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ABSTRACT

This study explores Holocaust-related exhibitions organized in early
postwar Hungary, between 1945 and 1949, from the end of World
War Il up until the communist takeover. The high number of such
exhibitions (26 in total) attests to the existence of a widespread and
extensive culture of remembrance, especially in the first three years,
when the vast majority of these shows (21) took place. These
exhibitions involved art almost exclusively; even the historical
exhibitions included artworks and relied heavily on graphic design
solutions. The first part of the study provides insight into a
pioneering historical exhibition organized in early 1946 in Budapest
(Those Who Died and Those Who Fought for Our People’s Honor’)
and a similar exhibition material prepared later that year, sent to
New York to be exhibited at YIVO in 1947 (The Jews in Europe,
1939-1946'). In both cases, montage-based design played a key role
in conveying messages; moreover, several autonomous artworks
were equally integrated into the historical narrative. Both exhibitions
were prepared by the Documentation Department, which, in the
first case, belonged to the Jewish Agency for Palestine; in the
second case, it was already merged into the Hungarian branch of
the World Jewish Congress. Importantly, no data has surfaced so far
about further historical exhibitions about the Holocaust (or similar
topics: war crimes, antifascism, etc.), organized in Hungary in this
period. The second part of the paper provides an analysis of the
actors involved, highlighting the eminent role played by various
organizations, and dedicating special attention to the Jewish and
Zionist ones. The final part concerns art exhibitions, differentiating
between ‘martyr’ and ‘commemorative’ exhibitions, both organized
from the works of victims of the Holocaust — works that with a few
exceptions did not themselves relate to the genocide - and
exhibitions featuring artworks about the Holocaust created almost
exclusively by survivors, mostly narrative graphic series depicting
various personal experiences of the victims.

Introduction
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This study explores Holocaust-related exhibitions organized in early postwar Hungary,
between 1945 and 1949, from the end of World War II up until the communist takeover.
The first part provides insight into a pioneering historical exhibition organized in early
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1946 in Budapest (‘Those Who Died and Those Who Fought for Our People’s Honor’)
and a similar display prepared later that year, sent to New York to be exhibited at YIVO
in 1947 (‘The Jews in Europe, 1939-1946’). In both cases, montage-based design played a
key role in conveying messages; moreover, several autonomous artworks were equally
integrated into the historical narrative. The second part of the paper provides an analysis
of the actors involved, highlighting the eminent role played by various organizations, and
dedicating special attention to the Jewish and Zionist ones. The final part concerns art
exhibitions. In summation, what this study explores are the various constellations of
where and how art met recent history — the Holocaust — within the context of early
postwar exhibitions in Hungary.

Holocaust exhibitions

A Holocaust-related exhibition (or Holocaust exhibition in short) is understood here as a
display whose decisive aspect is the Holocaust: The exhibition either provides a narrative
of (or reflection on) the Holocaust, or commemorates its victims. In other words, the
genesis of these exhibitions or their content are inseparable from the Holocaust;
without the latter they could not have taken place. Such exhibitions were organized at
public or publicly accessible venues, and due to the ritual of an opening they constituted
a social event. They were nonetheless fleeting in nature, as even despite vivid press cover-
age, due to the lack of a permanent and tangible result, such as a catalogue, they were
quickly forgotten. This study excavates and reconstructs this once-important scene of
early Holocaust remembrance in Hungary.

Art and history

As Holocaust exhibitions thematized a recent historical event, one might expect to find
predominantly historical exhibitions, based mainly on historical sources, such as docu-
ments, press clippings, photographs, and verbal or written testimonies. Nevertheless,
the Hungarian case contradicts these assumptions. Firstly, the overwhelming majority
of these exhibitions were, in fact, art exhibitions; and secondly, even in the case of two
historical exhibitions prepared in Hungary, art played an eminent role both in their
content and their presentation.

Given the lack of prior, comprehensive research into other countries’ exhibition his-
tories, it remains a question whether Hungary was an exception, or whether the omni-
presence of art at early Holocaust exhibitions was in fact widespread. Taking into
consideration that the fine arts already had an established exhibition infrastructure
and that many survivors, both art professionals and amateurs, created works about
their experiences, the eminent role of art in exhibitions might prove to be a general
phenomenon. This is further supported by the fact that most episodes of the Holocaust
they visualized were lacking similar, readily available photographic documentation.

The ‘myth of silence’ and Holocaust exhibition history

The current research is in line with the historiographical turn of the last decades, which
brought about a new interest in the early decades of Holocaust remembrance, thus
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refuting the earlier ‘myth of silence’ that hypothesized a lack of such activities." Never-
theless, the early postwar exhibition history of the Holocaust remains almost completely
unexplored.2 Although a few, exceptional, monumental exhibitions were discussed, the
existence and history of further exhibitions remain uncharted.> Moreover, the exhibi-
tions that entered public knowledge were more about war crimes in general, as
opposed to the exhibitions discussed here, which focused on the voice, perspective,
and experience of the survivors, as well as the memorialization of the victims.

Although the subject of this study is art, the perspective is that of exhibition history.
Consequently, the aim is not to analyze individual artworks from traditional art historical
perspectives (such as style, composition, and quality), but rather to reconstruct the infra-
structure (institutions, networks, and actors, along with their intentions), through which
those reached the public. These attest to the existence and widespread nature of grass-
roots initiatives, among which the contribution of Jewish and Zionist organizations, as
well as the role of survivors in general, should be considered eminent.*

Hungary: The Holocaust and the early postwar period

With few exceptions, the history of Holocaust remembrance in early postwar Hungary
remains unexplored.” It nonetheless offers extremely rich material, especially in the
domain of fine arts and in the case of exhibitions that previous research did not touch
upon.’®

The local characteristics of Hungarian history, the Holocaust, and its aftermath had
important consequences on its early exhibition history. First of all - as opposed to the

"Hasia R. Diner, We Remember with Reverence and Love: American Jews and the Myth of Silence after the Holocaust, 1945-
1962 (New York: New York University Press, 2009); David Cesarani and Eric J. Sundquist (eds.), After the Holocaust: Chal-
lenging the Myth of Silence (London: Routledge, 2012); Laura Jockusch, Collect and Record! Jewish Holocaust Documen-
tation in Early Postwar Europe (Oxford: Oxford University Press, 2012); and more recently in the case of the Eastern Bloc:
Kata Bohus, Peter Hallama and Stephan Stach (eds.), Growing in the Shadow of Antifascism: Remembering the Holocaust
in State-Socialist Eastern Europe (Budapest-Vienna-New York: CEU Press, 2022).

2In fact, the first major attempt to survey early postwar exhibition histories is the current issue of The Journal of Holocaust
Research this study was also written for.

*These were usually made possible through public funds or infrastructure. Cédric Gruat, Crimes hitlériens: Une exposition-
deuil au sortir de la guerre (Paris: Edition Tirésias-Michel Reynaud, 2017); Heidrun-Ulrike Wenzel, Vergessen? Niemals! Die
antifaschistische Ausstellung im Wiener Kiinstlerhaus 1946 (Wien-Berlin: Mandelbaum Verlag, 2018); “Warsaw Accuses:
Ruins on Display,” in Agata Pietrasik, Art in a Disrupted World: Poland 1939-1949 (Warsaw: Academy of Fine Arts-
Museum of Modern Art, 2021), pp. 99-126.

“In the case of the two historical exhibitions, through selected examples — based on the catalogue and the partial recov-
ery of exhibition material — several aspects of the presentation of history through art (both material and design) are
considered. The reconstruction of the panorama of art exhibitions is based — due to the lack of catalogues and
further sources — on their reception in the press. In some cases, further research might bring forth more details
about some of these shows, yet their position and importance can only be judged within the complex system of
early postwar Holocaust exhibition history, described below. The overview and analysis of the types of exhibitions
and actors will also enable a future comparison between different countries.

>A few aspects (literature and social discourses) were recently explored: Tamés Kisantal, Az emlékezet és a felejtés helyei: A
vészkorszak dbrdzoldsmddjai a magyar irodalomban a hdboru utdni években (Pécs: Kronosz Kiado, 2020); Lérant Bodi, “A
kibeszélhetetlen szambavétele - tarsadalmi diskurzusok a holokausztrdl a Il. vilaghaborut kévetéen (1945-1948),” PhD
diss., ELTE University, Budapest, 2022.

