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About the author:

David Birdis the younger son of the artist. Born and raiedBudapest, he is now a translator
and a secondary-school language teacher of Englishieceived his B.A. and M.A. degrees
in English and German from ELTE University of Budapin 1976. He also has an M.A.
degree in sociology. He has several widely recaghisublications on the sociology of the
family and youth. Later on his interests turnedhe sociological issues of environmental
protection. His articles (many of them very welteezed) as well as book reviews have
appeared in several Hungarian journals and weekltis books includeEllenkultdra
Amerikdban (Tények — szocioldgiai értékeléd€lqunter Culture in America / Facts and
Sociological Interpretations/] (Budapest: Gond#&do, 1985) andh globalis felmelegedés
politikatorténete,[The Political History of Global Warming] (BudapgedNapvilag Kiadd,
2003). In the period from 2009 to 2014 he has tated five books written by Lester R.
Brown, and these books are available for downloadtlee website of the Earth Policy
Institute in Hungarian.
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1. The Family

The name of llka Gdids mother was Erzsébet Weiszkopf. (In the earl@stuments the
family name was still written as Weisskopf.) EIA890-1954) had two sisters: Aranka (1888-
1921) and Lenke (1892-1984). The maiden name ofribiher of these three girls was llka
Friedman, and the father's name was Jakab Weiszkoghe box of family photographs a
very old one can be found made back in 1898 thatvstithe grandmother of llka Gédavith

her three daughters. In the middle a charminglytied lady is standing: she is Mrs. Jakab
Weiszkopf, née llka Friedman, who looks lovinglyhetr three daughters. Aranka, the eldest
of the three sisters cares for her two youngeersstvhile the youngest girl leans on the table,
and her arm rests on a book. These three sisteasntliof acquiring a refined education. Their
parents had the means to give their children aelkext education. These children did not
know what history held in store for them: “The haridate shall also seize Hungarian Jewry.
And the later it occurs, and the stronger this yewacomes, the more cruel and harder shall
be the blow, which shall be delivered with grea@ragery. There is no escabe”

The first daughter of the Weiszkopfs, Aranka wasnbon 10 May 1888, became an Art
Nouveau graphic artist and studied art in Budapgstne of her ArfNouveau works have
been preserved in the estate of llka &eshe died of cancer very young, in the early 1820’
According to family legend, she died on the verynsaday as llka Géd my mother was
born, which is not true since postcards designedhéry have been preserved on which
greetings addressed to the newly born llka &Ge@n be read. The date on these cards is 6
September 1921, and llka Gedas born on 26 May 1921. On one of these carasyisly a
bearded Jewish man, the following lines in Arankasdwriting can be read: “This card was
printed prior to the outbreak of the First World Wia July 1914."The other depicts a very
corpulent, moustached and tall police officer waguran overcoat and having a long sword
dangling from his side. Aranka adopted the Hungaféanily name G§ri, meaning coming
from the city of Gyr, thus referring to her mother’s place of birth.

From her school certificate originating from 190394 we know her exact birth date: 10 May
1888. In one of the literature notebooks presefr@ah 1903 she wrote on 10 May: “Autumn

! Theodor Herzl in a letter dated 10 March 19030t®d by: Randoph Braham (ed.), The Holocaust
in Hungary (Forty Years After) (New York: Columbdimniversity Press, 1985), p. 186.
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in the capital. / It is autumn now and nature lsrgiand you cannot hear the singing of birds.
The trees shed their magnificent green robes, had/i¢llow and reddish brown leaves are
falling slowly to the ground. In vain is the sunirshg from the clear sky; it is no longer

capable of giving us warmth that sustains life. Agdit sets behind the hills as a huge fire
ball, a delicate fog comes down over the scenamy, a chilly evening, the surest sign of
autumn, descends. (...) Autumn is interesting i@ ¢thpital. We meet people everywhere
rushing after their business. But there are maror people in the capital who are scared of
winter, who have nothing to heat with and no moteegupport their family shivering with

cold and going hungry all the time. | wish therereva lot of noble-hearted people who when
thinking of their own welfare do not forget thoséabitants of the capital who live in dire

poverty.”

Notes from another notebook. 1 March 1904: “The @amkiment of the Danube / Last spring |
had the opportunity to show the beautiful capithhty fatherland to a foreign girlfriend.
When taking a longer walk, we got to the Danubarieneade extending from Erzsébet Bridge
to the Chain Bridge. My guest was so much fascthatethe view that opened up in front of
her that | myself recognised the beauty of thimecg only then. An entry from 16 March
1904: “The yard of our school. / A gentle springdxe rustles the trees; buds are opening and
the trees are starting to green. / The yard is tfalut is a worthy extension of the huge
school building. It is big and of rectangular shéped on three sides by nicely pruned bushes
and rose buds while the fourth side is occupied bBpacious gymnasium.”

(Notes from Aranka G¥ri's 1913 calendar diary: “21 March 1913, Fridayovie in
Gyongyos (Jakab Weiszkopf was born in Gyongyos)ABail 1913, Sunday: the Zoo; 10
May 1913, Saturday: Aranka 25th birthday; 1-2 Ju@&3 Sunday and Monday; summer is
fantastic but I am... 26 August Tuesday: | haveag dff, | roam the city; 26 September,
Friday: the school buys a drawing; 26 October Sunezcursion to Dobogdk 11 November
1913, Tuesday: a letter from London; 20 Decembatyr8ay: in the afternoon Margit Kaffka,
Béla Balazs; 21-24 December 1913 Sunday till Wedknesa lot of suffering and dejection.”)

The attendance register certificate of Aranka&Gyshowing that on 14 February 1913, the
young artist “gained admission as a guest studerhé full-time faculty of the National
Hungarian Royal College of Industrial Art” and puesl her studies up until the end of the
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second term and studied graphic art, has beenrpegsen the estate of llka GédA few
cards in German sent to Aranka by Robert Alexaiiderporal), a cousin of the Weisskopf
girls: “Vukovar. May 6, 1916/ Dear Aranka, Hopefullyou will get this card before May 10
which is your birthday. | wish you happiness andltie which is the most precious asset in
these times. | also wish that you should alwayaskappy and beautiful as you are now. You
should always find satisfaction in your art. On ydwrthday please think of the soldier in

Vukovar who, on that day, would rather be with you.

The father of the Weisskopf girls was Jakab Weipgkwho was a broker at the Budapest
commodity exchange. As shown by various greetinglssahe was born on 16 May 1855.

Elza and Lenke write on 16 May 1901: “Dear Fatli&dn the occasion of your birthday that

you celebrate today we send you our greetingsriegy our heart. What should we wish?
Nothing else that you, together with Mom and ostesi have many happy returns of this day
in good health. Your loving daughters, Elsa andke¢Budapest. 16 June 1901.” On 5 July
the three sisters, Aranka, Elza and Lenke writeedDParents! This great day fills our heart
with the happy thought of being able, once aganwish you, our dear Parents something

that may once again express our gratitude.”

On 16 May 1905, Aranka greets her father on the@sioa of his 56 birthday with a letter:
“Let us be grateful to God who allowed you to retteh age of fifty. My heart is overflowing
with unutterable happiness because | can writelétisr to you. It is the most affectionate
desire of my heart to see you reach the highestalggegg with all those who love you in
happiness, affluence and good health so that retamn to you all the affectionate love and

tenderness with which you lead me on the roadef i

| have several greetings written by the Weisskads dAranka, Elsa and Lenke) to their
parents. This is the greeting they wrote at thedrkB97: “Dear Good Parents! Please accept
our warmest thanks for all the things that we nasxkifrom you during the year. We promise
to be diligent next year, so that your heart magice. Wishing you a happy New Year, your
grateful little girls, Aranka, Elsa and Lenke.” Anlis is the greeting Elsa wrote on New
Year’s Day 1899: “Dear Parents!/ Today, on New Yeday, | reveal to you the emotions of
my heart. | am so grateful to you for your benemotée and love that words cannot express

this. Therefore, may the Lord give you a long iNeur loving daughter: Elsa.”
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Mrs. Weisskopf, née llka Friedmann was born ansedhin Gyr (the German name is Raab),
in a town that is situated in the Western part ahghry close to the Austrian border. Her
father, Bernat Friedmann was a jewelleBdfnat Friedmann, Silber- und Goldbearbeiter
listed among the registered companies of Raabanctdmpany registdrexicon samtlicher
gerichtlich protocollierten Fimen der h. Stephankeogehdrenden Landerllka Friedmann
had an elder sister named Cé&cilie who, according tawedding card, married Leopold
Alexander on 14 August 1870The card is signed by “B. Friedmann and wife.”allk
Friedmann was a charming and beautiful woman whosther tongue was German. Her
beautiful love letters addressed to Jakab Weisskogberman have been preserved. The
German handwriting is monumental, and the extdowl of these letters is beautiful. Jakab
(referred to in the German letters as Jacques)iedallka Friedmann on 5 July 1887. Jakab
Weisskopf's parents lived in Gydongyos.

Jakab Weisskopf's parents lived in Gydngyds. Etkirgr, Ilkka Ged’'s cousin, writes as

follows to the husband of the artist, Endre BirdaKab Weisskopf had many brothers and
sisters. Juli and | visited Gyongyos, our granddgthnative town as children. Then, one of
grandfather’s sisters, Aunt Borcsa was still livitder wicked remarks and impatience were
proverbial in the family. (...) We did not know 2dkWeisskopf, but we heard a lot about him

from our mother, Lenke.”

The cousins of the Weisskopf girls married very dasiand rich men. The husband of Mrs.
Vilmos Detre was one of the founders of the Weismiéd works. Another cousin was Mrs
Aladér Kaszab. The Kaszabs were a very rich fankhk Steiner remembers: “The Kaszab
family were rather wealthy people, and Aladar Kaészance also the president of the
Budapest Neologe Jewish Community, as he was eb8dhroughout his life, bequeathed his
fortune, in a very admirable way, to the Hungariational Academy. The Kaszabs had a
fabulous mansion on the slopesS¥ab hegyn Ora Gt with a vast jungle like garden with

2 “Raab, im August 1870 (Zu der am 14 d. M. Nactag um 4 Uhr im Cultus-Tempel statt-
findenden TRAUNG unserer Tochter Cacilie mit Heraopold Alexander beehren wir uns hiermit
Sie freundlichst einzuladen. (B. Friedmann u. FrgAugust 1870, Gyr. The wedding of our
daughter Cécilie with Leopold Alexander will takiage on the 14th of the month at 4 p.m. in the
Cultus Temple and we are honoured to invite you.)
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fruit trees; and | still remember that, in the 1830lka and also we were invited there several
times on Sundays.”

