 
com edy T h e  R egim ent o f  W om en.

T h e  production  o f  Ben Jonson’ V olpone 
was very well d irected  (by O ttó  Solymosi), 
w hile the  m ain  stren g th  o f  M oliére’s L ’ Avaré 
was th e  casting o f  th e  title-ro le  (T am ás M a
jor). Shakespeare, who is never o f f  th e

* See The New Hungarian Quarterly, Vol. 
II, No. i.

boards in  H ungary, has been presented on the  
a ir th ree  tim es during  th e  period  under re
view (Lear, M acbeth, W in te r’s Tale). O th er 
classics were Schiller’s Kabale u n d  Liebe, 
tw o plays by  O ’N eill, and one each by 
Brecht, Caragiale and Pirandello . T h e  poets 
were represented by Garcia Lorca and  Dylan 
T hom as, th e  Soviet realists by tw o works 
o f  Bulgakov, now  re-discovered afte r having 
been by-passed during  th e  years o f  th e  per
sonality cult.

T h e  R adio  T heatre  has a perm anent staff 
o f  directors. T w o o f  these are G usztáv Barlay, 
who works w ith  strik ing ly  m odern  effects, 
and  M iklós Cserés, a perfection ist in  form  
who inclines to  rely on trad itio n  and whose 
dom ain  is m ainly  th e  classics. T he lack o f  a 
perm anent repertory  group, however, creates 
a peculiar situation . (As a m atte r  o f  fact, th is  
refers only to  th e  p resen t; there  was a per
m anent com pany earlier w hich was dissolved 
fo r o rgan izationaland  financial reasons.) T he 
lack o f  a perm anen t com pany is a decided 
disadvantage, fo r i t  prevents th e  R adio T h e
atre  from  tra in ing  an ensem ble and  develop
ing ind iv idual features (no t th a t th is  was 
ever its  p rim ary  aim). Each d irector chooses 
th e  ensem ble he w orks w ith  best; in  conse
quence, th e  productions represent th e  style o f  
th e  d irector ra ther th an  th a t o f  th e  R adio 
T heatre . A fu rth e r disadvantage is th a t the  
d irector can never be sure o f  his cast in  ad
vance ; com pelled to  accom m odate h im self to 
th e  spare tim e o f  actors w ho are no t only 
un d er contract a t th e ir  th ea tre  b u t also in  
film s, television and dubbing, he  w ill some
tim es resort to  second-best. T h is , o f  course, 
is scarcely likely  to  raise th e  level o f  th e  per
form ance. An obvious advantage o f  th e  sys
tem , however, is th a t i t  enables th e  stage 
d irector to  select h is cast—a t least w ith in  
th e  lim its  described above—from  am ong all 
th e  actors in  B udapest (or fo r th a t  m atte r in  
th e  w hole country, and there  are radio d i
rectors who, in  search o f  new voices, prefer 
to  engage actors from  th e  provinces). T he 
d irector is th u s  in  a position  to  choose th e  
character best su ited  for a particu lar role
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from  am ong the  w hole H ungarian  theatrical 
profession, w hich is no t always possible for 
theatres w ith  a regular company. Rivalries 
w ill occur som etim es, o f  course, especially 
in  th e  case o f  the  classics; the  theatrical p ro 
duction  m ay be follow ed by a broadcast one, 
w ith  a different cast, in  som e cases using 
actors who w ould probably never have been 
cast in  those roles in  th e ir  own theatre . O n  
th e  w hole I am  inclined  to  believe th a t a 
wide choice o f  actors m ore th an  compensates 
fo r th e  lack o f  a stand ing  company, and 
th a t tem porary  fluctuations in  th e  level o f 
th e  perform ances can be balanced by an oc
casional a ll-sta r p roduction  when it  partic
u larly  m atters.

Am ong works by contem porary foreign 
authors, a particularly  w arm  reception was 
given to  John O sborne’s Luther, John A rden’s 
Serjeant M usgrave’s Dance and John M o rti
m er’s Lunch H o u r. But I  could also m ention  
D ü rrenm att w ith  his H ercules and N o c tu r
nal Dialogue, o r Györgye Lebovics’s play 
T h e  Lighthouse. T h e  regular listener w ill 
m eet no t only English, Swiss and Yugoslav 
authors here, b u t also French (M arcel 
Achard), G erm an (H einrich  Böll, G ünther 
Eich), Ita lian  (G iuseppe Dessi, Eduard  
Anton), Soviet (Sim onov as w ell as such 
representatives o f  the  Soviet “nouvelle vague” 
as A lioshin and Arbuzov) and Chinese (M a 
Feng). T h e  Am erican radio-plays were re
presented in the  past year by a th rille r (Lucille 
F letcher’s Sorry, W rong N um ber) and Japan 
in  a w ork by Shinkitchi, an au tho r deserv
edly popular in  his country, w hich has a 
w ealth  o f  radio plays.

T h is  should  be sufficient to  convey an 
idea o f th e  hazardous m any-sidedness o f  the  
R adio T h ea tre ’s efforts. T h e  program  p lan 
ned for th e  current year w ill present m ore 
o f  th e  num erous representatives o f  W est 
G erm an radio play-w riting  (W eihrauch and 
H ildesheim er) in  add ition  to  those already 
m entioned; th e  French w ill be represented 
by Beckett and M use Dalbray, th e  Italians 
by Squarzina and th e  Japanese by Abek 
Kovo. From  th e  neighbouring countries,

Tvardow ski (USSR), G rokow jak (Poland), 
C ankar (Yugoslavia), Karvas (Slovakia) and 
M irodon (R um ania) deserve to  be m entioned . 
An im pressive lis t, varied n o t only w ith  
respect to  nationality  b u t to  sty listic  trends 
and artistic  tendencies also. A ll th is , o f  
course, is in ten tional.

T h e  first H ungarian  Festival o f  R adio 
Plays is p lanned  fo r th e  current year. T h is 
w ill also be th e  first year w hen H ungarian  
authors officially participate (although they 
have done so as indiv iduals in  the  past) in 
th e  Prix d ’ltalie, th e  annual Ita lian  radio 
play  com petition .

T he p ictu re  w ould  be incom plete i f  I  d id  
n o t say a few w ords about th e  d ram atic 
program s broadcast in  H ungary  outside 
o f  th e  R adio  T heatre .

T here is a departm en t a t th e  H ungarian  
R adio called “ T h e  Com plex Program  
G roup ,” w hich handles features, discussions, 
au th o r’s n igh ts and variety program s. A 
fo rtn ig h tly  feature called Pódium (Platform ) 
regularly presents in form ation  on th e  la test 
problem s o f  w orld literatu re  and dram atizes 
recent and brand-new  works. Last year’s 
program  presented  a num ber o f  authors who 
were already popular in H ungary—H em ing
way, A ldous H uxley, M arcel Pagnol, A lbert 
Camus, E dw ard Albee, Franz Kafka—and i t  
was here th a t a w ork  by th e  A ustrian  
poetess Ingeborg Bachm ann was also in tro 
duced, as w ell as a forceful sym bolic play 
by  George H itchcock, am ong others.

I t  is a popular and useful program  o f  
en terta inm en t m eant fo r a broader public . 
A nother o f  th e  dep artm en t’s perm anent 
features, th e  m o n th ly  G l o b u s presents 
round-table  discussions; i t  appeals to  an 
audience w ith  h igher literary  pretensions. 
O n  these occasions som e im p o rtan t a rtistic  
tren d  is discussed by w ell-know n critics and 
aestheticians. T h e  au thors o f  d ram atic ex
cerpts o f  an illustrative character include 
such names as D ü rrenm att (N octu rna l D ia
logue), M ax Frisch (T he  Chinese W all), 
Sartre (Flies, H earing  in  Cham bers), Ionesco 
(T he U nh ired  M urderer, T h e  Lesson, Auto
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Show-room), Sam uel Beckett (W aiting  for 
Godot), Edw ard Albee (Zoo Story) and A r
n o ld  W esker (C hicken Soup w ith  Barley). 
T h e  works are generally presented  to  th e  
public  in  w ell-adapted  transla tions. I t  is 
th e  a im  o f  th e  Glóbusz ed ito rs th a t  those 
who listen  to  th e ir  broadcasts should  feel 
them selves in  th e  m id s t o f  th e  curren t o f  
contem porary literary  trends.

T h e  broadcasting o f  dram atic  works is 
n o t a p rim ary  task  o f  th e  H ungarian  R adio’s 
L iterary Section. As a p a rt o f  th e  general 
dissem ination o f  knowledge, however, i t  
w ill frequently  resort to  th e  d ram atization  
o f  works o f  fiction, proceeding fro m  th e  
basic principle th a t th e  d ram atic  fo rm  is 
b e tte r su ited  to  broadcasting. In  th e  broad
cast series en titled  “ T reasure-H ouse o f  
H ungarian  L iteratu re,” H ungarian  classics

are adap ted  fo r th e  radio , w hile in  th e  
“ H ungarian  Pan theon” contem porary au
tho rs give d ram atized  in te rp reta tio n  o f  th e ir  
fam ous forerunners. O ne m ig h t also m en
tio n  th e  com m em orative program s which 
afford an o pportun ity  to  present th e  works 
o f  some au thor, living or dead, on  his b ir th 
day; also th e  actor’s n igh ts and  th e  benefit 
perform ances; o r th e  variety  program s, 
w hich have an o ld  trad itio n  in  H ungary  
and actually  seem to  be enjoying a renais
sance.

T h is  lies beyond th e  boundaries o f  th e  
p resent survey, however, whose purpose was 
to  convey a com prehensive p ictu re  o f  the  
activities o f  th e  R adio  T heatre  in  popular
izing  H ungarian  and in ternational dram atic 
lite ra tu re .

A ndrás Lukácsy

“ É V A  —  A  5 1 1 6 “

A  Cinéma Vérité Film of László Nádasy

The Story of Eva Krcz_

T h is  film  is a staggering docum ent o f  
survivals o f  th e  las t war.