SAn exhibition, curated by Zséfia Farkas, recently showed a number of early postwar works; the exhibition catalogue with
extended material is forthcoming. Eyewitnesses: Depictions of Trauma from the Collection of the Hungarian Jewish
Museum and Archives, Budapest, 2B Gallery, July 13-Aug. 17, 2021. Earlier, Katalin S. Nagy published a rich and detailed
monograph, a veritable encyclopedia of Hungarian Jewish artists, in a grouping based upon their specific fate during
the Holocaust (death during or survival of deportation, labor service, etc.); the biographies of survivors cover their
postwar periods as well, up until the artists’ death. Katalin S. Nagy, Emlékkavicsok: Holocaust a magyar képzémdivészet-
ben 19381945 (Budapest: Gléria Kiadd, 2006).
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deportation and murder of the majority of its rural Jewish population - from the capital
city, Budapest, Jews were not deported.” As survivors played a central role in creating art-
works about the Holocaust and organizing exhibitions, this historical background offers a
partial explanation as to why exhibitions took place almost exclusively in Budapest.

Following the fall of the right-wing Horthy regime and the rule of the Arrow Cross
(Hungarian National Socialists), after the end of World War II a few years of relative pol-
itical pluralism, as well as cultural and artistic freedom, followed: This was the transitory
period during which the Holocaust exhibitions in question could take place. The gradual
takeover by the communists reached its full potential by 1949. By this time, the number
of Holocaust exhibitions had already diminished. Following the last few public opportu-
nities to exhibit Holocaust-related works, the topic became undesirable due to the pre-
vailing antifascist historical narrative, which concentrated on the heroes of the
antifascist struggle, paying little attention to the victims.

Most of the artists mentioned in this study are not part of the canon of Hungarian art
history. Two reasons might explain this: the Holocaust and emigration. Firstly, artists
who were commemorated in exhibitions because they fell victim to the genocide left
only a partial oeuvre behind. Secondly, many of the Jewish survivors who created
works about the Holocaust did in fact leave the country (after their liberation, in the
years leading up to the communist takeover, or during the 1956 Revolution), breaking
their oeuvres in half geographically, and thus making their entry into the canon
difficult physically (due to the relocation of the works), culturally, or even politically.

Part one: Historical exhibitions

‘Those Who Died and Those Who Fought for Our People’s Honor,” Budapest,
1946

The exhibition that opened in January 1946 at a Jewish Cultural Hall in Budapest was an
ambitious endeavor.® Titled ‘Akik meghaltak és akik harcoltak népiink becsiiletéért
(Those Who Died and Those Who Fought for Our People’s Honor), it brought together
history, fine arts, and applied graphic art, in order to narrate the Holocaust from a Zionist
perspective.9

Organized by the Documentation Department of the Jewish Agency for Palestine,
‘Akik meghaltak’ was accompanied by a 32-page-long catalogue published by the
Jewish Agency, with the support of the Hechaluc (Hehalutz) youth movement." Since
further photographic documentation of the exhibition has not surfaced so far, it can

’Concerning the history of the Holocaust in Hungary, see the third, revised edition Braham’s monograph: Randolph
L. Braham, The Politics of Genocide: The Holocaust in Hungary (Boulder: East European Monographs, 2016).

821/b Fiirst Sandor [Hollan Em] Street. The “cultural hall, which belonged to the Csaky Street Synagogue district, opened
in 1938 in a modernist tenement building, which also housed a Jewish elementary school, built for a Jewish pension
fund. “A Hollan-utcai uj kulturterem felavatasa,” Egyenldség, Apr. 7, 1938, p. 11.

°In the press; however, most probably following the press release, the exhibition was referred to not by its title, but rather
as the ‘documentary exhibition of the suffering of the Hungarian Jewry,” making the Zionist framework inconspicuous.
Szabad Nép, Jan. 23, 1946, p. 4. A news item in the paper of the Social Democratic Party mentioned the title of the show,
but in a purposefully shortened form, as ‘Akik meghaltak és akik harcoltak ... " in order to avoid mentioning the Jewish
self-reference ‘népliink becstiletéért’ (for our people’s honor), labeling it as an ‘antifascist exhibition.’ Vildgossdg, Jan. 29,
1946, p. 4.

10Alfréd Trosztler, Akik meghaltak és akik harcoltak népiink becsiiletéért (Budapest: Jewish Agency for Palestine Dokumen-
tacids Osztalya, 1946), p. 2.
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only be evaluated based on the content of the catalogue, while the mise-en-scéne can be
judged by the single-known exhibition view, published therein'' (Figure 1).

The long text in the catalogue, written by Alfréd Trosztler — who participated in
recording protocols with the survivors — presents a historical narration, covering the epi-
sodes of the Holocaust first in Europe and then in Hungary.'? He discusses various forms
and groups of resistance, especially the Zionist youth, continues the text with the role of
Jewish fighters from British Mandatory Palestine, and finally draws a contrast in between
the devastation in Europe and the building of a new life in Eretz Israel. In the afterword,
he addresses the reader directly, summarizing succinctly the almost teleological nature of
the narrative presented in the catalogue:

Think of the blood of the little children spilled, the hecatombs of the corpses, let the death
marches proceed in front of you, imprint it on your memory, why it happened, and then
perhaps these sad documents will serve as a guide for you; then perhaps you will look for
a way out and the past will not be repeated. ... Those Jewish youth who died in the
ghettos and on the battlefields sacrificed their lives in the struggle for an ideal, for socialist
Palestine. But if through their blood sacrifice they have succeeded in showing European Jews
the right way, if they finally recognize where their place is - then they did not die in vain."?

Creating and illustrating the exhibition was a collaborative effort. It was organized by
Imre Herbst, who also selected the photos. The catalogue includes 21 complex illus-
trations (mostly montages) and one map, all of which follow the narrative of Trosztler’s
text closely. The majority of the works were drawn by two artists, Jend Széts (ten works)
and Gyula Lérincz (eight), the rest were by Sraga (Shraga) Weil (two) and Janos Blassberg
(one). The largescale montages illustrated key episodes of the historical narrative in a
concise, visually compelling, and informative way. They presented a hand-drawn or
painted overall composition, consisting of similarly handmade illustrative parts and
striking typography, as well as inserted documentary photographs. Between Sz6ts and
Lérincz, clearly the former was more successful in organizing the various elements
into a coherent composition, while a number of Lérincz’s montages appear to be
rather unbalanced." Some of the works included are powerful infographics. Széts’s
montage-based ‘Gettd: Budapest’ compares the size of the city and the ghetto in Hun-
gary’s capital city, as well as the average space available for inhabitants therein'’
(Figure 2).

Weil’s neatly drawn diagram (a rare exception, as it does not use the technique of
montage), ‘A zsido ifjiisdg védelmi szervezete’ (The Jewish Youth Defense Organization),
shows the various types of activities performed.'® Széts’s ‘Auschwitz Birkenau’ represents

"Photograph by Béla Kalman. Trosztler, Akik meghaltak, p. 3. It was reported that the material of the exhibition would be
recorded on ‘keskenyfilm' (narrow, 16 mm film) in order to reach more people. It is currently an open question whether
this meant the material included in the catalogue (and if so, whether the negatives survived), or if it alludes to a moving
image. Magyar Nemzet, Jan. 23, 1946, p. 2.

?These were the protocols collected and recorded by the Deportaltakat Gondozé Orszagos Bizottsag (DEGOB, National
Committee for Attending Deportees). Horvath, “DEGOB,” p. 46.

3Trosztler, Akik meghaltak, p. 32.

Blassberg’s montage is also of good quality; Weil's second work more closely resembles an autonomous work than an
illustration. Janos Blassberg, “Schutzpass-bloff,” in Trosztler, Akik meghaltak, p. 23; Sraga Weil, “A ‘gy6zelmiik’ [Unser
Sieg.,” in Trosztler, Akik meghaltak, p. 11.

STrosztler, Akik meghaltak, p. 13.

"Slbid., p. 22.
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Figure 1. Exhibition view of ‘Those Who Died and Those Who Fought for Our People’s Honor’, Buda-
pest, 1946, photograph by Béla Kalman, in Alfréd Trosztler, Akik meghaltak és akik harcoltak népiink
becstiletéért (Budapest: Jewish Agency for Palestine Dokumentacids Osztalya, 1946), p. 3, © Metropo-
litan Ervin Szab¢ Library, Budapest Collection.

a typical, high-quality, and efficiently composed example of these exhibition montages'”
(Figure 3).

The title is written with striking typography, with the subtitle set in smaller font: ‘Hat
millié ember temetdje’ (Cemetery of Six Million People). The major graphic elements, the
monumental, menacingly towering chimneys of the crematoria (probably red in the orig-
inal) cut through the whole image, powerfully defining the composition and the topic of
the panel, crossed diagonally by the barbed wire. In the montage, photographs and
drawn/painted elements play a complementary role. Sites are reproduced on post-liber-
ation photos, whereas — due to the lack of earlier images available for the author - prison-
ers, as well as the monumental figure of the perpetrator (with his back to the viewer), are
visualized by the artist.