The Weisskopf family rented postal rights Gyongyds a town in the Northern region of
Hungary. Jakab and his brothers were rumoured e had an inclination to kick packages
with the inscription “Attention fragile!” into tohe transport cart. Jakab Weisskopf had a sister

named Margit who married Marcell Grész.

The Weisskopf girls wrote wish-you-well cards teithparents, and many of these cards are
in French. The Weisskopf family probably had a Eregoverness. In a letter dated 23 April
1895, Aranka writes as follows: “In spite of therwehangeable weather, the three of us,
accompanied by the mademoiselle, who is untiriisg @ this respect, go for a stroll almost
every day. She takes along also her pupils, andvalk down alongStefania Gtas a flock.
During these walks we cause some astonishmentghrour conduct, since we are in a good
mood and do not mind very much whether it is goahners to do something or not. But
why did | say we? | walk by the side of the madesatie and | am the embodiment of good
manners. Only seldom do | shout, but that is nptablem. | do not give a damn if people
think I am a mad French woman, but they shouldtimok | am a Hungarian woman with bad
manners! (....)Today | went to an exhibition with There are lots of beautiful pictures, but
there are just as many bad ones. (....) Best wisbes Aranka who will be seventeen years
old within two weeks and three days.”

There are lots of clues indicating that the magiad Ilka Friedmann and Jakab Weisskopf
was a happy one. In a letter dated 10 March 196bké, the youngest of the Weisskopf girls
remembers: “During the years the marriage anniversbour parents was always celebrated
by the family. Aranka made the arrangements foselevents with lots of flowers. The three
of us sang a song and mother and her three gwisyal started to cry for happiness, saying
how wonderful life was. But this should come as swprise, since then life really was
happy.”

The Weisskopf family might have been a family inieththe role distribution of the spouses
was similar to what was recommended in a familykbmo1911. This is how the woman’s

roles are described there: “A woman does her jaifnenbest way when she can subordinate
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her will to her husband’s proper will. She shouflerstand that she has to subdue herself to
the man who is her husband even though all ther oties in the world pay homage to her.
Without getting to know her husband’s nature andheut adapting to it, there is no
happiness, no peace in this world... Proper clafting, keeping the house tidy and clean and
creating a comfortable home for the husband areetoegarded as work if all this is done
conscientiously. This is a woman’s vocation andydilihis is no small task even if one gets
help for performing it.” According to the book, faan should be brave and undaunted, aware
of his rights and duties. He should possess anwitinand should not be diverted from the
most appropriate road. However, he should listethéoadvice motivated by the love of his
wife, and he should not retreat into the castlri®fvorries and concerns.”

This is what the Weisskopf girls wrote to their gratis on one of their wedding anniversaries
(5 July 1902): “My dear parents!/ This great dagpimes my heart with happiness because |
can wish you something which may express my gugity...) | wish you, therefore, and the
same wish comes from my younger sisters, that tightsn Lord may give you all his
blessings and give you strength and health, soythatmay stand in front of us as paragons to
be followed. And we will do our utmost to make yoappy. Your loving daughters: Aranka,
Elsa and Lenke.”

Then Weiszkopf family’s places of residence indicétte family’s rising social status and
beyond the zenith also a decline. Erik Steinequsim of Ilka Ged remembers: “| remember
three or four places of residence in various phaséiseir lives: they lived in thdlagy Janos
utca a street later calleBenczur utcahat connecterelss Erdgsor with the City Park. If |
remember correctly, they lived later latszt Ferenc tér. and, later on, they moved out of
town to Farkasrét This was a house with a garden in the vicinitytled Jewish cemetery
where our Weiszkopf grandparents and also theiglatan Aranka are buried. Still later they
lived at Soroksari Gt and this is where Jakab Weiszkopf, who had becamadower two
years before, died. This is what | know about tineuestances of his death. He had already
had a history of heart disease. A water main oraargas-pipe had to be shut off, and he
went to the ground floor and tried to lift a heasgst iron lid on the pavement and he
overstretched himself so much that he sufferedaatladtack that led to his sudden death.

® Armin Bexheft, A magyar csalad aranykényve [Thelden Book of the Hungarian Family]
(Budapest: 1911), p. 4.
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Mother Lenke swore that it happened this way: theute he died, his gold watch stopped.
This is the watch that Erwin Steiner «<handed oweth tears in his eyes in 1944.”

Elsa Weisskopf married my grandfather, Simon &#d1919. Her sister Lenke Weisskopf

married Erwin Steiner who was a trader and hadallsnargarine factory in Budapest. Erwin

died on Christmas eve in 1944. He had permissioleage the ghetto to go to his small

factory. On Christmas Eve everybody asked him rwtldave the ghetto. He went

nevertheless, and was never seen again. The staugfhtews had already been going on for
days then, and on Christmas day the killing becaerg intensive. It is almost certain that

Erwin became the victim of one of these slaughters.

Erwin had two children: Erik and Judlia. Julia wantenced to a prison term on the basis of
faked charges, and she spent three years in piisdhe years after the Communists take-
over in 1949, she worked for the Israeli embassyaaswitch-board operatdrShe was
arrested on 30 January 1953 by the secret polidd¢has is how she remembers: “As regards
me, | spent 32 months in prison including an 11-tingureriod during which | was barred
from all contacts with the outside world. When Isateansferred from the secret police to the
Markd prison, | got someone else’s correspondeigtes; and making use of them | wrote to
my mother under a false name but in my own hanawyitbut this was nine and a half
months after my arrest in October. | was arreste@® January and | was in prison until 30
September 1955. (I was born in 1930.) It was duthi®secret letter, that Mother and Ilka
came to the court on 12 December 1953, the verg skay that court proceedings took place.
| was able to see them from the distance as pesipleding there accidentally in front of

another court room.”

Lenke Steiner and her younger child Julia Steimemigrated to Israel in 1957 with an
immigration passport. Incidentally, Julia was atedswvith a method that was totally in vogue
at the time. This was a period when the Soviet bhiad already branded Yugoslavia an arch

* The letter is preserved in the artist’s estate.

® Historical Archives of the State Security Sersick-703/T According to the file on Jilia Steiner,
“The named person came to be employed by the ideaatbassy with the help of Mr. Benczur,
where she worked for 800 Ft month as of 1 SepteriB&0 as a switchboard operator.” Julia
Steiner’s letter is preserved in the manuscrigtestf Ged.
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enemy, and Hungary’s communist party chief, Matiggkosi immediately followed the
Soviet line, and Hungarian press was replete witacks against and rumours about the
Yugoslav imperialists carrying out broad dayligidriaps on the streets of Budapest. As she
was walking home from work, a huge black and coeaicar of the secret police suddenly
stopped by her and the elegantly dressed driveyséed him, “Miss would you mind getting
into our car?” Miss started to scream, “Help! HeYalgoslav kidnappers want to kidnap me!
Help!” However much she resisted, the men fromdéeret police hustled her into the car,
and took her to the nearest police station wheeegsh an “extra portion” of beating for her
misdemeanour and impudence. Julia’s brother, EftkHungary in 1949.

The father of Ilka Gesl Simon Ged was born on 3 September 1880 and died on 11
September 1956. My grandfather’s father was Alerart@loldenberg, a very famous cantor.
But he allegedly drank too much alcohol, and onddctbear this from his voice. The cantor
got assignments in smaller and smaller communtiesd the family gradually sank into
poverty. Sometimes family suppers consisted onla dfandful of walnuts and a slice of
bread. Leaving several brothers and sisters andhbérer behind, Alexander migrated from a
town named Tukum located some thirty kilometresnfrRiga in Latvia (then a part of the
Russian Empire) to Brass6. He married Katalin Kiimgien and had nine children. The oldest
of them was Simon Gédmy grandfather. | still have the copy of a lethgitten in flawless
German dated April 14, 1914 addressed by my grémeifdao his uncle informing this uncle,
probably living somewhere in Russia, of his brotheteath. The letter is written on the
stationary of Man6 Gédwho was a photographer having his shop urfielay utcab4 in
Budapest. (The text of the printed letter head: Ma&ped’s Photographic Studio/ We
prepare: architectural photos and interior desigat@s. Specialist in making machine and
machinery photos. Technical drawing and duplicaBeslapest, 1X.Raday utcab4.): “Dear
Uncle! On behalf of my mother and my sisters anoth®rs | inform you that your brother
Alexander died on April 9. It has been more thamyfgears, since our father, his parents, and
his brothers and sisters left Tuckum and migrabeldungary. As you know, our father helped
his mother for many years and finally he had high@ocome to Hungary, where she died
shortly after her arrival. More than ten years agoreceived your photograph showing you
with your son. However, we have not heard anythimogn you since then./Our father had
been strong and healthy until most recently. He sudfering from disease only in the past
few months. He was doing his job even on the lagtaf his life. He did not suffer a lot; he
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died after brief agony. His whole life was a towggiuggle for the daily bread, and he devoted
all his energies to raising his children. You knb&was a good son of his mother, he was a
good brother and he was a good father to his @nldAll his friends loved and appreciated
him as a pious, honest and good man. He was lovatl the communities where he worked
as a cantor. / For many-many years we have nodhaaything from the relatives of our
deceased father. Now that we mourn for our fathercauld get solace from hearing from
you. For this reason, you are asked to confirmrdeeipt of this letter. / As regards our
family, | inform you that from the nine children otir departed father three sons and one
daughter are married. With the exception of therimdrdaughter, living in the province and
married to a watchmaker and having three childadirthe other sisters and brothers live here
in Budapest. The married sons are tradesmen. Ottee gbns is a photographer. Two sons are
lawyer candidates and one son is secondary-sceachér. The youngest daughter, aged 22,
is a clerk. / Hoping that I will get a reply to shetter, | greet you on behalf of my mother and
my sisters and brothers and sign as Dr. SimonéGBdofessor, Hungary. Budapest, VIth
district, Nagyme# utca35. I1I. 19.)®