As a m em ber o f  th e  A uschw itz M useum  
staff, T adeusz Szym anski a ttended  dozens 
o f  showings o f  th e  docum entary film  m ade 
when th e  cam p was liberated . Insp ired  by  a 
few short scenes about ch ild ren  who no 
longer knew  where th e ir  parents were, he 
consecrated his life  to  tracing th e ir  fate  and 
th e ir  origin. Four Russian children  had 
already found  th e ir  parents w ith  his help. 
H e  knew  th e  risks o f  such an investigation, 
as well as his own extraordinary responsibil
ity , so he never sta rted  a search unless he 
was asked.

O ne day, a g irl fro m  Cracow, Eva Krcz, 
called on h im . W hen  she was liberated  from  
A uschw itz an d  adopted  by a k in d  Polish 
fam ily , Eva was about tw o years o ld . H er

actual age was n o t know n, i t  could  only be 
estim ated  approxim ately by a m edical ex
am ination  m ade a fte r  th e  cam p was free. 
A lm ost tw en ty  years later, seeing th e  success 
o f  som e o f  he r fellow  victim s, young Eva 
was seized w ith  a desire to  find her real 
paren ts. T h e  num ber 5116 ta tto o ed  on her 
arm  in  th e  cam p ind icated  H ungarian  origin ; 
Szym anski’s investigation th u s  sta rted  w ith  
th e  publication  o f  Eva’s ch ildhood  pho to  in  
th e  H ungarian  press. E d ito ria l offices were 
overwhelm ed w ith  letters , com ing n o t only 
fro m  every p a rt o f  H ungary , b u t from  sev
eral o th er E uropean countries, and  from  
th e  U n ited  States, Israel and  Canada as well. 
In  sum m er 1963 Eva cam e to  B udapest; 
b u t th e  investigation  fa iled  to  find her 
p aren ts.

By m eans o f  cinema vérité, p roducer László 
N ádasy  m ade a m oving p ictu re  o f  th e  story 
and its  background, shooting th ir ty  thousand
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feet o f  film  and recording n inety  thousand  
feet o f  sound in  th e  course o f  th e  w ork .

The Film

In  general, cinema vérité ho lds one bound  
w ith  th e  m agic o f  rea lity ; in  th is  film  i t  
is ra th e r th e  shock o f  reality  th a t does i t .

I  w ould n o t hesita te  here to  w rite  a ll th e  
standard  w ords o f  praise there  are, i f  they  
were n o t as profane in  regard to  th is  film  
as they  are inadequate to  th e  h o rro r i t  re
cords; th is  being th e  case, however, le t us 
repeat th e  te rm  th a t  fo rm ulates th e  ex
perience m ost exactly: i t  is a staggering 
w ork. As a m atte r  o f  fact, th e  newspaper 
reports on Eva’s story  were staggering 
enough. But th e  film  provides a d irec t in 
sight in to  th e  w hole s to ry : we are p resent 
a t th e  re-opening o f  never-to-be-healed 
w ounds, we see th e  pains and griefs o f  he ll 
breaking loose as th is  h isto ry  is investigated, 
we hear fragm ents o f  w ords th a t  are h a lf  
said and  h a lf  sobbed.

T he p o rtra it gallery o f  those fighting for 
Eva is a unique collection. A lm ost every 
social s tra tu m  and  as m any psychological 
configurations are represented here—th e  poor 
and  th e  rich, liv ing  in  se ttings o f  Bieder
m eier fu rn itu re , cram m ed book-shelves, 
pe tty  bourgeois rubbish , th e  cu ltivated  and 
th e  ignorant, th e  balanced and th e  unhinged, 
people w ith  and  w ith o u t inh ib itions, re
fined o ld  ladies, m en in  th e  p rim e o f  life, 
loquacious and tac itu rn  natures—they  are all 
he ld  p risoner in  th e  m agic circle, w aiting  to  
claim  Eva as th e  ch ild  fascism  had stolen 
from  th em . H eedless o f  flagrant contra
dictions, th ey  piece together real and spuri
ous resem blances to  constitu te  convincing 
evidence. H o ld in g  in  th e ir  hands th e  photos 
o f  th e  l i t t le  g irl she used to  be, w ith  a 
ribbon in  her black hair, they  suddenly  
believe they  have conclusive p ro o f in  th e  
shape o f  th e  eye or o f  th e  head, in  th e  
complexion, in  th e  carefully tied  enorm ous 
bow ; th ey  become ag ita ted  and begin to  
contend w ith  reviving m em ories. A rgu

m ents alternate  w ith  sobs, we hear hectic  
h a lf-u ttered  sentences, voices cracked w ith  
anguish—horrify ing , unforgettable  reactions 
created a t th a t  m om ent. Some cannot be 
shaken in  th e ir  obstinate  belie f th a t  they  
have found  th e ir  ch ild— or do they  only 
w ish i t  were so? A fam ily  is only try in g  to  
m ake sure her sk in  is creole, fo r in  th a t 
case th e  ch ild  is surely theirs. Q u ite  regard
less o f  logic one m an  offers to  give h is life  
i f  Eva should  prove to  be his daughter, an
o th er feels th a t  a h aun ting  dream , a long 
expected m iracle is  about to  come tru e ; 
obeying th e  ru les o f  civilized self-com m and 
a couple tries to  conceal th e ir  p a in ; in  a 
shaking close-up we see one p aren t realiz
ing  th e  possib ility  th a t  a ch ild  believed 
dead and gone fo r nearly tw en ty  years may 
be recovered, and w ith in  a  few  m om ents 
going th rough  th e  m ost fan ta stic  d ram a I 
have ever seen. A w om an trie s by m en tion 
ing  nam es o f  persons who have d ied  long 
since to  b ring  up  sunken m em ories from  
th e  deeper layers o f  th e  g irl’s consciousness.

Eva rem em bers no th ing .
W ith  a charm ing sm ile and enviable 

com posure she visits and  lis tens to  a ll the  
people who are struggling  fo r her. I t  is a 
tru ly  terrib le  Calvary, and  th e  sta tions are 
paved w ith  hope and  anxiety. H ope th a t  
she m ay find her parents a fte r all, and—pa
radoxically—a terrib le  fear o f  actually  find
ing th em . For she has no  choice: w hether 
crazy or congenial, th ey  can tu rn  o u t to  be 
he r people, and  a t any m om ent she m ay 
have to  change social courtesy in to  daugh
terly  affection and perhaps s ta rt a new  con
flict in  he r life .

T h e  m edical exam inations begin: blood 
tests , sku ll m easurem ents, fingerprints. In 
cidentally , ou t o f  th is  im m ensely com pli
cated situation  another conflict appears—be
tween th e  necessary im personality  o f  social 
welfare and th e  em otional dem ands o f  th e  
ind iv idual. T h e  doctor m atter-of-factly  ex
plains th e  procedure whose objective re
su lts w ill be so fatefu l fo r each o f th e  per
sons concerned.
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T he exam inations revealed no relation

ship. W ith  th e  odds against i t  from  the 
very first, th e  w orld ’s c ru d est lo tte ry  came 
to  an end ; luckily  perhaps, th e  l ittle  tickets 
they  clutched, th e  straws th ey  grasped at, 
lost th e ir  m eaning one after another. Eva’s 
tra in  sta rted  on  th e  hom ew ard journey, 
leaving behind i t  an ind ic tm en t o f  fascism, 
inhum anity  and war, comparable in  dep th  
w ith  th a t  o f  Anne Frank.

I th in k  th a t th e  virtues o f  th e  producer 
have been revealed p lain ly  enough in  th is 
account. A lthough supplied  by life itself, 
th e  p rim ary  m aterial o f  the  film  was effec
tively tran sm itted  w ith  artistic  purpose
fulness. I  am  n o t th in k in g  m erely o f  com
positional elem ents, such as th e  cu tte r’s 
juxtaposition o f  contrapuntal characters (the 
considered claim  and  the  hysterical tes ti
m ony), o r the  “ objective” beginning w hich 
presents th e  cam p o f  A uschw itz, o r  the 
occasional insertion  o f  docum entary shots 
show ing th e  abom inations o f  th e  form er 
concentration cam p. W h at I  am  principally  
th in k in g  o f  is th e  w ork o f  selection, the  
choice o f  w hat was m ost characteristic in  
th is  vast am ount o f  film  and  sound, so as 
to  give p lasticity  to  the  characters. Playing 
th e  tragic role o f  stage d irector in  th is  un 
leashed hell N ádasy has produced m atchless 
sequences such as the  journey o f lonely A u n t 
Caroline, who in  th e  struggle forhersupposed 
relative comes across a kinsm an she has no t 
seen for tw enty  years, and in  fro n t o f  the  
camera, before everyone’s eyes, convinces 
h im  th a t Eva m u st be his child . W ith  a 
sure touch, N ádasy sizes up th e  dram atic 
possibilities o f  th e  “case,” alternating  shots 
o f  th e  preparations fo r Eva’s journey, th en  
th e  journey itself, w ith  the  assertions o f  the  
w ould-be parents, and  m aking th e  story 
culm inate in  th e  m eeting a t th e  railway 
sta tion  where, curiously enough all th e  claim 
ants to  parenthood are suddenly streng
thened  in  th e ir  belief.

T here  is s till  another “com positional 
elem ent” used w ith  fine d isc rim ination : T he 
general effect is com pleted by scenes w ith

Budapest schoolgirls who have undertaken 
to  be Eva’s guides in  H u ngary ; th e ir  l ig h t
hearted  kindness, th e ir  teen-age charm  in  
sailor blouses probably constitu tes th e  sharp
est possible contrast to  th e  horrors we have 
ju st seen. I t  is th e  pleasant surface above 
th e  dep ths—th e  yacht floating on  Lake 
Balaton w ith  gaiety and singing on deck, 
as against th e  horrors in  the  death  cam p and 
th e  agony o f  sp ir it;  carefree jub ila tion  as 
against death  throes, peace as against th e  
om nipresent spectre o f  war. A ll th is  m igh t 
easily have become clum sy and schem atic; 
b u t fo rtunately  th e  p itfa lls  were avoided. 
In  fact, i t  is o ften  the  very in tervals between 
th e  horrors, Eva’s scenes w ith  th e  school
girls, w hich have th e  m ost poignant effect. 
T he real p ro fund ity  o f  the  study  is due to 
these charm ing m om ents woven o f  sm iles; 
only now does our consciousness grasp what 
we saw before. An em otional free associa
tio n  continues during  th e  peaceful scenes, 
w hich produces a fantastic  effect.