Based on the exhibition view and further sources, it is evident that the show included
more material than the catalogue, in the case of documents and artworks alike. The
center of the main wall (as well as the inner title page of the catalog) featured a life-
sized female figure, entitled ‘Ehség’ (Hunger) by Istvan Orkényi Strasser.'® His sculpture
both illustrates the period, and references, through the sculptor’s fate, the Holocaust. It
seems that the historical narration finishes on the left side of the hall, as the catalogue’s

17\
Ibid,, p. 7.

Blbid., p. 1. The artist was the victim of the Holocaust, while the work was exhibited earlier at the OMIKE martyr exhibi-
tion in 1946. S. Sz. [Sandor Szerdahelyi?], “Martir-mivészek,” Népszava, June 27, 1946, p. 5.
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Figure 2. Jené Sz6ts, Gettd: Budapest (Ghetto: Budapest), montage for the ‘Those Who Died and Those
Who Fought for Our People’s Honor' exhibition, in Alfréd Trosztler, Akik meghaltak és akik harcoltak
néplink becsiiletéért (Budapest: Jewish Agency for Palestine Dokumentdciés Osztélya, 1946), p. 13,
© Metropolitan Ervin Szabé Library, Budapest Collection.

last montage is identifiable in the photo. The sculpture stands in between two poster-
sized paintings of human figures, inscribed with the questions ‘Merre?” (Which Way?)
and ‘Hovd?” (Where To?) - answered, no doubt, by the exhibition from a Zionist perspec-
tive, as in the catalogue.19

The inclusion of autonomous artworks represents an important feature of the project.
Since the exhibition opened in January 1946, the organizers could already select artworks
either published or exhibited in 1945. Excerpts of two series are reproduced on the same
page of the catalogue: Edit Ban’s four aquarelles, which seem to be photographed at an
exhibition setting, either earlier at Bibliotheca Officina, or - as the catalog was published
quite possibly after the show - at the exhibition in question, probably arranged in one of
the large, horizontal, glass cases, visible on two sides of the hall®® (Figure 4).

The second set of four works is from Sraga Weil’s album ‘Tanusdgtétel’ (Testimony,
see below), which, although published only in 1946, must have been available directly
from the artist, who was involved in illustrating the exhibition. Lastly, the only foreign
artist present in the catalogue is ‘A. Schik’ (Arthur Szyk), whose work is reproduced in
order to evoke the Warsaw Ghetto Uprising.”' According to an article, works by Péter

Trosztler, Akik meghaltak, p. 3.

bid., p. 12 (works reproduced), p. 3 (exhibition view).

2Ybid., p. 25. Arthur Szyk: The Repulsed Attack (from The Songs of the Ghetto), 1943, The Magnes Collection of Jewish Art
and Life, UC Berkeley, inv. no. 2017.5.1.113.
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Figure 3. Jené Sz6ts, Auschwitz Birkenau, montage for the ‘Those Who Died and Those Who Fought
for Our People’s Honor' exhibition, in Alfréd Trosztler, Akik meghaltak és akik harcoltak néptink becsii-
letéért (Budapest: Jewish Agency for Palestine Dokumentéciés Osztalya, 1946), p. 7, © Metropolitan
Ervin Szab¢ Library, Budapest Collection.

Aldor, Miklés Adler (no doubt, their series ‘1944” and ‘16 fametszet,” see below), and Béla
Kadar (his album, Dies irae, published in 1945) were equally present.*?

The exhibition, which opened on January 22, was scheduled to last until February
5, but it was prolonged by one additional week, until February 13.** After the original
two weeks, a detailed account appeared in Szabad Nép (Free People), the daily of the
Hungarian Communist Party. The reporter urged everyone to visit the exhibition,
which, according to her, had 6000 visitors thus far, but ‘most of them [were]
Jewish.” Unfortunately, her information that the exhibition was going to be sent to
London and then shown all over Europe cannot be confirmed at the current stage
of research.**

‘The Jews in Europe, 1939-1946,” New York, 1947

A related, but more compact display was also prepared in 1946 by the Documentation
Department of the Jewish Agency for Palestine, which by that time had been merged

2Mikiés Adler's name was mistyped as “Karoly Adler.” “Az elmult korszak szérnyliségei — egy kiallitas tiikrében,” Vildg,
Jan. 24, 1946, p. 2. Kadar Béla, Dies irae (Budapest: Anonymus Irodalmi és M(ivészeti Intézet, 1945).

Bszabad Nép, Jan. 23, 1946, p. 4; Magyar Nemzet, Feb. 6, 1946, p. 2.

*The author herself was Jewish; this might explain her dissatisfied comment hinting at the lack of non-Jewish visitors.
Fehér Kldra, “A First Sandor-utcai kiallitdés bemutatja a 680.000-es gyilkossdg dokumentumait,” Szabad Nép, Feb. 6,
1946, p. 4.
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Sraga Weil rajzai]

12

Figure 4. Works by Edit Ban and Sraga Weil from the catalog of ‘Those Who Died and Those Who
Fought for Our People’s Honor', in Alfréd Trosztler, Akik meghaltak és akik harcoltak népiink becstile-
téért (Budapest: Jewish Agency for Palestine Dokumentéciés Osztalya, 1946), p. 12, © Metropolitan
Ervin Szabé Library, Budapest Collection.
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into the Hungarian branch of the World Jewish Congress.>” They responded to the call of
YIVO (the Yiddish Scientific Institute), sent out in preparation for their Jews in Europe,
1939-1946" exhibition, which opened on 20 January 1947, at their headquarters in
New York.?® The exhibition was a gargantuan enterprise:

Planned to occupy a major portion of the Yivo [sic.] building and to include several thou-
sand objects, the exhibit[ion] will attempt to give visual expression to the magnitude of
Jewish suffering and martyrdom under the Nazis and their collaborationists, to present
Jewish }groism and resistance to the foe, and to show the efforts to rebuild Jewish life in
Europe.

The work on the Hungarian contribution was directed by Akos Epstein; the panels were
prepared by Ervin Abadi and Félix Kassowitz. According to a news report, the content
consisted of photographs, charts, newspaper articles, and documents, organized on ten
panels. The historical narrative discussed the intellectual leaders and mass murderers
of antisemitism, the anti-Jewish ‘white terror’ that followed the fall of the Hungarian
Soviet Republic of 1919, anti-Jewish laws, forced labor service, the German occupation,
the rule of the Arrow Cross, deportation and mass murder, liberation, retribution, and, in
the last two panels, the work of the American Jewish Joint Distribution Committee and
the current situation.”®

The exhibition occupied three floors of YIVO’s building on 535 West 123rd Street,
organized in three parts (corresponding with the floors): ‘Under German Occupation,’
‘Under German Domination,” and “The Survivors.” Hungary was placed in the second
one, sharing Room 28 with the Netherlands, Denmark, Greece, and Yugoslavia.29 The
survival of the original Hungarian panels (or any other displays) at YIVO cannot be
confirmed at this point, but I was able to locate photographs of three out of the ten
panels: one about concentration camps, one concerning the rule of the Arrow Cross,
and one showing the liberation.”® All three panels are montages, incorporating photo-
graphs and handmade elements in a drawn or painted overall design. The panel about
concentration camps goes one step further than those included in the ‘Akik meghaltak’
exhibition: It similarly features artworks published earlier, but instead of showing
them separately, the art prints are incorporated into the montages (Figure 5).

The artworks are applied in the same way and with the same function as the photo-
graphs: In the case of those episodes when photo documentation was not readily avail-
able, artistic accounts were used as authentic sources to illustrate the historical
narrative. Four prints were incorporated from Miklos Adler’s series ‘16 fametszet,” two
from Agnes Lukdcs’s album ‘Auschwitz ndi tdbor, and two from Sraga Weil’s

Z|nstitutional history: Rita Horvath, A Magyarorszdgi Zsidék Deportdltakat Gondozé Orszdgos Bizottsdga (DEGOB) térténete.
Makor: Magyar Zsidé Levéltdri Fiizetek 1. (Budapest: Magyar Zsid6 Levéltar, 1997), pp. 22, 45, 51.

264Exhibit on the Jews of Europe, 1939-1946," News of the YIVO, no. 17 (Nov. 1946): pp. 1, 4, 5. | would like to thank Leo

27Greenbaum at YIVO for his kind help and for sending me the scanned newspapers.
Ibid., p. 1.

Bugigllitason mutatjak be New Yorkban a magyar zsidésag torténetét,” Képes Figyel6, Jan. 4, 1947, p. 20.

29Four—page leaflet of the exhibition, YIVO, Archive of Philip Friedman, RG 1258, Box 15, courtesy of Agata Pietrasik. Unfor-
tunately, neither at YIVO about this exhibition (upon my request), nor at the Central Zionist Archives concerning both
the 1946 Budapest exhibition and the 1947 YIVO exhibition (upon Rachel Perry’s request, whom | thank for this infor-
mation), were archivists able to identify any relevant archival holdings.