 “Lieber Herr Onkel! / Im Namen meiner Mutter umetiner Geschwister teile ich Ihnen mit, daR Ihr
Bruder Alexander am 9. April gestorben ist. Es simehr als 40 Jahre her, dal3 unser Vater seine
Eltern und Geschwistern in Tuckum verlassen hatnath Ungarn gewandert ist. Wie Sie wissen
hat unser Vater seiner Mutter viele Jahre hindlblestanden, und hat sie vor mehr als 20 Jahren
aus Tuckum nach Ungarn kommen lassen, wo sie lactz irer Ankunft gestorben ist. Wir haben
vor mehr als zehn Jahren lhre Photographie, wongidhrem Sohne abgebildet sind, erhalten,
jedoch in diesen Jahren kaum etwas von lhnen gehdriser Vater war bis zur letzten Zeit gesund
und kraftig. Erst seit einigen Monaten war er kiétkund ist noch am letzten Tage seines Lebens
seiner Arbeit nachgegangen. Er hat nicht viel gglitund ist nach einem leichten Todeskampfe
gestorben. Sein ganzes Leben was ein harter Kampfas tagliche Brot, und er hat all seine Kréfte
geopfert, um seine Kinder zu erziehen. Sie wiss@af, er seiner Mutter ein guter Sohn, seinen
Brudern ein guter Bruder und seinen Kindern eiregifater war. Alle seine Freunde und Bekannte
haben ihn als einen frommen, ehrenvollen guten ®ters hochgeachtet. In den Gemeinden, wo er
wirkte, wurde er von allen geliebt. / Wir habent sgelen Jahren sehr wenig von den néchsten
Blutsverwandten unseres verewigten Vaters gehéirzt da wir unseren Vater betrauen, soll es uns
ein Trost sein von seinen Briidern und deren Famifiehrichten zu erhalten. Darum bitte ich Sie,
uns zu benachrichtigen, ob Sie diese Zeilen enndlébden. / Was unsere Familie betrifft, teile ich
Ihnen mit, dalR von den lebenden 9 Kindern des Vigtew drei S6hne und eine Tochter verheiratet
sind. Mit Ausnahme der verheirateten Tochter dseGattin eines Uhrmachers auf der Provinz lebt,
und drei Kinder hat, leben alle Geschwister in Bae$d, der Hauptstadt Ungarns. Die drei
verheirateten Séhne sind Kaufleute. Ein Sohn isté&draph. Zwei S6hne sind Advokatskandidaten
und ein Sohn ist Professor. Das jungste Kind, &oehter, jetzt 21 Jahre alt, ist Beamtin. / In der
Hoffnung, dal’ wir bald eine Antwort auf dieses ®idben erhalten werden, begriRe ich Sie im
Namen meiner Mutter, und Geschwister und zeichedhal Neffe / dr. Simon Gé&g Professor,
Budapest, Ungarn, VI. Nagymgmntca 35. 111.19.
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The family name Geidhas nothing to do with Lip6t Gédan artist who had some inter-
national reputation. Endre Birg, the husband ofatist writes that we can be sure that there
is no relationship between the two @ddmilies, between llka Gédand Lipot Ged. An
enumeration of a few of the names of Ilka &sdincles and aunts: Adolf, Béla, Judit, Arpad
and Andras. Simon Gédvas a secondary-school teacher of German languagjélungarian
literature at the Jewish Grammar School of Budapéstwent to university around the turn of
the century and one of his colleagues there wadaGjuhasz, the famous Hungarian poet
with whom Simon Getl had an expensive correspondehda. his letter of 9 April 1906
Gyula Juhasz writes as follows: “Casting aside w@yrl seek solace in your theory of
tragedy.” This may have been the thesis of SimodéGk another letter, originating from
April 1906, he writes among others: “Our friendsiggoo much one-sided. You keep telling
me beautiful, great and insightful things in corsaions that we have during our walks or at
the café. | always said yes during our Platoesdaleglies, | took the (easy or difficult) role
of the silent listener: my eyes glistened with ustending and stupidity. Secretly, however, |
was fully aware of how much | was learning. / | eem regrettably, what | am: Gyula Juhasz.
On 16 August 1906 Gyula Juhasz writes to &aahong others: “| am translatidgso sprach
Zarathustranow. | have already finished five chapters, arthve a strange but good idea.
Should Eré Zalai, Mihaly Babits and | join forces in this ret? Although | am nervous and
capricious, but what | have translated, has rez#ign done well. / My friend Balfeleft me
here, and went on hiking tour via Debrecen to Nagas. He is a wonderful man: he really
believes that life is a hiking tour and a pilgrireadde starts his travels at the spur of the
moment, he wanders spontaneously, while | am puataehd by life. Right now, where | am
being pushed? | don’t mind being pushed unless VYemrforward. Forward! | need not go
upwards! For that | would have to have wings. Sae lgter, and until then | send my regards
with the sadness of Janos Arany: Gyula Juhasz.”

In a letter dated 6 April 1907, Gyula Juhasz wrissfollows about Simon Géd“Simon
Ged visited me during the holidays in Debrecen. Haisad man who laughed a lot at
himself and criticized the wicked world. | showedithe library of the old college that had

been visited by Széchenyi, Arany, &fetTompa Csokonai and by Franz Joseph |, andheft

" Juhész Gyula Osszesiivki, Levelezés 1900-1922 [Complete Works, Corredpooe 1900-1922]
(Akadémiai Kiado: Budapest, 1981), pp. 91-94, .10 106, pp. 124-125, pp. 139-140.

® The person referred to is Béla Balazs.
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traces of their foot prints behind. He is an inséing chap (this sad man), that is, his soul is so
healthy but his body is so sick. In vain does arek Ihere for the wisdom of the Latin saying
“mens sana in corpore sano”. | know from him thaé @f your poems was included in a
German anthology of poetry.” In response to Gabah® remark Gyula Juhasz mentions the
father of llka Ged: “Simon G. is a great soul, a noble heart and a with a sad fate.” In his
youth he contracted tuberculosis and although e recovered from it, he suffered a trauma

that he could hardly cope with, a trauma the eftéathich he felt till the end of his life.

Simon Ged earned a Ph.D. degree by writing a dissertatitedtMadach Imre mint lyrikus
(Imre Madéch as a poet). In spite of his vast keoge, he did not make a career. He became
a grammar school teacher of German as a secondagaegand Hungarian literature. Simon
had a huge library much of which has been presebyelka Ge@ and Endre Bir6. Most of
the preserved books are in German including thepéeterworks of the great classic German
writers and philosophers. The library includes i edition of Franz Kafka'©as Urteil,
eine Geschichtpublished by the Kurt Wolff Verlag in 1916 as auroe of the series Der
Jingste Tag. Apart from teaching, Simon &stlidied the classics of German literature. He
wrote several studies on Johann Wolfgang Goetheorfgnhis papers | found an essay titled
Mire tanitja Goethe az ifjusdgot(fGoethe’s Teachings for Youth) which was writtem &
memorial celebration of the 100th anniversary ofethe’s death. Another of his studies,
preserved in his handwriting on crumbling papergeigitled A bibliai dstérténet Goethe
megvildgitdsdbanGoethe’s Interpretation of the Ancient Bible Sés)i Simon Geils
translation of Goethe’sMlaximen und Reflexionewas published. He also translated the
Hassidic tales of Martin Buber into Hungarian. ill $tave a letter written by grandfather to
Martin Buber inquiring about the terms and condisiacunder which a selection of Buber’s
collection of Hassidic tales could be publisfied.

Towards the end of his life, Simon’s friends deseérhim. He was a lonely man. He did not
like his colleagues at school. He thought they weneghty hypocrites. Probably he was right.

° The reply, dated 2 August 1939, sent by Martilb&uo Simon Ge#l “Grundsatzlich bin ich sehr
bereit, die gewiinschte Autorisation zu erteilet. medchte aber noch genauere Auskunft Uber die
geplanten Bande erhalten. (...) Ferner wiil3te ich, ge welcher Auflagenhthe und zu welchem
Ladenpreis die Biucher ausgegeben werden sollempflede es in solchen Fallen so zu halten, dass
ich von den ersten 1000 Exemplaren nichts beansprumn weiteren 5% vom Ladenpreis der
verkauften Exemplaren.”
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My grandfather had a dignified and somewhat ceréousnmanner, and he was not really
good at disciplining his naughty pupils Accordimgfather’s recollections, when he came to
know the Ged family, he had the feeling that Simon was somewdfaan outcast in the

family. My grandmother, Elsa Weisskopf became alied from her husband. Mother writes
in a rather bitter tone about her parents’ marridget us take, for example, a woman who
does not become aware of her femininity. Her fathdo be blamed for this, because, from
early childhood on, what she hears and sees whermmagher talks to her father clearly

indicates that her mother does not love her fathlar father is not the respected head of the
family, but a psychopathic invalid. Mother has nmeskown the emotions and words of a
woman who is in love with her husband. Mother wasd with me, instead of father. Did |

play the role of a boy or that of a girl in thislsion?"°

19 Manuscript in the estate of llka GedNotebook No. 250. /Recollections/)
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2. The Childhood and Youth of | lka Gedd and the World of the Juvenilias

llka Ged (1921-1985) was born from the marriage of Simoddznd Elza Weiszkop on 26
May 1921. She did not tell her sons anything abwer life, and this can only be party
attributed to the circumstance that she spentas$iedays of the war “in a yellow-star house”,
a house designated for Jews and located closestbaituers of the ghetto. The other reason
for keeping absolutely silent about the past mitgwe been her intention to avoid confronting
the past, and she must have thought that her ehilsinould not have anything to do with the
past. llkka Ged did not become aware of the fact that keepingllyosdlent about the past,
including all its aspects, generates anxiety andio@ in her children.

llka Ged was raised in a family, where she had every oppdst to become an educated and
sensitive artist. Her father was teacher of Hurgaliterature and German at a secondary
grammar school, while her mother was an officekcleith unfulfilled literary ambitions. In
1933, at the age of 12, Ilkka Gedpent some weeks in Vienna at a distant relativihe
family whose mother tongue was German. This is wsia# writes about her Vienna
experiences:Vienna, 3 July 1933 / Dear Mother! / Everythinde&autiful and good here, the
only trouble is that Aunt Eva is too much worridabat me. But this is not a problem. Last
night we had an absolutely wonderful time. We varéhe Vienna Opera House and saw
Turandot. It was fantastic. Aunt Eva slept throulgé whole first act, but the only reason for
this was that she had already seen this opera. A/anghe box on the second balcony. Before
taking our seats | was shown around on the hugéeabnd the corridors. The Vienna
Opera House is larger than ours. The interior of thuditorium is also huge. From the box
you could see the whole auditorium and also thénestra. | had excellent binoculars to
examine the faces with. Maria Németh sang oneeo$tidr roles absolutely beautifully. There
were huge applauses before and after the acts ard during them. The first act was so
sinister and weird. There were executioners litrbg light while they were clinking and
sharpening their swords. There was also an exeguAmyway, this is not so much important.
The mandarins, wearing their long hair plaited abdautifully dressed, the emperor, the
people and the princess were all excellent. A hhugaber of lampions could be seen. By 11
we had got home, and went to bed immediately. Meastenorning | worked in the garden.
Today together with Clara, that's the name of ABm&’s daughter, we were shelling green
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peas from their pod, we tidied the rooms and dellikds. | have just had a snack and now |
am writing to you. | was glad to receive your lettehave already finished the first volume of
“Magyar Nabob” and | do ask you to get Szandi tadene also the second volume. | would
very much like to know what is the second voluroe.cdn also send me “Kérpathy Zoltant”.

How is life at home? (...) /lli.”