T h e  only objection I w ould venture to  
m ake is to  certain scenes where artificial 
juxtaposition becomes intrusive. T h e  fren
zied  “ tw ist” contrasted  w ith  scenes from  
Auschwitz, th e  dancers suddenly gone rigid 
fo r th e  sake o f  a sw itch to  rig id  corpses; the  
shot, w hich rem ains on th e  screen ju st a 
l ittle  too long, o f  a barred freight-car w in
dow, a direct sym bol w hich is unacceptable 
except as an emergency solu tion—these 
scenes seem to  strike  a discordant note. 
Yet, even such dissonances rem ain  w ith in  
th e  tolerance range o f  different a rtistic  con
ceptions and tastes.

I t  is characteristic o f  th e  cinema vérité to  
try  to  tran sm it phenom ena w ith o u t evaluat
ing  them . T ran sm itted  in th e ir  to ta lity , th e  
situations and characters allow  sufficient 
la titu d e  to  in terpreta tion . Scenes o r charac
ters take on th e  m eaning w hich th e  specta
to r  gives th em . T h e  m ore richly he can 
associate and th e  m ore intensively he can 
use his im agination, th e  m ore he can p u t 
in to  w hat he  sees; b u t th e  opposite is also 
true. N atu rally  th is  m ust lim it th e  mass
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effect o f  such works: th e  com position w ill 
be lo st on  anyone who cannot d ifferentiate 
as required, since he is encountering alm ost 
the  same m aterial in  com binations o f  a lm ost 
th e  same com plexity as he does in  life. Due 
to  its  m ethod  N ádasy’s film  is no t w ithou t 
th is danger either, b u t th e  danger is counter
acted. T h e  boundless flood o f  pain, th e  
elem ental force in th e  dem onstrations o f 
parental love, w hich appeals to  everybody, 
th e  obvious dram atic  suspense and natural 
excitem ent im p lic it in th e  question  “W hose 
ch ild isE v a?”—these a re th echannelsth rough  
w hich th e  film  receives substance even in  the  
eyes o f  those who cease to  analyse, who 
fa il to  respond to  nuances, and who do no t 
picture th e  absorbing h isto ry  o f  th e  char
acters or perceive the  half-h idden  destinies 
beh ind  fa ltering  fragm ents o f  speech, cries o f  
desire for th e  child , or involuntary  gestures.

A nother p o in t in  connection w ith  cinema 
vérité is th e  way i t  presents phenom ena 
w ith o u t actually  fo rm ula ting  th em  bu t 
ra th e r by m aintain ing  th e ir  existence on the  
screen in  a ll th e ir  com plexity. H ere I only 
w ish to  p o in t ou t the  consequences instead 
o f  th e  social o r philosophical reasons for

them . O ne o f  these consequences is the  d if
ficulty th e  cinéma vértté encounters in lim 
itin g  i ts  subject and selecting th e  elem ents 
o f  reality , since alm ost every detail o f  per
ceived reality  is w orthy o f  transm ission  for 
its  own sake. A nother consequence is th e  
usual in ab ility  o f cinéma vérité to  general
ize and  to  reveal underly ing  connections, 
also th e  d issipation  o f  th e  w hole in  sub
ordinate  climaxes and in  th e  enchantm ent 
o f  th e  p resent m o m en t; and  th e  rare occur
rence o f  an organizing force hold ing th e  
w ork together. In  N ádasy’s film , however, 
th e  subject is strictly  lim ited  a priori; th e  
psychological m otives—loneliness, grief, ob
livion—are strung  on  a well-defined th read  
in  harm ony w ith  th e ir  actual m eaning.

T he critic concludes w ith  a prayer—th a t 
the  work o f  N ádasy, th e  producer, o f  Sándor 
Sára, who uses th e  camera w ith  h u m ility  
and skill, and  o f  László Rózsa, co-author 
o f  th e  scenario and co-planner o f  th e  p ro 
duction , should  be favoured by fortune 
and find fame, w hich is so often  a t th e  
m ercy o f  chance on  th e  h ighroad o f  in te r
national cinem atographic art.

G yula Maár
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EXPERIMENTAL MICRO-ECONOMICS
New Methods of Work Organisation in Agriculture

In  th e  19th century na tura l scientists ex
perim ented , econom ists theorized . In  our 
country, th is  sharp m ethodological d iv id
ing line  seems to  be fad ing .

N ow , th e  n a tu ra l sciences are n o t in  
m y field and  such no tions as I  have o f  
th e ir  novel ou tlook  and m ethodology I  owe 
exclusively to  th e  doctors and engineers 
am ong m y friends w ho w ould from  tim e 
to  tim e lecture to  m e on th em  w ith  an 
indu lgen t sm ile. But fo r economics, m y own 
discipline, I  can bear w itness to  i ts  having 
lately  adopted  th e  classical m ethods o f  th e  
n a tu ra l sciences: m ensuration  and  experi
m entation . T here  is a growing tendency to  
fo rm ulate  econom ic laws in  th e  language o f  
m athem atics, and experim ental m ethods, 
confined no longer to  th e  odoriferous labor
atory o f  th e  physicist, are finding th e ir  way 
in to  economic research.

I t  is o f  such an experim ent th a t  Ferenc 
Erdei, secretary-general o f  th e  H ungarian  
Academ y o f  Sciences, and  Dezső T ó th , 
presiden t o f  th e  “ R ákóczi” Farm ers’ Co
operative o f  Abasár, give an account in  th e ir  
article  published  recently  in  Gazdálkodás, 
a periodical issued by th e  Research In s titu te  
fo r A gricultural Econom ics.*

*F. Erdei—D . Tóth: A  családi művelés, mint a 
kollektív munka egyik szervezési formája (Family 
Management of Fields as a Form of Collec
tive Work Organization), Gazdálkodás—(Journal for 
agricultural economics and management), Vol. 
VII, No. i ,  February 1963, pp. 21—30.

T h e  article  describes one o f  th e  experi
m ents now  being carried o u t in  H ungary  
w ith  th e  purpose o f  evolving th e  m ost 
efficient m ethods o f  w ork organization on 
large cooperative farm s. T h e  question  to  
w hich th e  experim ents seek an  answer is 
how  best to  com bine th e  advantages o f  
large-scale p roduction  w ith  a degree o f  per
sonal interestedness th a t  w ould provide a 
stronger incentive to  conscientious work 
th an  th e  h ith e rto  em ployed m ethods o f  
incom e d istrib u tio n .

T h e  problem  is one th a t  poses i ts e lf  w ith  
varying in tensity  in  th e  various branches o f  
cu ltivation ; i t  is in  th e  case o f  cultures 
dem anding a h igh  p roportion  o f  m anual la
bour th a t  i t  becomes m ost im p o rtan t. For 
th e  thorough  and th o u g h tfu l w ork required 
here, d irect personal in te rest is th e  m ost 
effective incentive. T h is  can be achieved by 
m aking a fam ily  or, in  particu lar cases, an 
ind iv idual m em ber in  th e  cooperative re
sponsible fo r th e  cu ltivation  o f  a given p lo t 
o f  land , on  th e  y ield  o f  w hich th e ir  o r his 
incom e is th en , o f  course, m ade directly  
dependent.

T h is  fo rm  o f  w ork organization  is a new 
feature o f  H ungarian  cooperative farm s, 
w hich only recently  have becom e predom i
n a n t in  th e  country 's agriculture. As po in ted  
ou t in  th e  in troducto ry  p a r t o f  th e  article : 
“Fam ily m anagem ent o f  crops calling for 
intensive w ork, th e  allocation o f  th e  areas 
in  question  to  fam ilies and  individuals, is
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a form  o f  w ork organization th a t has only 
lately  developed and become b o th  acknowl
edged and w idely adopted  in  collective 
farm ing .”
i T h is  novel fo rm  o f  w ork organization 

based on practical experiences has also given 
rise to  controversy. Some have denied its  
socialist character and were inclined  to 
consider i t  a transitory  form , w hich could 
be justified only in  th e  case o f  cooperatives 
struggling w ith  in itia l difficulties. But to  
th is  th e  authors o f  th e  article have th e  
follow ing answ er: “Instead  o f  engaging in 
discussions on m atters o f  principle, we th in k  
i t  m ore useful to  m ake th e  actual practice 
o f  th is  new  form  o f  w ork organization th e  
subject o f  thorough  investigations. T he 
example on  w hich th is  paper is based is a 
culture characterized by h igh  w ork-in ten
sity  and  complex operations, i.e., v iti
culture, b o th  in  the  phase o f  grape-growing 
and o f  cu tting . N otab ly , we have examined 
th e  v iticu ltu ral practice o f  th e  ‘R ákóczi’ 
Cooperative Farm  o f  Abasár from  the  p o in t 
o f  view o f  w ork organization; in  several 
instances, however, we shall refer to  o ther 
cooperative farm s and o th er types o f  culture 
as w ell.”

W h at th en  are th e  essential features o f  
th is novel fo rm  o f  w ork organization?

A definite trac t o f  vineland is perm a
nently  allocated to  a w ork-team  o f  some 
20  to  25 m em bers, each o f  w hom  under
takes to  cultivate th ro ughou t th e  year a 
subdivision o f  th e  team ’s trac t, individually  
o r w ith  th e  help  o f  fam ily  m em bers. T h eir 
incom e is closely connected w ith  th e  y ield 
o f  th e  trac t en trusted  to  them .

A ll operations o ther th an  m anual are, o f  
course, centrally organized and m echanized 
over th e  w hole estate.

In  th e ir  evaluation o f  th e  experim ent th e  
authors consider tw o view points:

a) Can th e  new form  o f  work organi
zation  be organically fitted  in to  th e  sys
tem  o f  m anagem ent and organization 
characteristic o f  m echanized large-scale 
farm ing?

b) W h a t are its  effects on  th e  quality  
o f  th e  w ork perform ed and th u s on yields 
and, in  th e  last resort, on  m em bers’ 
incom es?
O n  m ethods o f  organizing th e  division 

o f  labour and cooperation betw een th e  par
tic ipan ts th e  article has th e  follow ing to  say : 

“A lthough  m anual labour is s t i ll  p re
dom inan t in  b o th  branches o f  viticu lture, 
w hile in  th e  perform ance o f  some operations 
horses are also em ployed, m echanization has 
already com e to  play  an  im p o rtan t part. 
T he m ain  organizational problem  in  large- 
scale agriculture is how  to  organize work 
carried on  by varying m eans under condi
tions o f  labour d ivision thus technically  
determ ined.