3%photographs by Tibor Bass, MAFIRT (Magyar Filmipari Rt.), Dec. 21, 1946, held at the photo archives of the Hungarian
News Agency (MTI), at MTVA: no. MTI-FOTO-FMAFI19461477003 (concentration camps), no. MTI-FOTO-
FMAFI19461477001 (rule of the Arrow Cross), no. MTI-FOTO-FMAFI19461477002 (liberation).
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Figure 5. Concentration camps, panel from the Hungarian material for ‘The Jews in Europe, 1939-
1946 exhibition at YIVO in New York in 1947, photograph by Tibor Bass, MAFIRT (Magyar Filmipari
Rt.), Dec. 21, 1946, held at the photo archives of the Hungarian News Agency (MTI), © MTVA, no.
MTI-FOTO-FMAFI19461477003.

‘Tanusdgtétel.” The upper left corner of each panel shows an open book, with a biblical
quote (in Hebrew and English) and a short historical narrative (in English) on the left,
accompanied by an illustration on the right page. On the deportation panel, these
read: ‘Even not to ye all ye that pass by behold and see it there be any sorrow like
unto my sorrow.” (Lamentations 1:12) and ‘At Auschwitz those gassed are most fortunate
the others perish under horrible suferings [sic], starvation, and by execution.’

Both the exhibition in Budapest and the panels sent to New York represent early his-
torical narratives, framing the Holocaust from a decidedly and outspokenly Jewish (in the
case of Budapest, more specifically: Zionist) perspective. The montage-based design,
which allows for a concise, informative, and visually appealing presentation, also con-
nects the two projects. Another shared aspect is the use of preexisting art material in
the historical narration, integrated either into the exhibition or the montages themselves.

The relevance and importance of these early postwar collections became clear a decade
later when documentary materials were requested from the Hungarian Jewish commu-
nity by the Mémorial du martyr juif inconnu in Paris. The latter’s first step in 1956
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was to inquire about the fate of the exhibits displayed in Budapest, and advise the orga-
nizers in Paris to contact YIVO for the Hungarian exhibition material sent to New York
earlier, because, as they put it, ‘material of comparable value cannot be compiled eleven
years after the end of the horrors.®" The same value attributed to documents was also
ascribed to design solutions. When the first, short-lived, and small-scale Hungarian exhi-
bition opened in Auschwitz in 1960, a new version of Sz6ts’s infographic, ‘Gettd: Buda-
pest’ illustrated the history of the ghetto.’® It seems that, by that time, early postwar
exhibition displays - similarly to artworks from the period — were becoming historical
sources themselves, ready to be recycled in new contexts.

Part two: Actors: The postwar landscape

In the case of both exhibitions and publications, most of the organizations involved had
either an outspoken or more subtly Jewish, and in many instances Zionist, character.
Depending on the types of organizations, the exhibitions served a commemorative, artis-
tic, or community-related purpose (connected to the Jewish community, left-wing or
artistic circles), or rather an amalgam of these. Some of the organizations that either
initiated or sponsored such events were local; others, especially the Zionist ones, were
branches of international networks.>

An outspokenly Jewish organization

The most obvious ‘suspect’ to exhibit Jewish art material in Hungary was the Orszagos
Magyar Izraelita Kézmuvel6dési Egyesiilet (Nationwide Hungarian Jewish Association
for Public Education), better known by its acronym, OMIKE. Its activities were wide-
spread: Among others, it operated a drawing school, library, and the Mensa Academica
- a dining hall for students in higher education. The association gained paramount
importance during World War II, when, in the framework of the Mtivészakcio (Artist
Action), it provided venues and financial support for Jewish artists (actors, musicians,
singers, writers, painters, and sculptors alike), who lived under dire conditions due to
the gradual introduction of anti-Jewish laws.>* Since many of its members and supported
artists were murdered in the Holocaust, OMIKE initiated a number of post-liberation
commemorative events, including an early, largescale exhibition, which was representa-
tive of the loss suffered by the art scene and the Jewish community.

Organizations with Jewish membership or ownership

Another important, less obvious hub was an association for modern art, the Eur6pai
Iskola (European School), founded in 1945, which brought together progressive

31Telegram from the Magyar Izraelitdk Orszagos Irodaja (MIOI) to Alexander Grossman, Aug. 24, 1956; Report on the Hun-
garian documentary material to be sent for the memorial exhibition of Mémorial du martyr juif inconnu in Paris, Sept. 9,
1956, Hungarian Jewish Museum and Archives, HU-HMJA-VI-6-1. | would like to thank Viktéria Banyai for drawing my
attention to these documents and for sharing them with me.

32yisible on negative no. 6322, Archives of the Auschwitz-Birkenau State Museum. | would like to thank Zoltdn Kékesi for
sharing the exhibition views with me.

33| this part, concentrating on the actors, | only refer to the exhibitions briefly; the following parts of the study, which
provide a typology of the exhibitions, include their details (original Hungarian title, dates, and sources) in the footnotes.

3Harsanyi LaszIo, A fénybdl a sotétbe. Az Orszdgos Magyar Izraelita Kozmiiveldési Egyesiilet évtizedei 1909-1950 (Buda-
pest: Napvilag Kiadé, 2019).
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artists, mostly of the surrealist and abstract streams.”” Although it had no direct con-
nection to the Jewish community and its official organizations, indirect ties were, in
fact, numerous. The group had a considerable Jewish membership, and Lajos Vajda,
the most important ancestral figure and (posthumous) member of the group, was
also Jewish. Moreover, he died due to lung problems that worsened during his time
as a forced Jewish laborer to the Hungarian army. He could therefore be - and in
the literature had often been - considered a victim of the Holocaust.”® Many of the
members earlier attended, or even got to know each other, at OMIKE’s Mensa Acade-
mica.”” Additionally, the exhibition space used by the group belonged formerly to
OMIKE.*

In the process of researching postwar exhibitions, a further, virtually unknown hub
started to take shape: the Bibliotheca Officina, the exhibition space of the Officina pub-
lishing house, which housed no less than four art exhibitions on the subject of the
Holocaust, among them one by Edit Ban in September 1945 - the earliest one,
which concentrated exclusively on works depicting the Holocaust. There are numerous
reasons that may explain this phenomenon: Not only were the owners, Odén és Dezs6
Lobl, Jewish, but their publishing house had also conducted activities related to the
Jewish community and the Holocaust. In 1942, they printed The OMZSA Haggadah,
a bibliophile edition published to support the undertakings of Orszdgos Magyar
Zsid6 Segit6 Akcié6 (Nationwide Hungarian Jewish Relief Action), whereas during
1944 they printed Schutzpasses (Letters of Protection).’® After the war, they published
the books of the journalist and early Holocaust historian Jené Lévai, and were the
printers of 32 Lithographs by Istvan Zdidor Showing the Work of the American Joint
Distribution Committee in Hungary.** Taking this context into consideration, their
willingness to host Holocaust-related displays in their exhibition space is
understandable.

An antifascist perspective

The Magyar Képzomiivészek Szabadszervezete (Free Organization of Hungarian Fine
Artists) was probably the largest and most active artists’ association in this period.
Founded in early 1945, it was active until 1949, and from 1947 even published an art

3péter Gyorgy and Gabor Pataki, Az Eurdpai Iskola és az Elvont Miivészek Csoportja (Budapest: Corvina, 1990).

36Daniel Véri, “Vajda Lajos zsiddsaga: rétegek és kontextusok,” Mult és Jové, vol. 29, no. 4 (2018): pp. 52-71.

|bid., pp. 59-62, 68.

38pddress: Ullgi Gt 11 (-13). By that time, they rented it from the Magyar N6k Demokratikus Szévetsége (MNDSZ, Demo-
cratic Alliance of Hungarian Women), but | do not agree with the authors of the monograph that it was a ‘strange
coincidence’ that some members exhibited here not only when it was operated by the European School, but also pre-
viously, in OMIKE times. Rather, | believe this was rather the consequence of the connections and social capital of the
Jewish members of the group. Gyorgy and Pataki, Az Eurdpai Iskola, p. 30.

39Géza Ribary, (intr.), Haggdda (Budapest: Orszagos Magyar Zsid6 Segit6é Akcio-OMZSA, 1942). Schutzpasses were issued
by embassies of foreign, neutral countries and stated that the owner of the document was under the protection of the
given state. Under the rule of the Arrow Cross, such original and forged documents were acquired by many Jewish
citizens in Budapest. Géza Komoroczy (ed.), Jewish Budapest: Monuments, Rites, History (Budapest: CEU Press, 1999),
p. 405.