Already as a young girl, llka Gédearnt German very well. This meant that, as sk 4
large vocabulary, she could read German novelsnagudspapers easily, and she was quite
fluent in speaking the language. She went to a eeqyensive private school, where in
addition to German and English, she also learnhé¢freLatin, however, was not part of the
curriculum. llka Ged’'s mother, Elza Weiszkopf may have been a lonety mmantic soul.
She originated from the well-to-do middle-classd ame learnt German from her mother
whose mother tongue was German. She also knew lirgaret English very well. Her love of
literature and poetry was so intense that she taisd writing. She translated two tales by
E.T.A Hoffmann and Goethe into Hungarian. She wteates for a children’s magazine. On
10 June 1928 one of her tales titl€ding, Kilonos torténet egy Oriasbabar(®ring, a
strange story on a giant doll) was publishedCimbora Other issues o€imbora (June 10
1928, 19 and 26 May and June 9-14 1929). The farHougarian writer Milan Flst, a friend
of the Ged family, wrote as follows to Ilka Géd “Dear llka, / | apologise for the delay in
answering the letter. | am drifting between illn@ssl work. / To sum up: these are the works
of a charming and good soul not exempt from tal&€he writings are not without any talent,
but they are just what one calls amateurish. gteenot to be able to say more. / Please write

to me again. / Hugs / Milan Fust.”

llka Gedb went to a secondary school bearing the naljniskola (New School), founded by

Emma Ldllbach, and adopting the modern pedagogiethods of group work and project-
based teaching. The founder of this school pointgdhe importance of building up a world
in the pupils’ minds in which a sense of moralityeyails. She believed that the cool and
detached transfer of knowledge is not enough aatl tthtion must also affect the deeper

layers of the soul.

llka Ged started drawing on her own without the help oéacher and by the time of late

adolescence she had become a graphic artist witmecand capable of expressing her talent.
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She had been drawing from her early childhood eonding her experiences continuously as
if she were keeping a diary. Her sketchbooks haenmearly completely preservétdhad
been continuously drawing from early childhood @nuutil the time of the final examinations
of the secondary schodllemory flashes from the past. She is ten yearsanttl while on
holiday in Tirol she walks around alone, in a ujl totally unknown to her, with her
sketchbook looking for motives. She is eleven yelarsbut she is drawing on the shore of
lake Balaton with a deadly seriousness. Aged 138 4he is standing there in Varosmajor,
with the unmitigated wrath of any angry ascetiawling the elderly men playing chess and
the old women sitting on the benches, straining hewes to a breaking point so that the
drawings resemble the depicted reality, so th&doks the same as realitin the hustle and
bustle of Saturday markets she tries out the implessshe tries to capture the fleeing
moment, and if someone casts a glance at the dgawithe sketchbook, her face goes red

with anger despite her shame and disgust of causistiy.”**

A series of sketchbooks has been preserved thatinsnbeautiful drawings of sceneries
made in colour pencil. The composition of the drayvis striking and the drawings display a
strange sense of beauty. Sketchbook No. 1 showsdéees and sceneries of a summer
vacation from 1932 in a manner as if it were a reperies. Given the fact that the scenery
pictures were drawn by a child aged eleven, thevetigs really surprised how mature the
composition is, and how these drawings done inwgt@ncil already have an atmosphere of
their own. One of these drawings (shows a gardémtive garden gate.

Sketchbook No. 1 Image 13

On one side of the gate there is a long pole tofyea wind-cock which is in fact a soldier
made of clay, dressed in red trousers and a blueastd holding swords in both arms. The
title of the drawing can be found on the right-hdattom cornerThe soldier defends the
fatherland with two swords.

" bid.
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A reading of the artist’s recollections already tptbabove, reveals that for the child artist
drawing is both the most adored activity and alse@scape from reality:At the age of 15 |
stayed in a vacation camp with the Szélpals locatethe side of the river Danube, and while
the other girls were doing gymnastics and dancingyot being a disciple of Szélpal, was
drawing the whole day in the garden or on the Daniank, and RabinovsZkysuddenly
started to criticize me pointing out that | am atonot for being able to draw, but I am
drawing so that | can have an excuse for being @fbiihis episode is confirmed by a letter
that the artist wrote to her aunt from the sumnan “The only child | have made friends
with is Marta Rabinovszky. (...) She wrote a letteme encouraging me to participate in the
joint activities. She asked me whether | was wgitsbe invited. No one can understand that
| can't possibly be playing, laughing and drawingthe same time. If | withdraw from my
campmates, there is a reason for that: | want tavdrl think it is easy to understand this. But
no one is willing to understand thislt is already here that the painful conflict betwebe
artist, no matter how successful he or she is,andvery-day person (bourgeois life) starts.
This is how she remembers in her recollection®u’ have been having a bad conscience
since you were a child, and this is because youwnarartist. This was true in as much as that
| looked around in the world with a great deal ehsitivity and passion. Later on, | really
recognised that other women were different from m#,| did not think they were other

women or the real women, | merely believed theg wess sensitive than me.”

In 1931 she spent the summer holidaysZebegény(Addenda / Image 8), in 1934 in
Rémaipart a summer resort on the outskirts of Budapesthenbanks of the river Danube
(Sketchbook No. 2). (References are to the website.ilkagedo.hi

From Addenda (No. 8)

r-

In 1936 she went t¥isegrad

12 Mériusz Rabinovszky (1895-1953) was an art hiatodnd an art critic. His home was a meeting
point for leftist intellectuals in the time betwettre two wars.
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Sketchbook No. 3 Image 41

On 2 August she wrote the following letter to hargnts:“Dear Mom and Dad / | have
arrived. | do not have anything yet to write abolihe kids? We have Maria, three American
kids, Jinny and Alice and Hanna who is the leaisnfily. There are two grown-up children,
llonka and another child whose name | have forgot{e.) The ship journey was excellent
and enjoyable, the sun was shining in the deep bkye | was drawing and | was alive.
Anyuli, write me a long letter, please. Hugs'llVisegrad 2 August 193&nd a few days
later she wrote‘Dear Mom / | hope you no longer worry about me aihéat you are no
longer angry with me. It really goes too far thankice phoned me up. | draw the scenery,
and the longer | am here, the better | like itikiel Aunt Olga very much. | wrote a five-page
letter to Sziszi (if | do write, why should nob# a long letter). | am good at gymnastics.”
Another letter fronthis vacation camp‘Dear Mom / Yesterday we went out to the shore of
the Danube, and we sat on top of the timber pileé watched the water. Ships were slowly
passing by and it was all completely silent. Maiuwgas also with us. He is always here and
he cheers us up all the time and helps in evergtina do. | got a letter from Sziszi. The day
before yesterday we climbed the hill to watch therhoon rise over the horizon. | would not
have believed how beautiful it is here at the tdpe narrow path leading to the top and
winding through the forest and the trees is alsseniAs you walk along the path, you can see
the Danube on the one side (Madi said it lookeel #ikmountain lake and it really is like that),
while on the other side you can see the mountaristhey had been strewn upon each other
and behind one of the mountains you can see thenmee amongst millions of stars
throwing light on the Danube and the mountains.t@nway back the trees looked as if snow
had fallen on them. Jinny believes this is dudéaéovhite moonlight.”

At the age of 17, she travelled to a mountain gél@alledBakonybél She spent a few weeks
at the house of the elementary school teachereolbdal school. On 2 July 1938 she wrote to
her motherMy dear Mother / | am here, and thanks God | cay shat we have a really
wonderful and simple life here. It is a pleasure ffite to watch this life, but | can also do
what | want to. Yesterday afternoon was spent pattking and looking around, and, like the
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first afternoon, it was long. | and my very youngddovely roommates slept well at night.
There is a five-year-old boy with his seven-years$ter and an eleven-year old girl with her
sister aged 8. | had breakfast very early at fivety and then | walked into the village. The
village has broad streets and clean houses an@ralind you can see the sloping fields at
whose edge already the «jungle» starts. | couldlisedrees of the abbey park only behind the
park fence, and the large-sized croft with hugdists also behind the fence. Two girl
children led me to the potato field in the vicinityhere | drew a woman hoeing weeds. | came
home with her; she spoke about the owls of whieletare very many here. (She has lived in
a manor for 18 years, and whole groups of owlsatected by light.) I'm writing this letter

in the afternoon: this is the time of rest and Wrting, while I'm sitting on my «nice» white
bed. My things are in my suitcase under the bedthace was ample room in the wardrobe
for the other things. | have already been to therepir swimming pool; and never in my life
have | enjoyed water so much as today. Our hostkNBakonyvari is a nice young chap of
marriageable age and | am afraid he seems to mé ddhicated. But he is good-willed to
people. Our house is at the very end of the villagee final part of the voyage was very
beautiful. The other parts were insignificant, tlomly exception being the town of
Székesfehérvar. The part around the church is quiteand you can see quite a lot of
beautiful horse-drawn carriages and peasants wigwaggering walk. Aunt Vali asked me to
tell her how long | would stay, because there isi@one to replace me if | wanted to leave
and she would have to inform her. | replied thatluld definitely stay for another two weeks.
To be sure, that does not necessarily mean thahanéour weeks could also be possible.”

She prepares a large number of drawings (Foldead@)she writes to her parents almost on a
daily basis. On 4 July 1938 she writésalready know a lot more about things here than
yesterday. Behind the house and beyond the britgre tare meadows and a lot of things to
draw, you do not have to walk far to draw. The wheavest will start in two weeks. Then |
will really have a lot to draw. But even until thércan find people hoeing the weeds or
peasant kids. If you walk through the village ababthree o’clock, it is completely deserted.
At half past six, however, the hay carts are contimgugh the streets and perched on them
you can really see very good drawing models. | hageer seen a peasant in the streets
during the day. Everybody is working. They sayehsrso much work that everyone who is
not lazy can make a living. There is also some atarmaking going on and lime burning
deep down in the middle of the forest. People Bay dt night you can see the smoke above

Page 21 of 135



David Bir6: Ilka Gedé—The Painter and Her Work (A Background Report)

the forest and, in the case of lime burning, then. I've only brought two aquarelle papers,
you could send some of them along with the aprahthe strong drawing pins that Lenke is
going to send anyway. (Granulated drawing paper:fidlérs. It is surely available
everywhere.)”