“T h e  organizational princip le underly 
ing  fam ily  m anagem ent o f  crops— or, in 
o th er w ords, th e  territo ria l allocation o f  
m anual w ork-intensive cu ltu res to  ind iv i
duals and fam ilies— consists in  th e  central 
and large-scale m anagem ent o f  th e  m echan
ized  or horse-draw n w orking processes, 
w hile m anually  perform ed operations are 
a llo tted  to  ind iv idual o r fam ily  w orking 
sites.

“ W orking processes in  v iticu ltu re  form  
a range extending from  purely  m anual work, 
th rough  com binations o f  varying degrees o f  
m anual, horse-draw n and m echanical oper
a tions, to  fu ll m echanization . T h e  m ain  
in te rest o f  th e  Abasár experim ent lies in  
having developed, in  accordance w ith  th is  
technological range, various form s o f  work 
organization fo r cooperation betw een cen
tra lly  directed m echanized and horse-draw n 
w ork on  th e  one h an d  and  m anual w ork 
based on fam ily  organization on th e  o th er.” 

A fter discussing th e  details o f  w ork or
ganization in  connection w ith  every single 
phase o f  vine-growing, th e  article  goes on: 

"T h e  case un d er investigation adm its o f  
th e  general conclusion th a t  cooperation is 
determ ined  by objective necessities, in  ac
cordance w ith  technical co n d itions: 
m echanized and  horse-draw n operations are 
being carried ou t by centrally  organized

205
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w ork-units w hich cooperate w ith  th e  un its  
perform ing m anual labour. T h e  la tte r  again 
can be organized on  th e  basis o f  work- 
team s or o f  fam ily un its . T he solutions 
tr ied  ou t a t Abasár are m ost instructive; 
they  prove th a t there  are m any ways o f  
successfully com bining th e  m anual labour 
perform ed in  fam ily un its  w ith  m echanical 
and horse-draw n operations carried ou t on 
th e  basis o f  central organization. T his 
m ethod o f w ork organization has undoub t
edly  stood th e  te s t and gained popularity  
am ong th e  m em bers.”

As regards th e  o th er criterion  o f  the  
success o f  th e  new  m ethod, its  effect on 
yields and on m em bers’ incom es, here too 
th e  results m ay be term ed  satisfactory. In  
19 6 1 th e  average y ield o f  grapes per hectare 
in  th e  cooperative (43 quintals) surpassed 
th e  country-w ide average (32 quintals) by 
32 per cent, and rem ained above th e  la tte r 
even in  1962, a year when the  cooperative 
suffered heavy damage from  frost and 
drought. Abasár m em bers’ incom es too 
were, in  th e  same proportion , h igher than  
th e  national average.

N ow , th e  usefulness o f  an experim ent 
lies in  th e  general applicability  o f  its  re
sults. G rape-growing being a ra ther special 
type o f  culture, the  question seems justified 
w hether th e  conclusions draw n in th is  
branch o f  cultivation can be generally ap
p lied  to  o ther cultures as well. T he answer 
o f  th e  authors is in  the  affirm ative. T hey 
claim  th a t, since v iticulture is th e  m ost 
complex o f  a ll w ork-intensive branches, the  
connections th a t can be established here 
could, in  a less com plicated form , be related 
also to  o ther w ork-intensive cultures.

T h e  evaluation o f  fam ily m anagem ent 
o f  crop growing as a form  o f  w ork organiza
tion  w ith in  the  cooperative fram ework is 
finally sum m ed up  in  the  article as fo llow s:

“—it  affords a w ide possibility o f  draw
ing fam ily m em bers and relatives in to  th e  
collective w ork;

•—it  provides w ider opportunities fo r 
cooperative m em bers to  perform  th e ir ac

tivities, because working hours in  th is  o r
ganizational form  are less s tric t th an  in  th e  
case o f  centrally  organized team  w ork ;

—th e  principle o f  personal responsibility  
can be b e tte r enforced, as th e  q u ality  o f  the  
w ork perform ed can be contro lled  ind iv idu
ally  ;

—individual m aterial incentive asserts 
i ts e lf  in  a d irec t way;

—in  th e  case o f  work-intensive cultures 
requiring  a h igh  degree o f  special knowledge, 
th e  professional sk ill o f  those perform ing 
th e  w ork as well as th e ir  fitness and ex
perience m ake them selves fe lt in  a m ore 
effective m anner;

—th is  type o f  th e  division o f  labour 
renders the  assessment o f  th e  w ork perform ed 
and its  rem uneration  easier;

— it enables th e  u tiliza tio n  o f  a whole 
range o f  im plem ents th a t  could  otherw ise 
no t be em ployed in  large-scale p roduction  
and ought to  be replaced by new  invest
m en t;

—finally, i t  relieves central m anagem ent 
o f  th e  continuous organizational task  o f 
setting  the  m em bers to  work, a process th a t 
o ften  consum es m uch tim e and energy.”

T h e  problem  raised in  th e  article  is no t 
ju st a tim ely  question  o f  cooperative farm 
ing in  H ungary. T h e  debate on  th e  m ost 
profitable fo rm  o f  farm  m anagem ent is in 
fu ll sw ing all over th e  w orld . Socialist, 
capitalist and developing countries alike are 
seeking fo r the  m ost efficient fo rm  o f  organ
ization—though  th e ir approach, o f  course, 
differs. T o illu stra te  th e  W estern  a ttitu d e  
to  th e  problem , D r. O tto  Schiller could be 
cited, who in  his w ork “Ind iv idual Farm ing 
and Cooperative Farm ing on Ind iv idual 
L ines” (1957) discusses th e  possib ilities o f  
bestowing on th e  ind iv idual farm —which 
in  his opinion provides th e  greatest in 
centive—some o f  th e  advantages o f  large- 
scale organization th rough  th e  perform ance 
o f  certain  functions cooperatively. T h e  prob
lem  is th u s th e  same, th o u g h  i t  is raised 
from  th e  opposite direction th an  in  th e  case 
o f  th e  socialist economy, where researchers
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are on th e  lookout for m ore efficient m eth 
ods o f  personal incentive w ith in  th e  given 
fram ew ork o f  large-scale organization.

From  relevant literatu re  in th e  develop
ing countries i t  w ill suffice to  m ention  here 
the  w ork o f  A. M. Khusro and A. N . Agarwal 
(T he Problem  o f  Cooperative Farm ing in 
India, London, 1961, Asia Publishing 
House). Advocating the  developm ent o f  
agriculture in India along cooperative lines 
the  authors sum  up th e ir  views on th e  
cooperative in  the  w ords: “Its  m ain objec
tive is to  com bine th e  incentive o f  owner
ship w ith  th e  ‘size-econom ies’ possible in 
agriculture.” I t  should  be po in ted  ou t here 
th a t in  India too the selection o f th e  m ost 
suitable cooperative form s is based on ex
perim entation .

An im p o rtan t lesson th a t  can be drawn 
from  th e  article is th a t organizational form s 
in th e  socialist cooperative farm s are far

from  rig id  and im m utab le . Both w ork or
ganization and incom e d istrib u tio n  are sub
ject to  changes as a resu lt o f  continuous 
research and experim entation. T h e  experi
ences o f  th is  research w ork m ay be in struc
tive fo r developing countries as w ell, the  
consensus o f  opinion being th a t coopera
tio n  constitu tes the  m ost prom ising  m eans 
o f  transform ing tribally  owned land— a form  
still prevalent in  m any parts—in to  a viable 
agricultural organization producing for the  
m arket.

Experim ents aim ed a t developing th e  
m ost su itable organizational form s in  H u n 
garian agriculture are th u s no t only no te
w orthy  m anifestations o f  th e  lively sp irit o f  
research th a t is so characteristic o f  presen t- 
day economic life in  th is  country ; they  also 
offer a con tribu tion  to  th e  in ternational 
debate on  organizational form s in  agri
culture.

E gon K emenes

ONCE MORE ABOUT THE COMMON MARKET

T he six years o f  th e  C om m on M arket 
th a t have elapsed since th e  T reaty  o f Rom e 
have certainly no t been uneventfu l. I t  is 
fo r th is  reason th a t G erd Biró’s book*, 
w hich gives a survey no t only o f  th e  way 
the  C om m on M arket came in to  existence 
and  th e  progress i t  has m ade up to  date 
b u t also its effects on in ternational relations, 
was received w ith  lively in te rest by the  
H ungarian  public .

W hile th is  m ore expanded trea tm en t o f 
the  subject w ill enhance th e  book’s value 
for the  average reader, th e  lim its  set by its 
com paratively restric ted  size w ill be obvious 
to  th e  specialist. T he chapters th a t deal

* Biró, Gerd: A z  Európai Közös Piac hatása a 
nemzetköz} kapcsolatokra, (The Effects of the Euro
pean Common Market on International Relations), 
Budapest, 1963, Közgazdasági és Jogi Publishin 
House, 100 pp.

w ith  questions o f  foreign policy contain 
am ple economic data, b u t th e  section th a t 
treats th e  C om m on M arket proper, does 
no t present qu ite  enough sta tistica l tables 
(apart from  sta tistics o f  an illustra tive  char
acter w ith in  the  text) to  give sharp contours 
to  th e  econom ic processes, w hich are o th er
wise qu ite  graphically  described.