“%Jend Lévai's books, printed by Officina in 1946 include: A pesti gett6 csoddlatos megmenekiilésének hiteles torténete;
Fekete kényv: A magyar zsidosdg szenvedéseirdl; Sziirke kényv: Magyar zsidok megmentésérél; Fehér konyv: Kiilfoldi
akciok zsidok megmentésére. Zddor Istvdn 32 litogrdfidja az Orszdgos Zsido Segité Bizottsdg magyarorszdgi munkdjarél
/ 32 lithographs by Istvdn Zddor showing the work of the American Joint Distribution Committee in Hungary, 1949
(date according to the catalog of the Hungarian National Museum, inv. no. LTM 67.41).
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periodical, Szabad Miivészet (Free Art).*' As a left-leaning organization, they organized a
number of memorial exhibitions for artists who fell victim to fascism. Although most of
the artists they commemorated were of Jewish origin, the discourse in the press about the
‘martyrs’ sometimes shifted from Jewish victimhood towards interpreting the victims as
‘socialist martyrs.”*?

Zionist actors: exhibitions vs. publications

Various Zionist organizations played a pivotal role. Strikingly, the only two historical
exhibitions ever prepared in Hungary in the early postwar years — discussed earlier —
were both produced by such organizations.

Numerous, often interrelated, almost exclusively left-wing Zionist organizations
were involved in publishing graphic albums about the Holocaust between 1945 and
1946. The Borochow-kor (Borochow circle), the ‘adult’ branch of Hashomer Hatzair
published Péter Aldor’s album, titled 1944.*> Hashomer Hatzair also published Sraga
Weil’s album, Tanusdgtétel (Testimony).44 Miklos Adler’s 16 fametszet (16 woodcuts)
was published by Hechaluc (Hehalutz) — which also belonged to Hashomer Hatzair in
Hungary - and supported by Ezra, a committee of the Jewish Agency for Palestine.*’
Hechaluc published the Sdrga kényv (Yellow Book) as well, a collection of memoirs,
illustrated by Weil.*® The Szocialista Cionistik Partja (Ichud, Party of Socialist Zio-
nists) printed the album of Agnes Lukécs, Auschwitz néi tdbor (Auschwitz Women’s
Camp).”” In contrast with the abundance of publications by left-wing groups, right-
wing organizations, namely Brit Hatzohar and their youth group, Brit Trumpeldor
(Betar) published jointly only one album, Ervin Abddi’s Két csillag - két vildg: 1939-
1945 (Two Stars — Two Worlds: 1939-1945).%8

Not only can the number of these publications be considered rather substantial, but
also their weight in the total production of Holocaust-related albums. Taking this into
consideration, it is striking that with the exception of two historical exhibitions, none
of the art exhibitions was organized by Zionist organizations. It seems that, most prob-
ably due to the lack of appropriate infrastructure, such as access to exhibition halls —
that were in fact very few and difficult to acquire after the devastation of the war -
Zionist factions chose to be more active in supporting publications of artworks depict-
ing the Holocaust.

“Fora contemporary overview of their activities, see Andrés Beck, “A Szabadszervezet munkdja,” Szabad Miivészet, vol. 1,
nos. 1-2 (Feb.-March 1947): pp. 24-25.

425ee, for instance, the announcement of a lecture by art historian Arany M. Abonyi, titled “Life of socialist martyr artists":
Vildgossdg, Oct. 18, 1947, p. 5.

“3péter Aldor, 1944 (Budapest: Borochow-kér, 1945). A second edition was published by Fiiggetlen Magyarorszag the
same year. For a concise explanation of various Zionist organizations, see Attila Novak, Atmenetben, a cionista mozga-
lom négy éve Magyarorszdgon (Budapest: Mult és Jov6 Kiadd, 2000), pp. 187-97.

44Sraga Weil, Tanusdgtétel (Budapest: Hasomer Hacair, 1946).

“SMiklés Adler, 16 fametszet (Debrecen: Hechaluc, 1945). Magyarorszagi Ezra Bizottsdg was the aid organization of the
Agency. Horvath, “DEGOB,” p. 11.

46Béla Vihar (ed.), Sdrga kényv: Adatok a magyar zsidésdg hdborus szenvedéseirél 1941-1945 (Budapest: Hechaluc, 1946).
The ten illustrations were also published separately: Sraga Weil, Hogy emlékezzetek ... 10 illusztrdcié a “Sdrga Kényv"-bél
(Budapest: Hechaluc, 1945).

47Agnes Lukécs, Auschwitz néi tdbor (Budapest, Szocialista Cionistak [Ichud] Partja, 1946).

“8Ervin Abadi, Két csillag — két vildg. 1939-1945 (Budapest: Brit Hacohar—Brit Trumpeldor, 1946).



THE JOURNAL OF HOLOCAUST RESEARCH 407

Part three: Art exhibitions
‘Martyr’ and ‘commemorative’ exhibitions

The first category of exhibitions, whose genesis had been deeply intertwined with the Holo-
caust, was dedicated to a victim or to multiple victims of the Holocaust, commemorating
them through the exhibition of their works. According to contemporary labeling, these fell
into two subcategories: ‘martyr’ or ‘commemorative’ exhibitions — the choice of words
largely depended on the organizers and their motivation. Those with a pronounced
Jewish background chose ‘martyr exhibition’ more often, as it was a widely used term in
this period to denote victims of the Holocaust (building on the traditional framing of
pogrom victims).* Those who wished to express an art historical perspective instead,
chose mainly a neutral, general art-historical term, ‘commemorative exhibition,” making
the reference to the Holocaust less pronounced. With the exception of works created
during forced-labor service, the exhibited works did not relate to the Holocaust. Nonethe-
less, many of the articles published in the daily press interpreted earlier works in connec-
tion with the fate of the artists, suggesting that they had ‘felt’ or ‘foreseen’ the future.*

The most representative martyr exhibition was organized by OMIKE in May 1946, at
the Régi Miicsarnok (Old Kunsthalle), on the prestigious Andrassy Avenue. It included
works by at least fifteen artists. The importance of the event went beyond the Jewish com-
munity, as attested by the venue and the fact that it was opened by the then minister for
culture, Dezs6 Keresztury. Instead of a regular catalogue containing the works, the exhi-
bition was accompanied by a ‘pro memoria’ publication, listing the fate of each martyred
artist. Among the artworks, only that of Imre Amos - who had continued working
during his forced-labor service - directly referenced an episode of the Holocaust.”!

A number of commemorative exhibitions were connected to the European School.
The earliest exhibition — ‘Szabad nép - szabad miivészet’ (Free People — Free Art) in
1945 - was dedicated to the memory of an art critic, Miklés Rézsa. It featured nine
artists, all of them future members of the European School, among them a posthumous
member, Imre Amos.”* Further commemorative exhibitions were dedicated to the ances-
tral figures of the European School. In early 1947, ‘Last Graphic Works of Imre Amos’
was mounted at M{ivészbolt (Artist Store), which was operated by Imre Pan, founder
of the group. In this case, the works were also thematically linked to the Holocaust.”

“49Cf. Kata Bohus, “Parallel Memories? Public Memorialization of the Antifascist Struggle and Martyr Memorial Services in
the Hungarian Jewish Community during Early Communism,” in Kata Bohus, Peter Hallama and Stephan Stach (eds.),
Growing in the Shadow of Antifascism: Remembering the Holocaust in State-Socialist Eastern Europe (Budapest-Vienna-
New York: CEU Press, 2022), pp. 87-108.

S0véri, “Vajda Lajos,” pp. 55-56. A few examples: S. Sz. [Sdndor Szerdahelyi?], “Martir-mivészek,” Népszava, June 27, 1946,
p. 5; llona Berend, “Ban Béla és Amos Imre grafikai,” Szinhdz, vol. 3, no. 8 (1947): p. 22; S. Sz. [Sandor Szerdahelyi?],
“Kidllitas,” Vildgossdg, May 7, 1947, p. 6; R. F., “Martirm(ivészek posthumus kiallitdsa,” Szivdrvdny, Sept. 27, 1947, p. 10.

>1OMIKE mdrtir mivészeinek emlékkkidllitdsa, Régi Micsarnok, June 15-30, 1946. | was not able to locate a copy of the ‘pro
memoria’ publication, mentioned in the press. Opening announcement: Szabad Nép, June 14, 1946, p. 4. S. Sz., “Matrtir-
miivészek,” p. 5; P. S., “Kiallités, amely vadol,” Jévends, June 27, 1946; Arany M. Abonyi, “Amos Imre alkotasai a martir
miivészek kiallitdsan,” Magyar Nemzet, Feb. 27, 1966, p. 14. Cf. Daniel Véri, “Faji és vallasi szempontok’: Amos Imre
mvészettorténeti recepcidja,” Mult és J6vd, vol. 28, no. 3 (2017): pp. 45-49.

525zabad nép — szabad miivészet, in the exhibition hall of Magyar Kommunista Part (Hungarian Communist Party), located
on Véroshaz Street, opened before May 23, 1945. The exhibition was organized by Erné Kallai, on behalf of the Anon-
ymus Irodalmi és Mivészeti Intézet (Anonymus Literary and Art Institute). Mdria Dutka, “Rézsa Mikl6s emlékkidllitas,”
Vildg, May 23, 1945, p. 4; Janos Féthy “Szabad nép - szabad mivészet. Kilenc muivész kidllitasa,” Kossuth Népe, May 25,
1945, p. 4.