Bakonybél, 3 July 1938:I“am sitting here on the top of small hillock amdthe vicinity of
our house. Opposite me there are long strips ofcagiural land (Folder 40 Images 6, 10, 75,
76 and 80; Glasgow Exhibition / Images 1-@)dthe church spire, is thirty yards from me.
From Folder 40 (Nos. 6, 10, 75-76 and 80)
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As | have just been told by the cowherd childremiog this way that an elderly man (I've
forgotten his name) is burning lime. Deep withia fbrest there is also a stone quarry. | will
go to the village to post this card and then | il home, where everything is fine. Last night
| talked with Mr. Péczely, he is a nice and gootlediand kind man. Aunt Vali is also kind
and clever. There are two other aunts. One of tleeAustrian, but she has already corrected
me saying that she was «reichsdeutschfdter the children had gone to bed, | was also
sitting with Marianna on the terrace. She keptitgllme about the place she came from
(Murzenschlag) and the forests, etc. that are tliere
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Bakonybél, 7 July 1938Dear Mother / | am sending you a card and a lettrthe same
time. It is Wednesday evening now. | have just deek from a fantastic walk in the forest, a
walk that surpassed everything you can imagine verye respect. There are lots of
blackberries in the forest and a strange magicifgebvercomes you if you are there. You can
find such tall beech trees there that | have nesean in my life. We were at the hunting castle
(an edifice made from wood inside/outside, the msemell of wood and in one of them there
is a huge white stove) and there are two smallstlea by the side of the hunting castle. | was
continuously telling myself Goethe’s po&astlose Lieband | had the feeling thdtLieber
durch Leiden / Wollt ich mich schlagen / Als so ¥ieeuden / Des Lebens ertragéf.The
word “Freudé refers here to beauty about which we have alrepdinted out once that it is
yearning for happiness. (...) Thanks for your c&d. strange that aunt Lenke has not visited
us for ages. | started to read the short story iYld€. Please write to me. Hugs for everyone.
Your faithful daughter.”

On 8 July 1938 she writes to her parefiis:the jungle that is five minutes’ walk from our
house you can pick a lot wild strawberries. And yaun also find here huge blood-red
blackberries under the huge beech trees. Thisgellalong with its in many respects «old»
abbey, was built around 1792 with its water milldaits church. | have already got used to
village life, to the smell of fresh hay, cows amdsg and the «sad sound of cowbells», as
Skylark* writes back from the manor farm. | had finisheis thook the day before yesterday,
because there is time also for reading, after lynwthen it is so hot and the kids take a rest. |
work a lot. | talk to the village folk, the fork kexs because it is on our street that forks
needed for the harvest of this whole region arevedrout. The days go by with incredible
speed, which is quite painful but which proves beydoubt that | don’t get bored here!

On 9 July 1938 she sends the following report togaents:“In the morning | visited the
fork makers once again. (...) They do the carvihdensitting on a strange chair, and then the
fork is assembled out of its parts. Uncle Janos ohfthe fork makers, said that | spoke

31 would rather through suffering /Fight myself Afhso many joys /Of life endure.

 The artist refers to DeéKosztolanyi's novel A pacsirta [Skylark]. This rehis now available in
English (London: Chatto & Windus, 1993).
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Hungarian in a strange way, with a German accerd. mie the peasants’ dialect is not
strange, because | heard it from Annus.”

Towards the end of the vacation, on 13 July 1938wgitote:“Dear Mom / Thanks for your
letter and the lot of papers that you sent to na hot know yet whether | stay next week for
the fourth week. The first three weeks went bythkee days, and the fourth week won’'t seem
more than just one hour, during which you can’tligaenefit more, but it nevertheless costs
32 pengds, or to be more exact just let's take half of @msount, which is the extra cost of
staying here, and this amount would be lavishlyugihoto pay model fees, and | would want
to have this amount. Travelling around in the regisould cost a lot of money. (Anyhow, |
want to see Zirc by all means!) But | have a problé have completely run out of the pocket
money, but this is because | had my brown shodsdegvo heels and two soles cost me 3
pengis 20. | will write to you on Wednesday and let knaw whether | go home on Friday
or not. But if | do come on Monday | would needthi@ same manner as on the way here, the
travel costs of about 6-7 pefgy It is not a good idea to ask Vali for this ampwand to go
home with leaving behind a debt. This is why it iidae good to get 10 pedig from you
right away. (If the money is not spent, the beittes.) If you get my Wednesday message on
Thursday, and if | decide to stay, Vali will get Ineoney either on Friday or on Saturday. If |
go home now, | suppose | can lengthen my summdr] aan even enjoy a part of July at
home. | want to get the money immediately so tikanhlhave time to go to Zirc. | hope | will
get a reply also from aunt Mali by Wednesday. & ity | can’s see the village fair of Zirc.”

On 20 July 1938 she writesfhe peasant swears. He looks at the field to se® much he
has already harvested. To hell with everythingh&tl with the pig, to hell with the blunt
scythe and to hell with the late wife.”

This is how the artist remembers the end of thisatian and her return home in her
recollections: She was 17 years old when she was alone in a Bakouowtain village on the
deserted slopes, and she was drawing from mornihgight, following the cutter in the
summer heat step by step on the slopksays waiting for the same particular movement
(Folder 40 Images 4, 24, 25, 30 and 36).
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From Folder 40 (Nos. 4, 24-25, 30 and 36)

She turned up unexpectedly at strange farmsteals teceived by children. Why did she not
try to draw the peasant women walking with a r@lgait? Where were the Sunday couples?
Why did not she have any interest in them? Fatigsbd slept like a day labourer. Weeks
later she got home and she put all the drawinghefharvest on the sofa showing them to her
mother. With what a boyish gestuiighe artist’'s mother repliedPromised a bag of gold to
your mother/ and look where you are slumped n&w.”

llka Ged received letter from Anna Lesznai in the year edadary-school examinations:
“Dear little girl / | answer your letter with deldyut there were many problems with the post
and there were many obstacles to correspondericandl great joy in your letter: you are a
humane, lovely and intelligent girl, and this iseoof the reasons why you can become a
genuine artist. In addition to acquiring the teciua of the profession, drawing and painting a
lot, you should strive to develop in yourself gamuhumanity, understanding, forgiveness
and patient discipline, because these are the tifzat may also best serve your art. /If these
were normal times, | would be happy to invite you & few weeks into my house. However,
we live on occupied territory, | am unable to iewjtou this year, and neither would | assume
the responsibility of inviting you. / Unfortunatelyonly know the northern part of Hungary. |
tried to think hard, but | could not remember tight family. / But during the Easter holidays
| spent two days on the southern shores of Lakat8al This is a region of unparalleled
beauty, and | lived in a fantastic peasant housbkas an incomparable beauty. / Enclosed
with this letter, | am sending you the address gfaoguaintance. (He lives at a small town,
and is a hotel owner. He is an interesting and &gualcman who publishes his writings and he

> Manuscript in the estate of llka GeqNotebook No. 250. /Recollections/)The replyinsfact, a quote
from Attila Jozsef's poem Karoval jottél (You Brduga Stake). Notebook No. 250 shows that llka
Gedb was very fond of Attila Jézsef's poems. The artsntified herself with the poet so much that
phrases quoted from Attila J6zsef are not putwerited commas in the text. The quote itself is from
Attila Jézsef's poem You brought a stake (Attilzskf, Winter Night (Budapest: Corvina, 1997), p.
125 / The line is taken from strophe: “You broughsharp stake, not a flower/ you argued, in this
world, with the other/ promised a bag of gold tarymother/ and look where you are slumped now.”
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deals with folklore. You could learn a lot from hias he is a great friend and advisor of the
peasantry.) Maybe he can find some good accomnaodiati you. His hotel is not at a summer
resort but in a small town. / Zala county is a it mountainous area replete with the traces
of an ancient civilisation. Like all the parts ofafiisdanubia, this region has a warm climate.
You should send your drawings to him and let hiravkinow much you can afford to spend. / |
hope, God will help us, and | will be able to ses yext winter. Do write to my summer
address sometimes. Obviously you should be awateedact that letters are being censored at
the border. To sum it up, you should never writeualanything that is or can be regarded to be
political news. / Here is my summer address: Am#diszi or Amalia Lesznai, but it is better to
write Amalia Jaszi. There in the village | am mpsthown by this latter name. / Work a lot and

remain as smart and honest as | believe, you ave/rlugs Anna Lesznai / Your Aunt M&#®

The drawings of Folder 20 were made in 1938. Tist four pictures are self-portraits, while
the rest of the pictures show the parents of llka¥G Folder 37 contains self-portraits
originating from 1938 and 1939 (Images 1-13; 1541%;39-41 and 45-46). These drawings,
while being reports of physical reality, displapearly infinite sensitivity.

From Folder 37 (Nos. 1-13)

T = T - m

' Manuscript in the estate of llka Ged

Page 26 of 135



David Bir6: Ilka Gedé—The Painter and Her Work (A Background Report)

From Folder 37 (Nos. 15-16)
" :' - i-
A * '

From Folder 37 (No. 18)

From Folder 37 (Nos. 39-41)

In 1939 she passed the final examinations of gransci@ool, and she seriously considered
starting her artistic studies in Paris. She obtaitetter of recommendation: “I hereby certify
that | have been guiding llka G her artistic studies for two years, and | relglaer an art
student with promising potentials, talent and & fiaste: | think the unfolding of her excellent
talent would be largely helped, if she had the oppity to continue her studies at the Paris
School of Fine Arts. / Budapest / 19 August 1982uktav Végh, painter, art teacher and the
president of Hungarian Society of Book and Advertient Artists.” But the war was coming,

and the artist’s plan to study abroad was becoesgand less likely.
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The artist must have asked for useful advice, b®xauwas during this period that she
received a somewhat condescending, mildly mockimd) @ some places even ironic letter
from Rébert Berény (12 June 1939): “For a talented person all teachez good. In fact, it

IS more correct to say that to receive instrucfiom a teacher who is not excellent is a waste
of time. And it also true that a talented studeant tearn from a talented master more easily
and more quickly, and this is true even then whenmaster is not the best teacher. Initially,
it is important to acquire a reliable and good db&siowledge and to develop taste in the good
direction so that the artist identifies with impant requirements. These are the right
principles, but they do not help you choose thitrgechool based on the prospectuses. And |
who do not know all these schools cannot give yauice. / What speaks for Paris is the fact
that since the beginning of the™8entury the best pictures have been painted therkthis
town is the home of first-rate painterly tastehink the Ecole des Beaux Arts or the Ecole des
Arts Metiers (applied arts) are conservative iostins «handing out degrees» and most
probably they are excellently managed. Anyway, ¢habo want to become painters, mostly
visit the free schools. (I myself used to visit hheademy Julian for a few months, and at that
time the best master, J.P. Laurens was still lividg was not a good painter, but he was an
ideal teacher, who often promoted ideas that wentrast with his own painterly work!) /
As for England, all I know about this country isattihe prime minister is Chamberlain, and
that it is very foggy. (But maybe if everything cesnoff as | planned, maybe | will go there
myself this autumn. Therefore, | haven’t got thiglgest idea as regards your questions on
England. / Concerning your question on whether luloaim to acquire miscellaneous
techniques, and on top of all this, to visit angtrator training course — to these questions |
would reply: an artist must be familiar with andspibly use the techniques, while the
illustrator must first love the art of illustratioand then he can do it well. However, this
conclusion must be brought in harmony with the etqi#ons that one has towards himself. / |
am glad that you have passed the school-leavingniegéions. Should you have made
drawings, bring them to me because | would likeseée them. | stay another two weeks in
Budapest. / See you later: Berény”