T he first chapter o f  th e  book w ill im press 
the  reader by the  m anner in w hich th e  great 
forces beh ind  th e  C om m on M ark et’s o u t
w ard phenom ena are revealed. In  th e  back
ground o f  th e  legal in stitu tions, regulations 
and statem ents, there  are such grave facts 
o f  economic reality  as th e  oil in  th e  Sahara, 
th e  n a tu ra l gas found a t Lacq and th e  dis
covery o f  u ran ium  ore deposits in  France; 
such in stitu tiona l forces as th e  international 
m onopolies and th e ir  in terests; and such 
w orld political factors as th e  aim s o f  U .S .
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foreign policy. G erd Biró is  a d ip lo m at as 
w ell as an econom ist, and th is  probably 
explains his adroitness in  d isentangling th e  
econom ic from  th e  po litica l factors and 
e lucidating  th e m  w ith  such precision.

T h e  second chap ter o f  th e  book is devoted 
to  an analysis o f  th e  C om m on M arket’s 
effects on  th e  relations betw een th e  W estern  
powers. T hose pa rts  o f  th e  chapter w hich 
deal w ith  th e  re la tions betw een Britain and 
th e  C om m on M arket are especially in te rest
ing fro m  th e  v iew point o f  th e  H ungarian  
reader, n o t on ly  because o f  th e  vicissitudes 
o f  B ritain’s a ttem p ts  to  jo in  th e  EEC , so 
frequently  com m ented  on in  th e  w orld  
press, b u t also because o f  th e  trad itio n a l 
role played by B ritain  in  H u n g ary ’s external 
trad e  b o th  as a custom er and a supplier.

C hapter I I I  deals w ith  th e  problem s o f  
E ast-W est trad e  in  re la tion  to  th e  Com m on 
M arket. A fter six years these problem s are 
now  posing them selves in  a w holly  different 
m anner th an  a t th e  tim e  w hen th e  Com m on 
M arket was in s titu ted . M r. Biró goes to  
th e  h eart o f  th e  m a tte r  when he p o in ts  ou t 
th a t  a t th e  tim e  th e  T rea ty  o f  R om e was 
signed in  M arch 19 57, econom ic re la tions 
betw een th e  tw o blocks and  w ith in  th e  
W estern  block itself, were fundam entally  
different from  w hat they  are a t present. Indus
tr ia l p roduction  in  th e  Com econ countries 
now  account fo r  a th ird  o f  th e  w orld to ta l, 
and th e  socialist countries have since come 
to  constitu te  a stable and developing m arket. 
As fo r fu tu re  developm ents, th e  book bases 
its  reasoning on th e  thesis th a t  “From  the  
p o in t o f  view o f  increasing trad e  betw een 
th e  socialist cam p and  th e  countries o f  the  
C om m on M arket, th e  p resent rap id  pace

o f  econom ic developm ent on  b o th  sides 
sh o u ld  be considered an extrem ely positive 
facto r.”

A nalysing th e  p resen t sta te  o f  trad e  be
tween th e  indiv idual EEC  countries and those 
o f  Com econ and its  prospective trends and 
form s, M r. Biró cites th e  H ungarian  Section 
o f  th e  L ondon C ham ber o f  Com m erce and 
th e  E nglish  Section o f  th e  H ungarian  C ham 
ber o f  Com merce—b o th  established in  1962 
— as exam ples to  be follow ed.

In  th e  book’s las t section th e  prospects 
o f  E ast-W est trad e  are discussed w ith  special 
regard to  objective factors likely  to  prom ote 
developm ent. T h e  au th o r refers to  th e  long
te rm  bilateral trad e  agreem ents concluded so 
fa r betw een ind iv idual E E C  and Comecon 
countries, po in tin g  ou t th a t  G reat Britain 
has entered in to  long-term  agreem ents w ith  
th e  socialist countries on an even broader 
basis.

I t  is to  be hoped th a t  norm al economic 
developm ent w ill prevail over th e  restrictive 
a ttitu d e  o f  certain  groups w ith in  th e  Com
m on M arket tow ards th e  socialist countries. 
As a m atte r  o f  fact, th e  countries o f  th e  
C om m on M arket are sooner o r la te r bound 
to  feel constric ted  even by th e  lim its  w hich 
in  1957 had  seemed so m uch  broader th an  
th e  national fron tiers. I t  w ill hard ly  be 
w o rth  th e ir  w hile to  isolate them selves be
h in d  rig id  barriers, w hich th ey  m ay find ra th 
er d ifficu lt to  dem olish, fro m  th e  o ther 
h a lf  o f  Europe to  w hich they  are linked  by 
close ties o f  econom ic reality . T h is  is th e  final 
conclusion arrived a t in  G erd Biro’s book, 
w hich constitu tes a useful con tribu tion  to  th e  
growing H ungarian  literatu re  on  in te rnation 
al economic in tegration .

E . K.



- AT T H E  BUS STOP
A short story

by

IS T V Á N  SZA B Ó

The path was steep and so narrow that they had to go down in 
Indian file; it was lined by rows of vines off to the right and the 
wire fence of a fruit orchard on the left. Fábián waldek behind 
his father and had to adjust his steps to the old man’s hesitant 
speed, although he really would have liked to hurry to catch the eight- 

thirty bus going to town. He kept looking at his wrist-watch: they still 
had seven minutes to reach the bus stop.

Still, he ambled quietly because he did not have the courage to rush his 
father; if he worked himself up sufficiently to cry “hurry up, dad” the old 
man would surely ask him in surprise what his hurry was. Indeed, he would 
probably stop and turn round to ask the question. Fábián dared not risk i t ; 
he preferred to keep quiet, and, though mildly annoyed, resigned himself 
to following in his father’s footsteps.

He did not feel the least bit like walking the whole four miles to town, 
in this heat and dust, especially so slowly. Perhaps they could talk while 
walking but the last week at home had given them many a chance to chat 
and they had told each other everything they considered important. As 
a matter of fact, Fábián had done most of the talking. His father only 
threw in a short sentence here and there, then listened to his son sullenly; 
Fábián was’t  even sure he was really listening. Now too Fábián would 
have to face this kind of one-sided conversation if they had to set out for 
town on foot; the prospect seemed more tiring than the walk itself and 
more annoying than the heat and dust. A grim struggle—that is what it 
would be, and not a conversation. In addition sometimes he had the feeling 
that his father had had enough of talk and would prefer him not to make 
the effort. From his ill-tempered silences and sullen glances—the old man 
consistently tried to avoid meeting his son’s eyes—Fábián concluded that 
his father was dissatisfied and disapproved of the change evident in his son,

H



who was wasting a lot of words and must have picked up these new ways 
in Budapest.

Fábián liked to indulge in reveries and sometimes fancied he could see 
ghosts. Now he hoped that the attitude he sensed in his father also was 
an exaggerated fancy, that such a thing had perhaps never occurred to his 
father: the old man’s thinking was simpler—that is, sounder—than to 
ponder over fictitious problems, but if he would say this, his father would 
not understand and would laugh at him. But then why was the old man 
so peevish and dissatisfied? Fábián had always meant well when he started 
a conversation with him, or rather when he made efforts to carry on a con
versation ; he would have like to make his stay at home warm and friend
ly, to prove that he had not become a stranger, that he had not lost contact 
with home; can’t  he see .. .?  Perhaps that had been his mistake? Maybe 
it had been this obvious effort that had spoiled things? He had been playing a 
role—the city man in the village of his birth—and his father had sensed that 
he had been dissembling, sensed in sooner than his son would have thought, 
because his instincts functioned better, his perception was finer and more 
unerring. Yes, without a doubt Fábián had become suspicious in his eyes.

He strained his ears for the sound of the bus approaching from Zsid, 
but it was still quiet. His watch showed 8.27. Seeing the watch, Fábián 
smiled scornfully; his father could not be reconciled to this thing either: 
he would take sidelong glances at Fábián’s wrist, looking at the watch 
with evident disapproval and almost outright by hatred, as if his son wore 
this wrist-watch only the sake of ostentation; then his mouth would 
twitch, and he would quickly turn his eyes away, his entire being still 
suggesting contempt. Fábián would then wonder in confusion and anger 
what was wrong with wearing the damn watch; he had not bought it to 
show off, he needed it and that was all, why should any one give it a 
second thought? The first three days he had hidden the watch, he had been 
so upset by the way his father looked at him, but then obstinacy got the 
better of him, and since then he had been wearing it on his wrist even 
when he was helping about the house. Why should he be ashamed of it?

It had not escaped Fábián’s attention that his father was shyly watching 
him all the time; studying his movements, his behaviour as though he 
wanted to see what “new ways” he ha picked up; he was comparing his 
new son from the city the son he remembered; he cocked his ears not to 
what the boy said, but to how he was saying it; he was forever snooping 
suspiciously and he was doing all this fully confident that Fábián had not 
noticed. His mouth would occasionally twitch and he would quickly turn 
away his eyes.
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Probably his father found a good number of “new” and “strange” things 
in Fabian’s behaviour. Sometimes even Fábián caught himself at it. H e 
saw the difference most sharply in the mirror of his former home, for the 
house where he was born recalled to him his old self, expect that these 
differences would not be visible to others. For his father there must have 
been a good many outward sings on which he could ponder and by which 
he could gauge what had happened to change his son.

For example he could see that Fábián did not hold his cigarette with 
the burning end pointing toward his palm, but held it between his fore
finger and middle-finger with the lit end pointing outward, as gentlemen 
do and he occasionally knocked off the ashes though they would eventually 
fall off by themselves. Moreover, as there was no ash-tray available, he 
used a saucer. Somehow he ate differently and picked up objects in a dif
ferent way than formerly. His clothes, all his things suggested city life— 
they were urban—his father had certainly seen a sufficient number of 
gentlemen in his life to notice the resemblance.

“How terrible!” thought Fábián, as he caught his father’s mistrustful, 
searching glance. “He thinks I too have become a gentleman.”

How well he knew this watchful peasant look of animal suspicion—that’s 
how they look at strangers, at all those who are not peasants, that’s how 
they’ve been looking at them for centuries.

Not so long ago Fábián himself would have meted out the same look 
to a stranger wearing a wrist-watch and trying to find an ash-tray, and 
now—he hardly knew whether to laugh or cry in his acute discomfort—he 
too belondeg to the other camp; at least the paternal eyes placed him in 
that group, assigned him there.