>3 Amos Imre utolsé grafikdi, Mlivészbolt, Jan. 16-31, 1947. “Harom kiallitas,” Szabad Sz6, Feb. 2, 1947, p. 10.
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Lajos Vajda’s drawings were equally exhibited there, while his paintings were shown later
that year at the group’s exhibition hall.>*

Private, commercial galleries also provided venues for a few commemorative exhibi-
tions, such as the Szalmdssy Gallery in the case of painter Gyula Hatvani Perlusz in 1946,
and the Fékusz Gallery in the case of painter David Jdndi and sculptor Istvdn Orkényi
Strasser in 1947.°> Compared to various exhibitions of single artists, usually organized
at minor venues, in 1947 important national institutions provided space for the com-
memorative exhibitions of two accomplished artists. The Nemzeti Szalon (National
Salon) organized an exhibition for painter Istvan Farkas, and the Szépmuvészeti
Muzeum (Museum of Fine Arts) for sculptor O. Fiilop Beck, yet the reason for their
deaths was often omitted.>

Several martyr exhibitions were initiated by the Magyar Képz6miivészek Szabadszer-
vezete. In 1946, they organized the only exhibition outside of Budapest, dedicated to four
local artists in the museum of Pécs.”” At their exhibition halls, operated in the Régi Mic-
sarnok, three exhibitions were mounted. The first was a commemorative exhibition dedi-
cated to graphic artist Bertalan Gondor in 1947; in 1948, two martyr exhibitions were
organized: ‘Martyr Artists: Andor Sugar Painter, Gyorgy Goldman Sculptor,” followed
soon thereafter by the ‘Second Martyr Exhibition,” dedicated to painters Istvan Cserepes,
Gyorgy Kondor, and Laszlé Schnitzler.”® In the case of the Sugar-Goldman exhibition,
the press omitted to mention the Jewish origin of the artists, who were cast — due to
their involvement in the Szocialista Képzémiivészek Csoportja (Group of Socialist
Artists) — as socialist martyrs or martyrs of the Hungarian labor movement.”® Based
on their example, one article went as far as to suggest the founding of a museum for

54Vajda Lajos rajzai, M(ivészbolt, June 1947. -ayka-, “Vajda Lajos,” Szabad Mivészet, vol. 1, nos. 6-7 (July 1947): p. 120.
Vajda Lajos festményei, Eurépai Iskola, Sept. 28-Oct. 12, 1947. “Kidllitasi naptar,” Szabad Miivészet, vol. 1, nos. 9-10
(Oct. 1947): p. 182.

55Hatvani-Perlusz Gyula, Szalmdssy Galéria, Nov. 1946. “Két kiallitas,” A Reggel, Nov. 4, 1946, p. 7. Orkényi Strasser Istvdn
szobrdszmlivész és Jdndi Ddvid festémiivész emlékkidllitdsa, Fokusz Galéria, opened on Sept. 7, 1947. “Kiallitasi naptar,”
Szabad Miivészet, vol. 1, no. 8 (Sept. 1947): p. 156.

SSFarkas Istvdn emlékkidllitds, Nemzeti Szalon, March 1-16, 1947. Francois Gachot, (intr.), Farkas Istvdn emlékkidllitds
(Budapest: Nemzeti Szalon Miivészeti Egyesiilet, 1947). Beck O. Fiilép emlékkkidllitds, Szépmivészeti Mazeum, Oct.
4-Nov. 4, 1947. Beck O. Fiilép emlékkidllitds (Budapest: Orszadgos Magyar Szépmiivészeti Mizeum, 1947). The cause
of death and its reason was rarely mentioned. For instance, the newsreel about Beck’s exhibition only indicated
that he died during the siege of Budapest, as opposed to the catalogue, which stated that he left his apartment,
where he found refuge from the ‘persecution of the Arrow Cross,’ never to return. “Beck O. Fiilop szoborkillitasa a
Szépmlvészeti Muazeumban,” MAFIRT Kronika, no. 92 (October 1947), accessed Dec. 1, 2022, https://
filmhiradokonline.hu/watch.php?id=6550; Erné Kallai, “[Introduction],” in Beck O. Fiilép, p. 1.

>’Magyar Képzémiivészek Szabad Szervezete Pécs Xill. csoportkidllitdsa a Baranyamegyei Miizeumban Kdroly Erné, Keller-
mann Emil, Kirdly Lajos, Roder Judit mtiveibél, Pécs, Baranya Varmegyei Mizeum, July 21-28, 1946, organized in the
framework of Magyar Képzémiivészek Szabadszervezete, initiated by Ferenc Martyn. “Négy festé postumus kidllitasa,”
Dundntuli Népszava, July 14, 1946, p. 8; Nikelszky Géza, “Négy festé emlékkiéllitasa a Baranyavarmegyei Mizeumban,”
Dundntuli Népszava, July 21, 1946, p. 6. The exhibition was revisited in: Nagy Andras, (ed.), Négy festémiivész. Kirdly
Lajos, Roder Judit, Kdroly Ernd, Kellermann Emil (Pécs: Janus Pannonius Mizeum-Pécsi Zsidé Hitkozség, 2014).

8Gondor Bertalan emlékkidllitdsa, Képzémiivészek Szabadszervezete, April 20-May 4, 1947. “Kidllitasi naptar,” Szabad
Miivészet, vol. 1, no. 3 (April 1947): p. 42. Gabor Pogény O., Géndér Bertalan grafikai miivei (Budapest: Hungéria Hirlap-
nyomda, 1947). Mdrtirm(ivészek: Sugdr Andor fest6, Goldman Gyérgy szobrdsz, KépzémUvészek Szabadszervezete, Feb.
19-Mar. 3, 1948. “Kidllitasi naptar,” Szabad Mlivészet, vol. 2, no. 2 (Feb. 1948): p. 55. Il. Mdrtirkidllitds: Cserepes Istvdn,
Kondor Gy6rgy, Schnitzler LdszI6 fest6k (instead of Gyorgy Kondor, the initial plan included Béla Hegedds), Képzém(ivés-
zek Szabadszervezete, May 15-24, 1948. “Kiallitasi naptar,” Szabad Mtivészet, vol. 2, no. 5 (May 1948): p. 196; A. E. F. [A.
Endre Feny6?], “Harom martir mivész emlékkidllitasa,” Szabad Nép, May 22, 1948, p. 4.

5945216 Schalk, “Sugdr és Goldman,” Mdivelt Nép, vol. 2, no. 6 (March 15, 1948): p. 10; “Mértirmivészek,” Szivdrvdny, vol. 3,
no. 11 (March 15, 1948): p. 14; Szabad Nép, Feb. 20, 1948, p. 4.
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martyred socialist artists.”® This plan, however, was never realized, and the changing tone
already foreshadowed the communist takeover, which put an end to the series of martyr
exhibitions dedicated to Jewish artists.

Exhibiting artworks about the Holocaust

Soon after the liberation, artworks about the Holocaust, usually drawn or as a printed series,
began to reach the public, partly through exhibitions and partly through publications. Most
of the exhibitions were individual shows, dedicated to Holocaust works — usually one narra-
tive graphic series — of a single artist. The integration of artworks into historical exhibitions
and exhibition montages, discussed earlier, constituted a secondary usage.

In 1945, the ‘Szabad nép - szabad miivészet exhibition, mentioned above, featured a
ten-piece graphic series by Ferenc Martyn, entitled ‘A nagy mocsdr’ (The Great Swamp)®'
(Figure 6). The series of surrealist drawings, initiated in 1944 but most probably finished
in 1945, was later, under socialism, renamed and reinterpreted as ‘A fasizmus szornyete-
gei’ (Monsters of Fascism) within the framework of antifascist memory politics. Although
Martyn himself was not Jewish, he had a personal motivation for creating the series: His
fiancée was a survivor of Auschwitz, while in 1944 he was hiding as a military deserter.®*
He also played an important role in the martyr exhibition in Pécs, as the initiator of the
show and the author of the introduction to the short catalogue.®®

Three artists had solo exhibitions, featuring graphic series about their deportations,
created after the liberation. These narrative, figurative series can be placed within the cat-
egories of testimony and witnessing. Edit Ban’s exhibition was organized at Bibliotheca
Officina in September 1945.°* A review characterized the display as ‘images observed
with a keen eye and painted with reporter-like objectivity.” The author of the article none-
theless questioned their artistic value: “These paintings are, of course, shocking and out-
rageous, as are the deportation memoirs that have seen the light of day so often recently.
But they have only as much to do with art as those with literature.®

Gyorgy Kadar’s exhibition took place in February 1946, also at Bibliotheca Officina, with
no less than two state secretaries opening the exhibition.® In the press, these works were

%0Schalk, “Sugar és Goldman,” p. 10.