" Rébert Berény (1885-1953) was a member of the tiGmaf Eight”. His art, built on the traditions of
Nagybanya, was strongly influenced by expressiorasith cubism. He emigrated in 1919 but he
returned to Hungary at the end of the twenties.
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As llka Ged was considering the possibility of learning artHaris, she got letters from
Kovéacs-Olga Székely, a Hungarian painter livind?eris who, on 7 February 1939, wrote as
follows: “My dear Ili / Don't be angry with me, baase | answer both of your lovely letters
now. | have absolutely no excuse, as | do hard{yveark. Somehow my interest in anything
has waned. / | was glad about your letter, andnktiwhat you said to Robert (Berény) is
perfectly OK, because, if someone asked me whakgowl» is, | myself would immediately
reply the same. Well, | have grown quite old, buhyself have not found any reason for
doing something than love. And, practically | da believe there is any other reason. This,
incidentally, was always the subject of debate betwme and Robert. He asked me, «Why
have you painted this?» | told him the reason Wasltloved it to which he replied, «Who the
hell is interested in what you love?» But this isalvl can learn by creating the picture. If |
am capable of loving with a sufficient energy, thevaybe, the whole world will be interested
if not may be no one will be interested. / The osawshy | have written such a long letter is to
encourage you to be what you are courageously andstly, and to paint and to draw what
you love, and then we will see whether you canlydaVe. To be sure, as regards the work
method, you have to be very careful. | am afraidve already told you this so often that you
will get bored by it. The image that you bring tmeas or paper must really be composed so
that what you love and have chosen to be your subj®uld be as suggestive as possible, so
that we, the viewers, can feel what you were mdyedr what you were so much glad about.
/ And you only need this discipline. You should wdibeartedly follow your fantasy and you
should leave out everything that disturbs or does belong there. You should carefully
choose the material and the medium through whialn wish to give expression to your
message. / Well, that’s all. | would be willingteach you and help you, but right now this is
impossible. What you are writing about taking a [pmearly impossible, because right now
France does not issue any work permits. You conld come here as a student, and | do not
know whether the National Bank really issues trguired licence. Anyhow, if | were you |
would try to mobilise some good contacts. / You absolutely right. Do not allow your
spirits to fail you. You have no reason to be smecially if you can see things that you do
not forget, because they have moved you or madehgppy.” In the summer of 1939 (the
war will start within weeks), Olga Székely not sesting anything or disregarding the actual
situation of the world writes as follows: “My dedaughter / | am not at all angry. | just
inquired what you could do. You can enrol yourgelBeaux Arts for next year. There are no
summer courses. The administration fee is 150 $aamed the teacher’s fee is 100 francs. You
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have to submit your drawings based upon which yewadmitted. If | go there, | myself will
enquire what they really offer. (...) | invariablgcommend a summer course in French, where

you learn French and only then you should comeatisP

By age 19, llka Geatl who remained focused on figuration in her drawiagsl who was
regarded a drawing child prodigy, had become astavith a refined mastery of graphic art.
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3. The Years of the War (1939-1945)

Finally, she does not get to Paris, and — amongrsttlue to the Jewish laws — she cannot
visit the Hungarian Academy of Fine Arts. Recollegtthese years in 1949, she writes:
“Extremely talented, the old guys, some of thene rahaps, said. «Do not learn at the
academy, they will only spoil you!» Pressured bymuogher, | visited them. Sometimes | got
on a tram with a drawing folder, and within 1-2 med came back, got off the tram at the
stop walked ugsaras utcaand | told mother that the person that | visitégd my drawings
very much indeed. Sometimes | even showed herattieutar drawings that were liked. |
even visited Pal Patzay twice. The first time | wtkiere it was with my mother. This was
when mother would have wanted to send me to Englamdl she was busy collecting the
catalogues of various schools. This bastard Patzdg me whichever school | went to |
would be the star of that school. A few years ldtersited him alone. That time he was
worried about me: there is nothing more terribl@amhan unfinished artist. (He was right.) It
was probably at this time that he tried to persuat®to go to Paris. | myself did not want to
go, | was absolutely passive, | did not think mudhd not plan ahead, and | did not make a
decision to become a painter, | didn’t say to miyselill show what a woman can do as a
painter. | was not aware of the problem of beinggaman painter, but even though | was not
aware of this problem there might have been in nserse of vocation. | should have been
aware of the future, of the difficulties and of thenefits of studying in Paris, living among
artists. No there was no awareness. | kept on drgwiith unthinkable fervour, and | visited
the Museum of Fine Arts and a number of exhibitions

llka Gedb stays in Hungary and starts to visit the drawiclgos! of Tibor Gallé® (Glasgow
exhibition: Images 5 and 10).

'® Nora Aradi (ed.), Magyar Evészet (1919-1945), | . kétet [Hungarian Art (1919%5), Volume ]
(Budapest: Akadémiai Kiado, 1985), p. 47: “Tiborll&aan a painting school preparing its students
for the entrance examinations of the Academy o§ Arhe following courses were provided: figure
drawing and painting; scenery painting, paintinghteques and painting materials, designing
advertisements, history of art.”
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From the Glasgow Exhibition (Nos. 5, 10)

In her autobiographical recollections originatingrh 1949 she mentions that at this time her
art suffered a slight setbackEven if we disregard falling in love, was there amynection
between this school and its atmosphere and thesaelifice and devotion that drove me at
the age of 17, during that summer spent at Bakdnytdé&en | was hunting for motifs from
morning till night. (...) My drawings overflowedtiwienergy and dynamism and their sheer
guantity somehow prompted some people to say ldmoa learn at an academy. It may be
safely assumed that good old Viktor Etdeias absolutely well intentioned when he said: «Do
not go to the Academy! Do you want to learn froemifd The teachers there could learn from
your drawings.»“ Maybe this view was also motivatsdhis opinion on the members of the
faculty. | was 19 years old scribbling somethingha private school of Tibor Gallé, where in
winter and spring evenings Mediocrity Preparing toe Academy Entrance Examination was
drawing a nude in some horrid coal in the nausegafirture spray smell of a good-for-nothing

studio in a school building located at the cornéBalyovszky utca-Andrassy utéa

She started a love affair with the master and laplkiack from the distance of years upon the
past, she recognises how absurdly she behakrethe autumn that followed the school-leaving
examinations of secondary school she started to gloe private school of Tibor Gallé, she fell

in love with the master (who was married) 45 yeddsand had two children. She wrote to him

a mad, exalted and lyric letter and humiliated ledfrsn front of the master. She started to
smoke, she phoned him half-fainting. She humiliagdelf in front of the people and started to
smoke, ran in the street, because she did not wgal¢ late for the date. She started to lie to
mom even though she slept in the same room as dmardid, and she read and even worked
together with mom. After a month she decided torbecher master’s lover: she was rejected,
but she tried and tried over again until she gaohhthis citizen. All in a hurry because he was

19 viktor Erdei (1897-1945): Painter, sculptor, graphrtist. In 1924 he lived among Jewish peasants
in the north-east of Hungary. In 1934 he showed drgwings depicting the life of these
communities in a remarkable exposition.
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invited together with his wife. Then a love, anentfa sort of repetition of the first story with
someone else. | told Li&ymy stories and she said | did not behave like ma”

A Hungarian historian of art tried to find out whet juvenilias of the students of this school
have been preserved or not. “The result is veryr.pds this school functioned as an
institution preparing its students for the entraegamination of the Academy of Fine Arts,
studies that were prepared for this purpose wenergdly not preserved. It was only in the
estate of llka Getlthat we found nudes originating from the Galléosdtwith a date of 1939.
(...) Relying on his connections, Tibor Gallé wagalved in organising the escape of Jewish
disciples, and the German Embassy sent him a dmieat letter. Tibor Gallé was forced into
hiding and went to Rackeve and stayed on a rivat foy 2-3 days. He came home on 1 May
very ill, and in the meantime his wife replaced fatrthe school. Tibor Gallé died a few days
later on 15 May 1944, and the school’s operatios tgaminated 2*

Janos Frank, the much-respected Hungarian artriaistand art critic, in his review of a book
on llka Ged remembers: “In 1940 a woman painter, her nameTMo#s(Totd), accepted two
adolescents as her disciples, llka Gatd me. We went to her studio that wasiifér utca
not far from where Gddlived. In addition to drawing a lot, the persohaknd painting of
our mentor were very attractive. This suggestivé @onic young painter studied at an arts
academy in the Germany of the Weimar Republic,modght along with herself the free and
unimpeded style and urban folklore of the Berlintbé late 1920’s. In contrast to my
drawings, llka Gedls work reflected an overflow of talent, that adial something that
cannot be described in words. Then at the age ,dft2@e up my drawings and | didn’t much
regret having done so. The only thing | do regnetyever, is a drawing made in red chalk
depicting Ilka Ged with her red hair that hung to her shoulder. Maiie drawing could
have been more than just a documént.”

%0 Dr. Lucy Liebermann was the wife of Pal Patzay ardose associate of Pal Kiss Gegesi who was
the founder of the European School. (Cf. IstvAnddaj'Half Image, Half Veil — The Art of llka
Gedy” In: Istvan Hajdu — David Biro, The Art of llka @& (Budapest: Gondolat, 2003), p. 18.

L Koves Srzilvia, “Gallé Tibor fesiskolaja” [The Painting School of Tibor Gallé] I8zilvia Kéves (ed.),
Reform, alternativ és progressziutmelyiskolak (1896-1944). [Reform, Alternative anw@ressive
Workshop Schools (1896-1944)] (Budapest: Magyamifiaészeti Egyetem, 2003), p. 62.

2 Janos Frank mentions in an interview publishethénliterary weekly Elet és Irodalom on 1 August
1998: “I knew a woman painter, Marta Jeremias weell from home. | learnt drawing from her in
1939-1941. She studied at an academy in the Gerofatmge Weimar Republic. In addition to me,
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There is a draft letter (or maybe a letter that didepost) dated 31 May 1943 in the artist’s
estate. The manuscript does not reveal the addredsbe letter, and neither do we know for
sure whether the letter has been actually senbbr‘Dear Master / | was glad to receive
your letter showing so much interest in me. Thitetevas forwarded to me directly before |
was drafted into labour service, and this is thas@en why my reply is delayed. In the
meantime | had come through exciting events asaltref which | am going to be free for a
few months. / As regards my artistic work complessris out of the question, as problems of
livelihood distract my attention from really dedied work. | can say though that in my free
time | work hard and for my own pleasure / Whilanh sculpting, | sometimes also paint,
because one wants to find pleasure in colour, whiod does want to express. / Most recently
| have been making painted clay objects. / Aftefiigabeen drafted into the army, | gave up
my studio flat, and since then | have been livingwg aunt. / As regards the future, | do not
have clear plans. During the summer months | celyavould like to go somewhere. My body
and my mind would badly need a break now. / Howdierdoes not allow me to have a rest,
it is very likely that | will be forced to entrusd history whether my desire for calm and
tranquillity is ever fulfilled. / Dear master / lag very sad to be informed that you were ill
again. | am going to go to Pest in the near futarel | want to go and see you. Even until
then, | look forward to hearing from you.”