All week long Fábián had been worried that with each of his homecomings 
the distance continued to grow between him and his father—and yet he 
knew this was not really true, there was certainly no real alienation. He 
believed this quite sincerely—and he was given to self-examination. In 
his more reckless moments he liked to attribute his anxiety to his inclination 
to exaggerated fancies; and he may have been right. But here was the other, 
the obvious tru th: his father was not proud of him, he was not proud of 
his son as one would expect him to be because his son “had made good”-—no, 
he was very stingy with words and smiles, in fact there was something he 
did not like, something that worried him too. Fábián was scared by the 
way his imagination had run away with him. He gave up his fantesies 
and, in thought, angrily accused his father: “He would like me to run 
around lugging hundred-pound sacks; then he would be proud of me.” 
But he knew that this was not true either, at least, not in this manner.

14*



212

He contemplated his father slowly, comfortably ambling down the path 
into the valley. He didn’t  quicken his steps, but rather slowed them down, 
for this was the way for a sensible person to go down-hill. His knees would 
occasionally slacken like those of an old man, turning outward in a strange 
way as if he found walking difficult, though this was exactly the stride 
suited to his sixty-eight years. His body, however, still had not become 
bent: Fábián saw a tall and straight man walking in front of him, the 
way he remembered his father from childhood days. His grey head turned 
comfortably this way and that, observing everything carefully as was his 
custom—the vineyards, orchards and the crops of friends—noticing and 
storing impressions of every little thing he could later ruminate over. Not 
a single fruit tree escaped his scanning, searching look; he directly sized 
up the yield and the quality of the fruit; one could see that wherever he 
walked, all objects meaningful to a peasant stripped themselves bare and 
revealed their secrets before his penetrating gaze. No, he wasn't in any 
hurry. After all there was no reason to hurry; he had no idea how impatient 
and worried his son was behind him, how often he consulted his wrist- 
watch in the course of this short walk, and how he would have liked to 
prod and goad his father on to a quickened pace. Nor did he know what 
nonsense his son was imagining. Simple, natural things attracted his at
tention, he was doing what he had done all his life, observing all the things 
around him that were worth noticing.

Suddenly Fábián was glad that he had not prodded his father vocally, 
only with his eyes; his watch showed that they still had a whole minute, 
the grey band of the road was already visible, and there was as yet no sign 
of the bus. They would get to the stop in time. It also occurred to him 
that these countryside busses were usually at least ten or fifteen minutes 
late. He now felt relieved and soothed, and followed his father’s cautious 
and comfortably slow tempo as if he were imitating him. He even laughed 
to himself, and his eyes rested with quiet affection on the hobbling figure 
of the old man. Now that the tension of his inner struggle had abated, his 
head cleared, and he could smile at the exaggerated fancies of the last few 
days. There was nothing wrong between them; at worst, his own fancies 
had led him down dark alleys, and at such times even a molehill would 
look like a mountain. “I ought to get a hold on myself,” Fábián thought. 
“I look for problems in everything, and when there are none, I imagine 
them. This is really crazy.

The steep and narrow path broadened and turned to the left, finally 
ending at the main road. Fábián right away stepped out to walk abreast of 
his father, he had been trailing behind him for long enough. The post

THE NEW HUNGARIAN QUARTERLY



AT THE BUS STOP 2 x3

marking the bus stop stood some ten yards ahead of them at the edge of 
the ditch with the signboard hanging from it. Fábián’s father, in the same 
leisurely pace as up to now, but his knees firmer beneath him, ignored the 
bus stop and kept on along the six-kilometre road leading to town. Fábián 
stopped at the signpost.

The old man noticed only a few seconds later that he was ambling 
along by himself. At first he thought Fábián had stopped to light a cigarette 
or to tie his shoelace—but when, still walking, he looked back over his 
shoulder, he saw Fábián standing by the white post smiling cheerfully, 
his hands folded behind his back in a posture showing he had no intention 
of walking to town. So the old man halted and measured his son with 
suspicious eyes:

“What is it?”
“We’ll wait for the bus,” Fábián said, glancing at his watch. “It will 

be here soon.”
His father stared at him in consternation, and the searching, chilling 

gleam that Fábián knew so well was there again in his eyes.
“Is that why you stopped? You want to take the bus?”
“Not only me,” laughed Fábián, “But you too.”
His father showed no inclination to laugh; his mouth twitched, and his 

lean face took an angry look. Five or six steps separated them from each 
other; the old man was standing in the middle of the highway.

“Come on, dad, stand here,” Fábián gestured to him. “We won’t have 
to wait long.”

“I certainly won’t stand there. I am still quite capable of walking to 
town.”

Fábián turned to see if the bus was visible in the bend of the road, and 
then said:

“There is no sense in walking so far. We’ll get on, and then. . .  we’ll 
be in town in a jiffy.”

His father imitated him scornfully:
“In a jiffy! And why do you need to be there in a jiffy? Won’t your 

own legs carry you any longer?”
“No they won’t,” Fábián said. His high spirits had evaporated and his 

unpleasant premonitions began to torment him again. “That’s what the 
damn bus is for, to use. Have you never taken it to town?”

“No, never! And I won’t take it in the future either.”
“Y ou haven’t  walked enough, have you? Sixty-eight years of walking 

haven’t been enough for you.”
“Whoever is afraid of a little walk can go by bus. I can still walk.”
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“Helpless!” Fábián thought, as he stared unbelievingly at the stubborn 
old man standing in the middle of the highway. His father was like a 
living statue moulded from dark obstinacy, his very eyes sent forth com
plete negation. Fábián really did not know what to do with him, and he 
probably went on with the struggle merely from a sense of duty, because 
one must not, one could not, leave it at that.

“Well, won’t you believe it’s easier? By the time you get to Main Square, 
you will be so tired, that you will want to sit down. But our business is 
in town, not on the way to town. You shouldn’t  tire yourself out walking 
when the bus will carry you.”

“Going to town on foot was good enough for me in the past and it still 
1)

I S .  . .

“Yes, I know, it is still good enough. That’s what you mean?” Fábián 
said angrily. “But how often I have heard you complain that you are all 
worn out. I only want what’s good for you. . . ”

“Don’t worry about what’s good for me. Everybody goes the way he 
likes to.” He remained stubbornly without moving. “Till you were twenty 
you were quite content to go by foot. While you lived at home. But now 
walking is not good enough for you.”

“I don’t  walk unless I have to, I haven’t gone out of my mind.”
“You have become quite the young master,” said his father, and nodded 

slowly, “very much the gentleman.”
Fábián could hind no answer in his sudden despair; the old man’s 

words seemed to grip his throat. They stared at one another in grim 
silence. . .  then a big lorry came racing along the road from town and his 
father had to move hurriedly out of its way. In sudden alarm Fábián 
looked to see which way the old man was moving, and his rising fury 
quitely abated.

The old man had moved toward the bus stop, reluctantly and with a 
wry face, obviously not for the sake of the bus, but only to get out of the 
way of the lorry, which, as it sped past, stirred up a thick cloud of dust 
which enveloped them so that they could hardly see each other. The truck 
sped away.

“Well, you see,” Fábián said, spitting out the grit from his mouth 
and wiping it from his eyes, “we would have plenty of this if we walked 
to town. Do you think it’s worth it to save a few pennies?”

“A few pennies!” his father exclaimed.
“I hope you don’t begrudge it! Only two forints-thirtyj jach.”
“I don’t care how much it is.”
“I’ll pay. Your fare too.”
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“Certainly not mine.”
Fábián sighed, and recalled the fears of the last few days. How he was 

again certain that he had not been struggling against non-existent ghosts. 
There was trouble between them, and if he took the bus now, he would 
find himself very far removed from his father: the list of “new ways” 
would be complete, and their relations would be spoiled beyond repair. 
Yet he knew that he wouldn’t let the bus go by. “Unfortunately,” he 
thought, “each of us goes his own way.”

The dust had settled down, and the fields belonging to the village became 
visible again; there they stretched to the right of the road. Fábián tried 
once again, and he knew that this would be the last time.

“We could save a lot of time. Time is worth more than that bit of 
money.”

His father did not even reply. He looked over his son’s head, turning 
his gaze towards town.

“Father,” Fábián said, “there is nothing wrong about this. It is not 
wrong to want to do things the easy way.”

“That was always what you liked.”
“Gentlemen’s ways you mean,” The son laughed bitterly. “Well, now 

you can do it, too. Be a gentleman for two-thirty.”
“I t’s cheap enough, to be sure,” retorted the old man.
A woman they knew came running along the road toward them, carrying 

a big bag, panting and sweating, and all out of breath.
“Oh, I ’m so glad I’m still in time,” she said, “Hello! You’re waiting 

for the bus too, aren’t you? I had to run all the way, one is glad at such 
times that the bus is late, though at other times one is annoyed.. .  Going 
to town?”

“I want to see where one can get a good glass of beer,” Fábián said.
“That’s the drink to have in this heat! I’ll have a glass of beer some

where too, I certainly will!—Won’t you come, too?” she asked the old man.
“He just saw me to the bus stop,” Fábián said.
Still short of breath the woman nodded. The three of them stood there 

at the bus stop, until, at last, round from the bend of the road the huge 
yellowish bus, emerged, approaching heavily but nevertheless at a good 
pace, its glass windows gleaming. Its broad body took up nearly the entire 
width of the road.

Fábián stole a glance at his father: the old man’s eyes were turned away, 
he paid no attention to the approaching bus, his face and eyes were aloof 
as those of a statue. This proud immobility gripped Fábián’s heart, he 
would have liked to touch his father’s hand and for a last time catch his
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eyes. But the heavy bus stopped in front of them, the door opened, and 
while the woman scrambled up first talking loudly and breathlessly, Fábián 
quickly whispered to his father:

“I’ll wait for you on the Green. In front of the Secondary School.”
The old man was still looking away, but he seemed to nod, though 

hardly noticeably. Fábián got on the bus, the door slammed, and the 
engine began to roar. The bus started and soon was racing along the road.

Before picking out a good seat for himself, Fábián looked through the 
rear window. He saw nothing, for a thick, impenetrable cloud of dust 
had risen behind the bus. Still, he knew that the old man would set out 
undaunted by the dust; he would walk along enveloped in this evil cloud; 
perhaps he would even be compelled to close his eyes, and would breathe 
with difficulty; but still, he was coming to town, though invisible. He 
was walking in a cloud, and perhaps cursing the damn dust.