'Dutka, “Rézsa Miklds,” p. 4.

52Daniel Véri, “A holokauszt és a zsid6 identitas szimbolikus abrazolasai (1939-1960). Balint Endre, Martyn Ferenc, Major
Janos és Maurer Déra grafikdi,” in Gabor Pataki (ed.), Szigortan ellenérzétt nyomatok. A magyar sokszorositott grafika
1945-1961 kozott (Miskolc, Herman Otté Muzeum-Miskolci Galéria, 2018), pp. 54-60.

83See note 28.

54Bdn Edit festménysorozata deportdcios élményeibdl, Bibliotheca Officina, opened on Sept. 22, 1945. Vildgossdg, Sept. 28,
1945, p. 2. In my opinion, the series of 30 aquarelles exhibited and published in the last decades as works from the 1945
exhibition were created later, most probably in connection with the 1954 exhibition ‘Résistance, libération, déportation’
in Paris. The original series were in a landscape format and in pale colors, signed as ‘Ban Edit," with autograph titles in
Hungarian; in contrast, the 30-piece series are in a portrait format, signed ‘Edith Kiss’ (surname of her second husband),
with autograph titles in French. From the original series, four works were published in the catalogue of the ‘Akik
meghaltak ... " exhibition (see earlier). Cf. Helmuth Bauer Innere Bilder wird man nicht los. Die Frauen im KZ-AuBBenlager
Daimler-Benz Genshagen (Berlin: Metropol Verlag, 2010), pp. 79-81, 117-20.

%), F.,, “[untitled],” Kossuth Népe, Oct. 2, 1945, p. 2. It is worth noting that later Ban became the sculptor of the first nar-
rative Holocaust memorial in Hungarian public space, four reliefs inserted into the outer wall of the Ujpest synagogue in
1948. “Vasarnap avatjak fel az Gjpesti martirok hatalmas emlékmdivét,” Vildgossdg, July 21, 1948, p. 4.

6Kdddr Gydrgy grafikai kidllitdsa, Bibliotheca Officina, opened on Feb. 9, 1946. Népszava, Feb. 8, 1946, p. 4; Vildg, Feb. 8,
1946, p. 2.
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Figure 6. Ferenc Martyn, A nagy mocsdr (The Great Swamp), no. 3, 1944/1945, pen and India ink on
paper, 352 X 251 mm, © Janus Pannonius Museum, inv. no. 79.237.
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again deemed important from the perspective of witnessing. Their artistic qualities were
confirmed, but the main role was attributed to their documentary value:

It is not even appropriate to praise the artist’s imagination and constructive graphic power, because
all this is secondary to the interest that the Prime Minister’s Office should acquire the entire
material of this exhibition, hold it together, and take it to every corner of the capital and the
country, but also to international forums, to let the trumpets of the apocalypse blare in deaf ears.””

Such a largescale acquisition did not take place, and it seems that the artist himself was
not satisfied with the public outreach of the show: In March, he restaged his ‘lager
graphics” exhibition in his own apartment.®® According to an interview with the artist,
Hungarian authorities did not express an interest in the exhibited material; however,
the Swiss Red Cross, the Austrian-Hungarian Cultural Association, and Czech diplomacy
started negotiations about future exhibitions. At the moment of the interview, exhibi-
tions in Vienna and Prague seemed to be secured, but at this stage of research, it
cannot be confirmed whether they actually took place.””

Gitta Gyenes exhibited her narrative — but due to its soft texture, somewhat elevated,
dream-like - series of drawings in 1946 at Fészek, a prestigious artists’ association
(Figure 7). Contrary to Ban and Kadar, whose works recounted their deportation and
life in concentration camps, Gyenes illustrated her survival in the Budapest ghetto.”

The Magyar Képzémtivészek Szabadszervezete, which was also active in the case of
martyr exhibitions, hosted the show of a fourth artist, Gyérgy Roman in 1947. Although
only a portion of the exhibited material was related to the Holocaust, the scale and tech-
nique of large oil paintings - especially since all the other exhibitions involved graphic
works — make it a notable event.”!

Public trials of war criminals at the People’s Tribunals constituted important and
widely publicized events of postwar political life. A number of Jewish artists set out to
document these trials; their interest was — to varying degrees — partially a survivor’s, par-
tially a reporter’s. Gyorgy Roman’s series of portraits were not exhibited in this period,
but the exhibition of chalk drawings by Margit Eppinger Weisz was expected to open
around December 1945.”> Péter Aldor, illustrator of the weekly Uj Magyarorszdg (New
Hungary) had an exhibition in May 1946 at the Bibliotheca Officina, featuring ‘political
caricatures — created mostly during the trials of war criminals.””> It is unclear whether this

67up miniszterelnokséghez,” Népszava, Feb. 21, 1946, p. 3.

8Kdddr Gyorgy ldger-grafikdi, Gyorgy Kadar's apartment, 51 Fiirst Sandor [Hollan Ernd] Street, first floor, opened before
Mar. 5, 1946. Népszava, Mar. 5, 1946, p. 4.

69, S., “Svéjcban, Ausztridban és Csehszlovakiaban rendeznek kiallitdst Kadar Gyorgy auschwitzi képeibél,” Dolgozok Vild-
glapja, Apr. 6, 1946, p. 10.

7[’Gyenes Gitta, Fészek Klub, Oct. 26-Nov. 10, 1946. In addition to this series, the exhibition included further works as well.
“Gyenes Gitta festémUvész kiallitadsa a Fészekben,” Magyar Nemzet, Oct. 26, 1946, p. 4; Mr., “Gyenes Gitta kiallitdsa,”
Kossuth Népe, Nov. 2, 1946, p. 6.

"1Romdn Gyorgy, Képzémlivészek Szabadszervezete, opened on Nov. 23, 1947. Szabadsdg, Nov. 14, 1947, p. 4; Magyar
Nemzet, Nov. 23, 1947, p. 2; Endre Murdnyi-Kovacs, “Képzém(ivészet,” Haladds, Nov. 27, 1947, p. 10.

72Drawings to be exhibited soon: B. F., “7 képzém(ivészeti hir,” Demokrdcia, Dec. 2, 1945, p. 8. She participated in two
exhibitions, most probably the drawings were not exhibited at the first one (artists from Szentendre), but rather at
the second, organized at the district VI location of the Social Democratic Party (41 Andrassy Avenue). B. F., “7 képz6-
mvészeti hir,” Demokrdcia, Dec. 9, 1945, p. 8; S. Sz. [Sandor Szerdahelyi?], “Szocialista képzémUvészek kidllitasa,” Néps-
zava, Dec. 16, 1945, p. 2. Cf. Veronika Pdcs, “Una pintora y mecenas en Budapest después de la Segunda Guerra
Mundial. El rol y la actividad artistica de Margit Eppinger Weisz entre 1945 y 1948,” in Margit Eppinger Weisz. Travesias
(Buenos Aires: Fundacion OSDE, 2019), pp. 13-27.

73 Aldor Péter, Bibliotheca Officina, opened before May 25, 1946. P. Gy. N., “Aldor Péter kiallitasa,” Uj Magyarorszdg, May 28,
1946, p. 11; J. F., “Aldor Péter grafiki a Bibliothecaban,” Kossuth Népe, May 25, 1946, p. 4.
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Figure 7. Gitta Gyenes, Viszik a néket a KISOK-rél (Women are taken from the KISOK [a sports field]),
1944 (19457?), India ink on paper, 343 X 255 mm, © Hungarian National Museum, inv. no. LTM 63.129.

exhibition included some of the drawings from his Holocaust album, 1944, but it could
also have featured a further, related portrait series. Aldor visited the imprisoned war
criminals awaiting their trial: He conducted short interviews with them while drawing
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their portraits that the models were asked to sign. The series of reports, titled ‘Igy ldttam a
haboriis biinosoket! (This is How I Saw the War Criminals!) were published in Dolgozék
Vildglapja (Workers’ World Newspaper).”* Ironically, he reflected on his own role in a car-
icature in connection with the death of major war criminals, such as Hitler Mussolini,
Szalasi, or Tiso, leaving the only survivor, Franco’s portrait on the wall uncrossed. The
artist is shown, lamenting: ‘Whom will I draw if they take out my last model?””” (Figure 8).