A letter from the writer Mildn Fulst, dated 28 Ma94B, indicates that the artist was consi-
dering getting married. (The cut-up fragments o&tuinsed to be five oil paintings, depicting
a handsome young man, are preserved from the ppreméding 1945.) It does not turn out
from the letter who that young man was, but thdexd lines are clear: “Dear llka / Thank
you for your beautiful and clever letter. | appegeithe trust you put in me. / My reply: just
think it over; you are going through something thaerybody must go through who has a
heart. Just one more question: do you really believs such a good thing to be married. /
The short reply is that it is all suffering andstis what you have to get prepared for. / And

she had only one other disciple, Ilka @&d(l. Nagy — L. Beke (eds.), Hatvanas évek — Uj
torekvések a magyar képmivészetben — Kiallitas a Magyar Nemzeti Galériad®91. marcius
14-junius 30. [The Sixties: New Trends in Hunganésual Arts — An Exhibition at the Hungarian
National Gallery, 14 March to 30 June 1991] (BuddpkKépdmiveészeti Kiadd, Magyar Nemzeti
Galéria, Ludwig Muzeum), p.75.
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this is why | oppose the idea of a woman givinghbio a child. But all women have a child,
which means | am an enemy of all women. / In otherds, you have to put up with life as it
is. Don’t expect life to become like you would liketo be, because it won't be like that. In
other words, «break or bend» as the Germans say.nmMest accept conditions as they are;
this is how things happen here. / Your poems dosaahd bad, and this is already something
very good. At some place they are not exempt fralent but they are not succinct enough:
they are beautiful but somewhat weird. Beauty nmaste a more intense glow. / | am very
glad that your mother has a good opinion aboutbuet would also be a great thing if she
could benefit from my persevering and heartily attotions of benevolence towards her and
from my knowledge and experience. / Hugs M. F.”

During the war llka Gegélwent to Szentendre a small town on the banksefitter Danube

in the vicinity of Budapest. A monograph on thenpais of Szentendre mentions the artist:
“From the summer of 1936 some young, mostly startartists occasionally went to
Szentendre: they were partly members of the Grdupooialist Artists, an organisation that
was temporarily disbanded in the wake of the remsgdion of the Hungarian Party of
Communists and partly their circle of friends...iSThircle of friends included, e.g. Pal B.
(Berger) Juhasz, EérBerda, Gyorgy Kadar, Eva Torzs, Jozsef FehérxFédissakovitz, Eva
Barta, Ilka Ged, Gyorgy Nemes?® It can be assumed that the author of this mondgdig
not know the Szentendre landscape series of IlkdsGe&his series including at least a
hundred works on paper in pencil and pastel is reatde because of its strong colour world
(Folders 25 and 31 and Images 13-38 of the secdadg®w exhibition of 1989-1990 at
Glasgow’s Third Eye Center on Sauchiehall Sreetg Viewer notices the artistic execution
and the wild, French-style colours. (The then stty young artist borrows Paul Signac’s
book from her master Viktor Erdei.) About 100 oésle drawings have been preserved in the
estate. On some of the landscapes drawn in pastetgn see a whirlwind of strong purples
and yellows and emotional blues, as if we saw deagatg storm (Glasgow exhibition:
pictures 12, 16, 20 and 21).

2 Lenke Haulisch, Szentendrei festészet, kialakulésagnete és stilusa 1945-ig [The Making, History
and Style of the Painting of Szentendre Until 198&jdapest: Akadémiai Kiado, 1977), p. 51.
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From the Glasgow Exhibition (Nos. 12, 16, 20, 21)
W

Some of the landscapes of Szentendre were madethéevar, and these pictures were

complemented by oil paintings depicting the town.
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llka Gedb probably sent a letter to Lenke Haulisch the auttidthe monograph quoted above,
because the manuscript of a draft letter has beesepved in the artist’s estatd:dm the
painter llka Ged. It maybe strange that | write to you without kimogvyou. Two of my
pictures were shown in November 1969 at the Sadié@sfr exhibition dedicated to the
Szentendre school, but these two works were léfobthe catalogue due to an error. /
Encouraged by the wonderful Lajos Vdjtiaxhibition that you curated and by your
monograph ASzentendrei festészfRainters of Szentendre) that | have read recemthgd
the idea of inviting you to view my pictures. Inthimy work could benefit a great deal from
such a visit. | resumed artistic work after a lobgeak of approximately 10 years in an

isolation that is perhaps too big and too detrinzéfor my work.”?®

In her curriculum vitae the artist writes abousstperiod as follows'The first period of my
artistic activities are connected with Szentendgor to being admitted to the Academy of
Fine Arts | worked there under the leadership ofiétrViktor. Before and during the war |
prepared several hundred works on paper drawn incpeand pastel on the streets, yards
and market places, etc. of Szentendi@e.’her autobiographical recollections written befor
the war, she describes the unpleasant memoriesiobf & study trip to SzentendreStill
walking in the street a few minutes ago: | coulddrnly recollect a picture from the summer
of 1943, the summer before the arrow cross partyecdo power or from earlier. | was
walking in the vicinity of the railway station ihd early afternoon hours carrying a drawing
folder. Two or three women of my age were standtragfence or gate, and they jeered at me

and were laughing at me. It was terribfé The Hungarian painter Endre Balfitremembers

* Lajos Vajda (1908-1941) was a painter and graphiist. His art is justly regarded as the most
outstanding achievement of Hungarian avant-garddrahis works a surrealistic vision is blended
with a rational composition. From 1930 to 1934 ived in Paris, where he was a close friend of
Lajos Szabd. The French surrealists and the Ruas@mt-garde film had a decisive impact on his
art. In the summer of 1935 and 1936 he stayed @mt®ndre. In the autumn of 1940 he was called
up for labour service, and died of tuberculosig @eptember 1941.

> Manuscript in the estate of llka Ged
%6 Manuscript in the estate of llka GedNotebook No. 250. /Recollections/)

" Endre Balint's (1914-1986) father, Aladar Balinasva well-known art critic. Endre Balint pursued
studies at the Department of Graphics at Schodippiied Arts. In 1934 he went to Paris. Having
returned from Paris, he met Lajos Vajda, whose wdnddrawings filled him with admiration. In
the summer of 1937, 1939 and 1940 he stayed int&zdme, where he was in close contact with
Lajos Vajda. He became a founding member of Eurtgiaila (the European School) of painting.
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llka Ged as follows: “llka Ged, like so many others, started to come Szentemdtieei mid-

1930s, and with her wild red hair even her appesramas something unique in this town.
Her master, if that is the good phrase, was ViEatei, whose works on paper reflected the
magic influence of Rembrandt, and this influenceldalso be felt in llka Gédids works

reflecting also a feminine emotionality. Ilka Gedrew excellently. Her works on paper were
perfect not only in an academic sense, but shedleagress both the form and emotion in her
drawings to such an extent that one could hardig\e her maturity, awareness and creative

shaping potential.?®

The letters preserved in the artist’s manuscritdtesindicate that in the summer of 1941 llka
Geds spent the summer vacations in Szentendre. (haessldvas 16-¢ tér (c/o Perlusz
Gyuladné). It can also be assumed that also in timen®er of 1943 she was staying at
Szentendre. A card from JemBarcsay dated 31 July 1943: “The Painter Miss Bed.
Szentendre, d-tér 16. (c/o Perlusz Gyulané) Dear llka / On Syndam at home. You are
invited to come to the Artists’ Colony in the margihours till 12.”"0On 17 June 1943 the
artist wrote to her mothetFood is still excellent. | solve dinner at Huzswli buying a bottle
of beer and for 60 fillér you can also buy a biggqe of sheep cheesdri a letter that the
artist wrote together with her husband to Miklése@kuthy on 21 August 1984, she
remembers the time spent at Szentendre as folldwsave never been a member of the
European School. And even if | had wanted to lweuld never have been. When | started to
draw in Szentendre as a school-girl aged 13-14) thdia Vajda, Margit Anna, etc., etc. were
all by more than ten years older than me, and ttiely not talk to me. They were young
revolting artists. And | was a young child who wasy good at drawing. This feature of the
connection has remained unchanged for a ridiculplmhg period. These young artists never

ever considered accepting a young Benjamin (ovaheis colleague.™®

Between 1957-1962 he lived in Paris. From the tohéis return, he had been taking part in
Hungarian arts life. Until his death in 1986, he Inaore than forty exhibitions in Hungary. Balint is
a surrealist painter obsessed with memories arahtreSome motifs recur on his paintings, and the
colours project both sensual poetry and a gredtofieaxiety.

8 Endre Balint, Eletrajzi térmelékek [Biographicatagments] (Budapest: MagdeKonyvkiado,
1984), p. 148.

2 Draft letter in the artist’s estate.
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llka Geds often met Viktor Erdei and his wife Ada Karinffly In a letter written to her
mother dated 21 June 1943 she wrtdest as | was finishing my lunch at H, Ada andtoik
entered. While eating they had a debate, and ledafior them to finish their meal, and went
with them to Teri. Then Viktor and | went for a kvalVe had dinner at Teri and then | took
Viktor to the ship station and saw him off. He pised to bring me a marvellous book by the
painter Signac. | will write about it later, and kell bring the book the next time.”

On 22 June 1943 she wrote to her mothRight now | am sitting at the table of the ship
station... | was already here at ten in the mornaighe Borpince utcaat a small rundown
house. Now | found a motif on the shore and | amyimg there. | am, of course, in continuous
contact with Ada. The Singers visited Ada and tanigam going to see the Singers with Ada. |
see them every day. | have already seen KmettyBantsay. Perlrott is also out here, but |
have not met him yet, and neither do | want to rheetA letter dated 23 June she wrote:
had a good lunch, and now | am taking a short braa#t then | celebrate the long afternoon
that may even last until 9 o’clock. When you leftas still staying with Ada who invited me to
dinner, and on arriving home, | had dinner once iag&/iktor Erdei is going to come out to
Szentendre either on the"28r 29". | am sure he will bring me the book by Signac.”