Fábián could not stop looking at the all-enveloping dust in which his 
father was walking and which he felt as though somehow he himself was 
stirring up to creep into the old man’s face, eyes and lungs. He would 
have liked to take a last look at the hobbling figure, but the conductor 
tapped on his shoulder:

“How far, young man?”
« ' T ' l  ) fThe Green.
“Two forints-thirty. Thank you.” He handed Fábián the change from 

ten forints. . .
Fábián collapsed in a seat and was utterly without a thought. But over 

and over again he mumbled the word he had uttered hopelessly and help
lessly time and again since he had returned home:
“Terrible! T e rrib le ! ...”
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T o th e  E d ito r o f  th e  N ew  H u n garian  
Q uarterly , Budapest.

2 3 rd  D ecem ber, 1963
Dear Sir,

Péter R ényi’s article  “H ungarian  Experi
m en t” is extrem ely stim u la ting  and I find 
th a t  I filled th e  m argins w ith  com m ents. 
Rényi, qu ite  righ tly , w rites o f  socialism  as 
som ething growing and  developing, and no t 
th e  stereotype w hich some “w estern bour
geois” w riters m ake o f  i t ; b u t he on  his side 
presents a stereotype o f  “ bourgeois capita
lism ” w hich is far from  th e  whole t ru th ;  
there are developm ents and m odifications go
ing on here as w ell. T h e  ind iv idualism  and 
egoism w hich he describes as characteristic o f  
capitalist m orality  are o ften  tem pered—in 
m any places drastically transform ed—by a 
sense o f  social responsibility , and w hat in  
o ther contexts is sim ply called C hristian  char
ity . W e see th is  every day in  th e  welfare 
states o f  W estern  Europe, a lthough  even 
here there  are people who s till  slip  th rough  
th e  ne t and live in  conditions w hich ought 
no t to  be to lerated .

I th in k  he m akes too  m uch, also, o f  th e  
w estern com m ents on th e  changes in  H u n 
gary w hich welcome th em  as signs th a t  H u n 
gary is m oving away from  socialism  and to 
wards capitalism . T here  are o f  course people 
who h o ld  th is  view, th o u g h  they are n o t th e  
m ost in te lligen t o r best-inform ed observers. 
In  E ngland, a t any rate, w riters in  journals 
like T h e  Econom ist, T h e  T im es, T h e  G uard
ian see th e  changes as a lightening o f  th e  
authoritarian  and doctrinaire regime—-a wel
come move tow ards persuasion ra th e r th an  
coercion, o f  w hich R ényi writes and which 
is m ore likely  to  m ake socialism w ork th an

heavy-handed and arb itrary  ru le. M ost o f  us 
are p rim arily  in terested  in  know ing th a t peo
ple have enough to  eat, and places to  live 
in , and are genuinely free from  fear—o f  all 
sorts. W e are inclined to  be to le ran t tow ards 
th e  doctrines o f  any regim e w hich supplies 
these  th ings.

H e  w rites also o f  “ th e  dehum anizing  ten 
dencies o f  affluence, th e  excessive concern 
w ith  m aterial th ings, th e  accentuation o f  th e  
acquisitive urge” and th in k s  th a t H ungary 
w ill be protected  against these by its  socialist 
system  o f  governm ent. I  w ish I  could be as 
sure o f  th is ;  I  am  afraid  th a t  th is  is an as
pect o f  becom ing richer w hich only th e  m ost 
selfless and dedicated are protected  against 
(and they in  th e ir  tu rn  have to  guard  against 
th e  o th er great tem pta tio n , o f  becom ing 
power addicts). I t  is when one is secure in  a 
certain  am ount o f  affluence th a t  one can 
begin to  free oneself from  m aterial concern. 
R ényi says th is  quite  clearly in  ano ther con
tex t: “ Egoism —th e  m yopic concern w ith  
indiv idual in terest—cannot be eradicated 
a t th e  level o f  poverty, nor even un d er straig- 
thened  circum stances.”

T here  is a sharp difference in  th e  bases 
o f  ou r po litica l th o u g h t and a num ber o f  
details on  w hich I  w ould find m yself fa r 
from  agreem ent w ith  h im ; th e  agreeable 
th in g  is to  see how  m uch  there is to  agree 
w ith , and also how  m uch th e  differences 
stim u la te  one to  th o u g h t.

Yours sincerely,
ST E LL A  A L E X A N D E R  

Secretary,
R eligious Society o f  Friends E ast-W est 

R ela tions C om m ittee  Friends 
H ouse— Euston Road— London N W i
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BÁSTI, LAJOS (b. 1911). A ctor. Since 
1945 m em ber o f  th e  Budapest N ational 
T h ea tre ’s perm anent com pany. Principal 
roles: Professor H igg ins (in Pygmalion), 
A ntonius (in  Ju liu s Caesar), O edipus (in 
Sophocles’s tragedy) and Adám  (in M adách’s 
T h e  Tragedy o f  M an).

BESSENYEI, F E R E N C  (b . 1919). Ac
to r. Principal roles: O thello , A strov (in 
C hekhov’s U ncle Vania) and D anton  (in 
Biichner’s D an to n ’s T od).

G Á BO R, M IK L Ó S (b. 1919). Stage and 
film  actor, m em ber o f  th e  M adách T heatre  
Com pany. An a rtis t o f  m arked personality  
and strong intellectual leaning, he scored his 
greatest successes in  th e  plays o f  Shakespeare 
and G. B. Shaw (H am let, Rom eo, M an  and 
Superm an, etc.).

GULÁCSY, LAJOS (1882— 1932). 
pain ter. A surrealist, who set h is dream like 
figures in  m ysterious surroundings.

H O L L Ó S Y , S IM O N  (1857— 1918). 
Painter. S tudied  a t th e  M unich  Academ y o f 
Painting. O ne o f  th e  founders o f  th e  Nagy
bánya school, form ed a t th e  tu rn  o f  th e  
century in  opposition to  academ ic trends and 
aim ed a t transp lan ting  th e  endeavours o f 
French im pressionism  to  H ungary .

H O R T O B Á G Y . A p rairie-like  p la in  o f 
some 2 ,000 sq .km  in  area near th e  T isza  river 
in  N o rth -E ast H ungary . For centuries i ts  so- 
d ic soil and m arshy trac ts had  seen no agri
cultural production , only nom adic stock- 
raising. T h is  p lain  o f  mirages, w ith  its cha
racteristic needlegrass, was a frequent source 
o f  inspiration  fo r th e  19th-century rom antic 
schools o f  poetry and pain ting . H ortobágy 
had become a sym bol o f  ancient H ungarian  
shepherd  life. In  th e  early 1950’s, however,

large state-ow ned farm s were established here 
and  land  reclam ation th rough  soil im pro
vem ent and irrigation  was started . A t pres
ent, 45 per cent o f  th e  H ortobágy area is al
ready arable land, 40  per cent m eadows and 
only 12 per cent has rem ained barren and 
useless. T h e  construction o f  tw o large canals 
w ill bring  some 370 thousand  acres under 
irriga tion ; over 52 thousand  acres are already 
under grain crops, 45 thousand  under hem p 
and  m aize, 30 thousand  under rice. H o rto 
bágy is actually  one o f  th e  northernm ost 
rice-growing regions in  th e  w orld. Its 
artificial lakes are th e  scene o f  m odern fish 
farm ing. T h e  m em ory o f  th e  one-tim e H o r
tobágy is preserved only in  an ancient inn 
and its  im m ediate  surroundings, one o f  the  
m ost in teresting  to u ris t sights in  th e  country.

K Ö R Ö S I C SO M A , S Á N D O R  (1784— 
1842). Explorer o f  Asia, o rien talist and 
T ibe tan  language scholar. L iving in lam ase
ries in  N o rth  Ind ia, he collected 40  th o u 
sand T ib e tan  words and in  1834 published 
his T ibetan— E nglish dictionary and gram 
m ar, w hich has since become know n all over 
th e  w orld. W o rk s: G ram m ar o f  T ibetan  
Language in  E nglish (1834); Letters from  
Asia (publ. 1949); T h e  Life and  Teaching 
o f  B uddha (publ. 1957).

M A JO R , T A M Á S (b. 1910). A ctor and 
stage m anager. F rom  1945 to  1962 d irector 
o f  th e  Budapest N a tio n a l T heatre , o f  w hich 
he  is s till  a stage director. Parliam entary 
deputy . O u tstand ing  ro les : R ichard III, T ar- 
tuffe, Iago. (See h is article  in  V ol. V , N o . 13 
o f  T h e  N ew  H ungarian  Q uarterly .)

M O S O N Y I, E M IL  (b. 1910). H ydrau
lic engineer, university professor, m em ber 
o f  th e  H ungarian  Academy o f  Sciences, vice- 
chairm an o f  th e  H ydrau lic  C om m ittee o f  
Unesco.
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M U N K Á C SY , M IH Á L Y  (1844— 1900). 
Painter, representative o f  th e  school o f  c riti
cal realism . S tud ied  in  V ienna and M unich, 
Lived in  Paris fro m  1871. H is  works had  a 
considerable influence on th e  developm ent 
o f  H ungarian  pain ting  in  th e  19th century.

R IP P L -R Ó N A I, JÓ Z S E F  (1861— 
1927). An outstanding H ungarian  represent
ative o f  th e  im pressionist school o f  painting. 
S tud ied  in  M unich  and Paris. A m em ber o f  
the  Les N ab is group a t th e  beginning o f  h is 
career, h is works first show ed th e  m arked 
contours and decorative elem ents character
istic o f  th e  art nouveau. Later on he developed 
a m osaic-like technique. H is  best works are 
p o rtra its  and  character studies.

SZA B Ó  E R V IN  LIBRARY. B udapest’s 
m ost im p o rtan t m unicipal library. I t  was 
nam ed afte r E rvin  Szabó, i ts  founder (1911) 
and one-tim e director, a sociologist and  one 
o f  th e  first M arxist scholars th is  country has 
produced. W ith  a collection approxim ating 
a m illion  volumes, th e  lib rary  a t present 
has 42  d is tric t branches in  Budapest. Its  
staff m em bers are no tably  active in  th e  fields 
o f  bibliography and library  organization.