Following the three solo shows, Bibliotheca Officina hosted an unusual group exhibi-
tion in March 1947. It featured drawings by children attending Jewish elementary and
high schools in Budapest, who were asked, in the framework of a school project, to
give an account of their ‘experiences in 1944. Although the exhibition material seems
to have been lost, Viktoria Banyai, who is researching the show, was able to identify a
similar set of drawings, dating back to 1945.”°

It seems that after 1947, the number of Holocaust-related exhibitions diminished radi-
cally. Most probably, this happened partially because the first great wave of early Holocaust
remembrance was already about to subside, as in other countries (and the fact that many
artists had already emigrated, especially those involved in Zionism), but also because of
the changing political situation. As mentioned earlier, in the case of the ‘Second Martyr Exhi-
bition’ of 1948, the dominant discourse had already shifted towards political martyrdom. In
the case of exhibitions in 1948 and 1949 showing artworks that depicted the Holocaust, I was
able to identify those of Ernd Barta; and even on those occasions, the artist’s ‘Danse Macabre’
print series was not the main focus, as it was exhibited among a wider selection of works.””
Lip6ét Herman’s exhibition of his single, monumental work - referred to as ‘martyr painting’
in the articles - at the end of July 1949 must be considered a rare and late episode, made only
possible by the interest and autonomy of the Jewish Museum and the status of the renowned
artist, who was also co-chairman of OMIKE at that time.”® The 11-square-meter large poly-
ptych, painted between 1947 and 1949, depicted episodes of the Holocaust, with the central
panel, ‘Ezekiel’s Vision,” representing the resurrection of the martyrs, including identifiable
figures from the art and literary worlds.”

The panorama of exhibitions introduced here could only be reconstructed by a
thorough examination of the contemporary press. Single Holocaust-related works
must have also been present at various group exhibitions, but, with a few exceptions,
given the general lack of a catalogue or even a leaflet marking the list of exhibited
works, as well as the limited number and length of press reviews, it is impossible to
detect their presence and reconstruct their circulation.

74péter Aldor, “Igy lattam a haborus blinésoket!,” Dolgozok Vildglapja, Nov. 24, p. 6; Dec. 1, p. 2; Dec. 8, p. 28; Dec. 15, p. 8;
Dec. 29, p. 30, 1945.

>péter Aldor, “A spanyol valsag a miiteremben,” Uj Magyarorszdg, April 23, 1946, p. 8.

75Banyai Viktoria, “Gyermekrajzok a Vészkorszakrol,” Ezredvég, vol. 31, no. 2 (March-April 2021): pp. 139-47. | would like to
thank Viktéria Banyai for generously sharing information about her ongoing research.

"7Ernest [Ernd] Barta, Danse macabre 194445 (Budapest: Edition Kérmendy, 1945/1946). Barta Erné, Barta Eva, Szalméssy
Galéria, May 2-27, 1948. Kelet, vol. 33, no. 5 (May 1948): p. 8; Magyar Nemzet, May 13, 1948, p. 2. Barta Ernd, Fészek,
opened on May 28, 1949. Haladds, May 25, 1949, p. 11; Mériusz Rabinovszky, “Kiéllitasok,” Szabad M(ivészet, vol. 3, no. 6
(June 1949): p. 258.

78Cf. Harsanyi, A fénybdl, p. 303.

7oA photographic reproduction, showing the works with the wings open: Lipdt Herman, Ezékiel Idtomdsa (Ezekiel's vision),
60 x 67.5 cm, Hungarian Jewish Museum and Archives, inv. no. 64.1641. Magyar Nemzet, Aug. 2, 1949, p. 4; “Mohdcsi
Jend, Szomory Dezs6, Révész Béla alakjai Herman Lipdt martirokrol késziilt szarnyasképén,” Magyar Nemzet, July 6,
1949, p. 3; “Hatalmas martirfestményt fejezett be Herman Lip6t,” Vildg, July 26, 1949, p. 4. Cf. Bohus, “Parallel Mem-
ories,” pp. 99-100.
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A spanyol valsag a miiteremben

— Kit rajpolhatek majd, ha az ulolsé modellemel is ki foglik nyirni?
Aldor Péler rajza

Figure 8. Péter Aldor, A spanyol vdlsdg a miiteremben (The Spanish crisis in the studio), Uj
Magyarorszdg, April 23, 1946, p. 8.

Conclusions

The sheer number of Hungarian exhibitions organized in connection with the Holo-
caust in the early postwar period - 26 in total between 1945 and 1949 - attests to
the existence of a widespread and extensive culture of remembrance. The first three
years were especially dense, as the vast majority of these shows - 21 - took place
from 1945 to 1947.

Whether the abundance of exhibitions is unique to the Hungarian case, or the mag-
nitude was similar on a regional and European level, can only be judged if similar ana-
lyses are conducted in further countries. A comparative analysis could also illuminate
whether the extent of Hungarian activities identified above is proportionate to the size
of the country and - more importantly — the number of survivors, the social group
that initiated most of these projects.

The sharp decrease in the number of Holocaust exhibitions after 1947 can be attrib-
uted to two reasons: the lack of new material and ideology. Following the post-liber-
ation eruption of testimonies - visual, literary, and documentary alike - and
commemorative acts, the intensity of this strong first wave had to subside at some
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point due to the lack of new material. Yet 1948 brought about a new emphasis on
socialist martyrs, shifting the focus away from Jewish martyrdom. Moreover, the com-
munist takeover and the new system’s prevailing antifascist memory politics made it
undesirable to talk specifically about Jewish victimhood. The situation must have
been similar in other Eastern Bloc countries as well, yet the real weight and importance
of the political pressure may only be assessed when the timelines of Holocaust exhibi-
tion histories are established and compared between the countries of the Eastern Bloc
and the ‘West.’

Early postwar Holocaust remembrance took myriad forms, from commemorative
rituals through press coverage and publications to exhibitions. It is remarkable,
however, that exhibitions - one of the few forms that took place in a physical
space and could therefore evoke and facilitate personal interactions - involved
almost exclusively art; even the historical exhibitions included artworks and relied
heavily on graphic design solutions. Exhibitions generated vivid press coverage; in
this contemporary discourse, art was deemed a valuable form of witnessing that
was probably more directly accessible to the general public than written memoirs.

Exhibitions that exclusively featured art fell into two categories. The first type were
‘martyr’ or ‘commemorative’ exhibitions, which were organized from the works of
artists who fell victim to the Holocaust. Although, because of the fate of the artists,
these ‘martyr’ and ‘commemorative’ exhibitions represented the genocide in the public
sphere and public discourse, the works — with the exception of those created during
forced labor service - did not relate to the Holocaust. By contrast, the second type - exhi-
bitions of art about the Holocaust - featured artworks created almost exclusively by sur-
vivors, mostly narrative graphic series depicting various personal experiences of the
victims.

In terms of actors, the Hungarian case attests to the importance of Jewish organiz-
ations, and other groups with considerable Jewish membership. By definition, OMIKE
was a Jewish institution, the Officina publishing house had Jewish ties, and the European
School had significant Jewish membership. The Magyar Képzémivészek Szabadszerve-
zete constitutes a partial exception, as probably a leftist, antifascist worldview, rather
than it Jewish members, was behind the support of martyr exhibitions. Various, often
interrelated, Zionist organizations were a major driving force behind publishing
graphic albums depicting the Holocaust, yet due to the lack of access to exhibition
spaces, they were not able to initiate art shows.

Nevertheless, local branches of international Zionist organizations held paramount
importance in the case of historical exhibitions. They were responsible for both early
postwar materials: the 1946 exhibition in Budapest and the Hungarian panels sent to
be exhibited at YIVO in 1947. From multiple perspectives, the “Those Who Died and
Those Who Fought for Our People’s Honor” exhibition was an outstanding show: It inte-
grated photographs, fine arts, and applied graphic art in order to narrate the Holocaust
from a Zionist perspective. The cutting-edge montages, infographics, and typography
helped convey the message in an effective and appealing way. The transnational nature
of the Jewish Agency could have certainly facilitated foreign connections, but whether
the material circulated internationally, as planned at the time of the exhibition,
remains a question.
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The ten panels sent to YIVO represented similar solutions, but from a less overtly
Zionist perspective, as far as can be assessed by photographs of three of them and the
press reports. Based on press coverage and the fraction of the Hungarian contribution,
it is clear that the ‘The Jews in Europe, 1939-1946 exhibition in New York must have
been not only a gargantuan, but also an impressive show, which is worth revisiting
from both the perspective of European Jewish communities, which provided the
material, and that of US audiences. It is important to note, however, that no data has sur-
faced so far about further historical exhibitions about the Holocaust (or similar topics:
war crimes, antifascism, etc.), organized in Hungary in this period.80 The permanent
exhibition of the Jewish Museum, opened in 1947, is only a partial exception, as only
a small documentary part was included in the show, which featured material both
from its art and historical collections.®!

The value of these early postwar exhibition materials was already clear in 1956 and
1960, when they were intended to be used or were indeed recycled in new exhibition con-
texts, similarly to earlier artworks. The analysis of both art and historical exhibitions can
therefore be revealing, not only about the memorial culture of the early postwar period,
but also about the memory politics of later decades.
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