ADY, E N D R E  (1877— 1919). T he
greatest H ungarian  lyrical poet o f  th e  2 0 th  
century. (See T h e  N ew  H ungarian  Q uarterly , 
V o l. I l l ,  N o . 5,)

K R Ú D Y , G Y U L A (x878— 1933). N ovel
ist. (See T h e  N ew  H ungarian  Q uarterly , 
Vol. II, N o . 4.)

NÁDASY, L Á SZ L Ó  (b . 1927). F ilm  
and television director. G raduated in  195° 
from  th e  D ram a and F ilm  Academ y, Buda
pest. H is  first film  (Razzia— “ Police R aid”) 
was sho t in  1958.

N É M E T H , L Á SZ L Ó  (b. 1901). W rit
er. See h is stud ies in  T h e  N ew  H ungarian  
Q uarterly , V ol. 1, N o  I ,  V ol. II, N o . 2, and 
V ol. I l l ,  N o . 5.

V IR G IN  M A R Y ’S L A M E N T  IN  
O L D -H U N G A R IA N . D ating  from  between 
1280 and 13x0, th is  is, afte r th e  “Funeral 
O ra tio n ,” th e  earliest w ritten  record extant 
in  H ungarian  and, a t  th e  same tim e , th e  
first poem  in  the  H ungarian  language know n 
to us. Some o f  its passages are close transla
tions o f  a poem  know n in  th e  literatu re  o f 
m edieval L atin  hym ns as “Planctus Santae 
M ariae,” b u t otherw ise i t  is an adaptation  
o f  th e  la tter, rendering only its  substance. 
I ts  transla to r—or, ra ther, adapter—was a 
Black Friar o f  H ungarian  extraction and 
unknow n name, studying  in  a N o rth  Italian  
tow n. I t  was discovered in  1922 in  a 13th- 
century L atin  codex (T he Leoven Codex), 
w hich is now  in  th e  library o f  the  U niversity  
o f  Leoven.

SÁRA, S Á N D O R  (b. 1933). D irector 
and cam eram an. M em ber o f  th e  young film  
a rtis ts ’ Balázs Béla S tudio . H is  Cigányok 
( “ G ipsies”) carried a first prize  a t th e  Leipzig 
Festival o f  F ilm  Shorts, 1963.
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O U R  C O N T R I B U T O R S
Vajda, Im re (b. 1900). Econom ist, professor 
a t th e  Karl M arx U niversity  o f  Econom ics 
in  Budapest. Previous con tributions to 
our review : “T h e  Progress o f  H u ngary ’s 
Econom ic C onsolidation from  1957 to 
i9 6 0 ,” “ Geneva Im pressions on  th e  S tate 
o f  E ast-W est T rad e ,” “ Perspectives o f  
E ast-W est T rade as Seen by a H ungarian  
Econom ist,” “Prospects o f  H ungarian 
T rad e .” M em ber o f  th e  editorial board 
o f  T h e  N ew  H ungarian  Q uarterly .

Hardi, R óbert (b. 1915). Econom ist, lec
tu re r  on  com m ercial techniques and or
ganization a t Karl M arx U niversity  o f  Econ
om ics in  Budapest and deputy  m anager o f 
K O N S U M E X  (C om m odity  T rad ing  E nter
prise). Since 1945 has organized and headed 
a num ber o f  offices and enterprises in  the  
fields o f  foreign and dom estic trade . See his 
“ R ural Self-service S tores” in  V olum e II, 
N o . 3, o f  T h e  N ew  H ungarian  Q uarterly .

Bognár, József (b. 1917). Professor a t Karl 
M arx U niversity  o f  Economics, B udapest; 
President o f  th e  In s titu te  o f  C u ltu ra l Rela
tions; m em ber o f  th e  editorial board o f 
o u r review. See also h is essays “ Econom ic 
P lanning in  G hana” in  V ol. I l l ,  N o  7, and 
“Science and its  A pplication in  Developing 
C ountries” in  V ol. IV , N o . 11, o f  T he 
N ew  H ungarian  Q uarterly .

H alász, Z o ltán  (b. 1914). Journalist, au
th o r o f  books on  cultural h istory . G raduated 
a t Pázm ány Péter U niversity in  Budapest, was 
R om e correspondent o f  th e  H ungarian  News 
Agency (M T I), reader w ith  Corvina Pub
lishing H ouse, Budapest; now D eputy E ditor 
o f  T h e  N ew  H ungarian  Q uarterly . H is  
publications in c lu d e : Budapest felfedezése 
( “E xploration o f  B udapest”), G ondolat Pub
lish ing  ' H ouse, 1959, H ungarian  W ine 
T h rough  th e  Ages (in English, G erm an and 
French; Corvina Publish ing H ouse, 1958),

Ur városától Trójáig ( “From  T h e  C ity  U r 
to  T ro y ”), Ifjúsági Publishing H ouse, Buda
pest, 1961; A magyar régészet históriája 
(“From  th e  H isto ry  o f  H ungarian  Archeol- 
ogy”) Ifjúsági Publish ing H ouse, Budapest, 
1964. See also his articles in  previous issues 
o f  our review.

Lambilliotte, M aurice. W riter, journalist, 
founder and ed ito r o f  th e  in ternational 
review Syntheses (Brussels). W as rapporteur o f 
th e  1958 In ternational Exposition o f  Brus
sels and in itia to r  o f  a num ber o f  i ts  projects. 
T h e  Exposition furn ished  h im  w ith  th e  
o pportun ity  o f  organizing an  E ast-W est 
D iscussion (Colloque O rien t-O cciden t) cal
led : “ M utual A ppreciation o f  th e  C ultu ral 
V alues o f  East and W est,” in  w hich partic
ipated  some th ir ty  p rom inen t personalities 
o f  b o th  East and  W est, ou tstand ing  in  such 
diversified subjects as na tura l and technical 
sciences, philosophy, religion, h istory, the 
arts and education. Established a t Brus
sels a “ Centre In ternational de D ialogue” 
(In ternational D ebating  Centre). H as used 
Syntheses since 1946 as a p la tfo rm  fo r his 
analysis o f  the  political, economic and social 
outlines o f  m an k in d ’s developm ent. Con
scious o f  th e  benefits o f  scientific and techni
cal progress w hich can enable m an to  satisfy 
h is m aterial needs, M aurice Lam billiotte  
strives to  a lert ou r conscience against au
to m atism  and to  encourage m an  to  com m it 
h im self to  m ovem ents o f  com m unication, 
fellowship, brotherhood, and efforts fo r the  
lo ftie st goals. M em ber o f  th e  Belgian So
cialist Party, General D irector in  th e  M in 
istry  o f  Labour, C ouncillor o f  th e  M in 
ister o f  Foreign Affairs. A uthor o f  Grand 
Probllme (an essay), Sens du Divin  (a play 
perform ed in  Brussels and Liege in  1947 
and  1949), Marie du Peuple (a play  perform ed 
in  Brussels in  1949), and o f  h ith e rto  u n 
published  poems, novels and plays. See his 
article “ H um anism  and Socialism ,” in  Vol. 
IV , N o . 9, o f  T h e  N ew  H ungarian  Q uarterly.
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Taixós, György (b . 1920). Econom ist. 
S tudied  law  and economics in  Budapest. A t 
present heads th e  departm en t fo r in terna
tional cooperation and long-range econom ic 
p lanning a t th e  M in istry  o f  Foreign T rade. 
H as published  several studies on  problem s 
o f  p lanning foreign trade, in ternational eco
nom ic cooperation, etc.

Lukács, György (b. 1885). T h e  follow ing 
bibliography (prepared as o f  Decem ber 31, 
1963) o f  György Lukács’s works lays no 
claim  to  scientific com pleteness b u t  is in 
tended  ra th e r as an inform atory  guide. I t  
includes only those works th a t  have appeared 
in  book form  and  om its all th e  m aterial to  
be found  in  journals, anthologies, etc.
A dráma formája. (“ T h e  Form  o f  the  D ram a”) 
Budapest, 1909, F ranklin . (R ep rin t from  
th e  Budapesti Szemle).
Megjegyzések a z  irodalomtörténet elméletéhez. 
( “N otes on th e  Theory  o f  L iterary H is to ry ”) 
Budapest, 1910, Franklin .
A lélek és a formák. ("T h e  Soul and the  
Form s”) Budapest, 19x9, F rank lin ; Berlin, 
1911, F leischel; M ilan , 1963, Sugar.
A  modern dráma fejlődésének története. I— II. 
( “H isto ry  o f  th e  D evelopm ent o f  M odern 
D ram a”) Budapest, 1911, F ranklin .
Esztétikai kultúra. ( “A esthetic  C u ltu re”) Bu
dapest, 1913, A thenaeum .
Balázs Béla és akiknek nem kell. ( “Béla Balázs 
and T hose W ho  Do N o t W an t H im ”) Gyo- 
m a, 1918, Kner.
Taktika és ethika. ( “T actics and E th ics”) Bu
dapest, 1919, People’s C om m issariat o f  
E ducation.
Die Theorie des Romans. ( “T heory  o f  th e  
N ovel”) Berlin, 1920, C assirer; N euw ied 
am  R hein, 1963, L uchterhand; M ilan , 
1962, Sugar; Paris, 1963, G authier. 
Geschichte und Klassenbewusstsein. ( “H isto ry  and 
Class Consciousness”) Berlin, 1923, M alik ; 
Tokio, 1927, Doojinsha; Paris, 1960, M in u it. 
Lenin. (S tudy  on th e  Coherency o f  his 
T houghts) W ien, 1924 . Verlag der A rbeiter
buchhandlung, W ien, 1924;) also in  H u n 
garian). T okio , 1927, Hakuyoosha.

Moses Hess und die Probleme in der idealistischen 
Dialektik. ( “ M oses H ess and th e  Problem s o f  
Idealistic D ialectics”) Leipzig, 1926, H irsch 
feld.
Literaturnije teorii X IX . Deka i marksizm. 
( “ L iterary Theories o f  th e  19th C entury and 
M arxism ” .) Moscow, 1937.
Der historische Roman. (T he  H isto rical N o - 
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