In the artist’s manuscript estate there is lettemfthe Buda Jewish Community informing the
artist that in 1942 she got a reward of 50 @esn@s recognition of her artistic work. However,
another letter, dated 16 November 1943, originatiog this period contains the following

lines: “Regarding the exhibition you inquired ahdutegret to inform you that it is organised
by the Association of Hungarian Graphic Artistsgd amly members of the Association may
participate in it. Should you want to become a memndf the association, please inform me

and then | will recommend your membership. Howewear have missed this exhibition.”

In 1942 the artist participated in the exhibitimmganized by the Group of Socialist Artists
and titled Freedom and the People, that took @atke Centre of the Metal Workers’ Union.
The exhibition was forcibly closed in two days. Alky monograph dealing with the history
of Hungarian art in the period from 1919 to 1945ntiens that “on the occasion of this
exhibition that was organised in March 1942 ath&adquarters of the Metal Workers’ Union

% vViktor Erdei's wife, Ada Karinthy was the youngsister of one of the greatest writers of 20th-
century Hungarian literature, Frigyes Karinthy.
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a huge and never-seen-before number of artists ptaale, meaning, that in addition to the
Group of Socialist Artist, Istvan 8ayi, Aurél Bernath, Robert Berény and Pal Patz#sg a
the masters of the progressive Gresham circle paok™! It can be safely be assumed that
llka Ged took part because, as shown by several manusergserved in the artist’s estate,
she knew Pal Patzay and Rdébert Berény. In his lestmins dealing with exhibition, Gyorgy
Vértes mentions the people’s front character ofekigibition and includes llka Gédn the
long list of artists who took part even though tHewere not the honorary or founding
members of the Group of Socialist Artists”’From a newspaper report it turns out that Ilka
Gedb took part with one work on paper (Sitting Old M&h)

Between 1942 and 1944 llka Gedent to the free school of Istvan Orkényi-Strassera
volume that was compiled by the artist’s masterint®duces llka Getlwith the following
words: “She was born in 1921 in Budapest. Afteisfimg her secondary-school studies, she
visited a painting school for a few months. Apaonf this training, she has been developing
her knowledge as a self-taught artist since hetdiebod. Her first models are family
members. Later on she started to draw street sc@republish some of her drawings that are
rare examples of artistic immersion. In these dngwithe depicted human figures never
display the false and deceptive traits of showiness they give us a sincere reflection of
reality.”** The artist participated in the exhibition of OMIKEungarian National Cultural
Society of Jews) that took place in 1943 betweenSeptember and 17 October in the
exhibition halls of the National Hungarian Jewishiddum. (Here she exhibited her drawings
titled BlacksmithsOld WomenVillage Endandin the Garderandin the 1944 exhibition of
OMIKE she exhibited the pastel drawirgsmbankmenandVillage Housel>*

% Nora Aradi (ed.), Magyar Klészet (1919-1945), |. kétet [Hungarian Art (191845), Volume ]
(Budapest: Akadémiai Kiadg, 1985), p. 543.

% Vértes Gyorgy: Mvészek a szabadsagért (A “Szabadsag és Nép” &ll@42-ben) In: Néra Aradi
(ed.), “Szabadsag és a Nép” (A Szocialista Kégészek Csoportjanak dokumentumai).
[‘Freedom and the People” — Documents of the GrotSocialist Artists] (Budapest: Corvina
Kiad6: 1981), p. 318.

# Ibid.: p. 287.

% Katalin S. Nagy, Emlékkavicsok / Holocaust a magy@pdmivészetben 1938-1945 [Memorial
Gravel Stones / The Holocaust in Hungarian Visuek A938-1945] (Budapest: Gléria Kiado,
2006), p. 272. and pp. 48-64. on the exhibition®MIKE (Hungarian National Cultural Society of
Jews)

* Ibid.: p. 272.
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According to the recollection of the artist’s caysilka Ged made a living from the sale
burnt ceramics. Here is a letter, dated 16 Febri@ag, sent to her from Hodnmie#Asarhely:
“Dear llka / | am replying to both of your lettemsw: the one that you sent to Pest and also
the one that you sent to Tildy. We discussed yetted with Tildy and we agreed on the
following: we ask you to do the same as we did alken we met in person. Please indicate
both your wholesale and retail list prices. Weailéng to take delivery of a larger quantity.
In this case, however, we would expect you to ahargiore advantageous price.”

On March 19, 1944 the German army occupied Hunglmge Regent of Hungary, Miklos
Horthy promised the Germans to deliver a few huthdh®usand Jews for “employment” in
Germany. On March 24, 1944 a government decreaemdiews to wear a yellow star. With
the exception of Budapest Jews, by May 15 the cdraton of Jews living in the countryside
had been completed and their mass deportationath d@amps got underway. On June 9, the
Ministry of the Interior decided that 30,000 of #6@,000 Budapest homes occupied by Jews
had to be vacated, and the families involved wereefd to relocate into yellow star houses.

A series of decrees was issued restricting the meweé of Jews with the purpose of
humiliating them. Jews were allowed to leave tlaesignated buildings only between 2 p.m.
and 5 p.m. By July 6, 1944, the deportation andrdetson of Hungarian Jewry living outside
Budapest had been finished. More than 500,000 Hiamgaews were killed in German
concentration camps. “The drive against Hungariewry took place on the very eve of
Allied Victory, when the grisly details of the Fingolution were already known to the leaders

of the world including those of Hungarian and Wakwry.”’

The deportation of Hungarian Jewry caused an oetiagnternational politics, and Miklos

Horthy received threats from the Allied powers Bgyif he failed to intervene and save the
rest of Hungarian Jewry he would be regarded acnarinal and treated accordingly. (This,
by implication, meant that he was acquitted offadl crimes he committed before!) On July 6,
1944 (a month after D-Day in Normandy) Mikl6s Hortthe Regent of Hungary ordered the

% Letter in the artist’s estate.
%" Randolph Braham, (ed.), op. cit., p.186.
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deportations to be stopped. “The success of Hatlinglated action is another piece of
evidence already demonstrating that the German nigsntor the Final Solution could have
been refused or sabotaged even after the Germampatimn.”® No time had been left for

mass deportations from Budapest, since Soviet sraaue closing in fast on the city.

In the summer of 1944 llka Gédvas forced to move to a yellow-star house aER&ébet
korat (a house very close to where the ghetto was loyated this is where she stayed until
January 18, 1945 when the Pest side of Budapeslileaated by the Red Army. At first, this
building was part of the emergency ghetto hosjizated at 4AVesselényi utcayhich later
became a shelter for abandoned children. Theseaneghor deserted children appear in Ilka

Gedy’s ghetto drawings.

After 15 October 1944, the situation of the Jewm¢j in Budapest got worse. All Jewish men
aged 16-60 and all Jewish women aged 18-40 werdlisgmh According to estimates 25,000
men and 10,000 women were deported. On Novemberd8ceee was issued drafting all
Jewish women who could sew. On November 3 a demdsred the registration of all Jewish
women aged 16-40 for doing service in connectioth vimational defence”. It cannot be
reconstructed exactly how the artist had survivedsé mobilisations. There is a short
reference to this in the recollections of the #gilusband: “Ilka was in great danger twice.
Once she and her girlfriend had to go to a railstagion. They escaped deportation because
there were not enough railway carriages. They wele to go home and come again the
following day. (...) llka went home and thoughtherself: | would be a fool if | went there
again, and she did not go there any more. (...)ofher: once there was a police raid and she
hid under the eiderdown, and when llka’s name vadiea, an old rabbi, with a thin female
voice, shouted «present». The police searched ghrthe flats, and did not find 1lk&> The
Budapest ghetto was set up 29 November 1944 EarsEbet koraR6, the place where the
artist lived, was in the direct vicinity of the dtee border. Conditions in the ghetto and the
yellow star houses were horrible during the siefBumapest, and the dead could no longer
be buried in the cemetery during the last day$efsiege. They were placed at the end of the

yard of the huge tenement house and they were edweith cardboard.

% | oc. cit.

% Biographical interview.
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As mentioned already, wherever she went or stal@d3ed has been continuously drawing
since her childhood. The series of juvenilias carpbt into chronological order, and thus one
is confronted with a visual diary. This report,yie on the language of graphic art, was not
interrupted during the terrible weeks spent in ghetto or, more exactly, in the yellow-star
house. Indeed, even in this atmosphere of muteohodrawings were made continuously,
since llka Ged spent most of her time with drawing or reading.cbmnection with these
works it can be said: “The frightened, widely opgmges of the children wearing the yellow
star and their sadness reveal an even greaterdsspeks, a lack of future and the closeness to
death than the helplessness of the gaunt, shatit@bsed adults. Children, while they try to
get used to the present and to circumstances, tatt@epnacceptable as natural and they try to
regard the intolerable as tolerable. (...) llka &edtches those moments when her models
lose touch with the surrounding reality?

Boy with the Star of David, the Budapest Ghetto, 4, (Yad Vashem Art Museum,
Image 42)

0 Katalin S. Nagy, op. cit., p. 274.
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Portrait of a Girl With Bow, the Budapest Ghetto, 1944, (Yad Vashem Art Museum,
Image 64)

All the prisoners of the ghetto and of the yellot&rshouses knew that it was just a question
of time, and the Russians would liberate the dityt, none of them could be sure that in the
hour of liberation they would be still alive. (Agpdmately 130 of llka Geéls ghetto

drawings are in the collection of the Yad VasherhMuseum.)

“llka Gedd’s series drawn in the ghetto is unique in Hungar&@t history. They are
invaluable as documents, and much more than thay. go beyond théagerkunstthat is
morally valuable but aesthetically of secondary am@nce. These drawings are not simply
reports on the infernal season: they have grown ategories of human humiliation and
defencelessness* Another art historian emphasises that “paradolyicétie nearly lyrically

*L péter Gyorgy — Gabor Pataki, “Egylinészi felfogasparadoxona”. [The Paradoxon of aristct
Approach] In: Péter Gyorgy, Gabor Pataki, Julia f8zand F. Istvan Meészaros, Gedlka
mivészete (1921-1985) /The Art of Ilka Ge921-1985) (Budapest: Uj iészet Kiado, 1997),
p. 27.
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silent pencil drawings of exhausted and sleepingnam and children have the effect of

having been made in an artistic studi.

Four self-portraits were made in the ghetto. Onshié-portrait drawing that is preserved at

Yad Vashem Art Museum the artist is still 23 yealds but an ageless person looks back on
us or rather a person who has grown old. The egesal that her spirit has already been
broken, but the compressed lips and the line delsogrirom the curve of the lips show that

the artist still has the strength to fight for hés.

Self-Portrait in the Budapest Ghetto, 1944 (Yad Vdsem Art Museum)

On the self-portrait that is to be found in the ganan Jewish Museum we see the artist from
a three-quarter profile, that is so common on Iked’s self-portraits. The artist depicts

herself sitting in front of a drawing board, an@ #mphasises her dignity.

2 |stvan Wagner, “Raiffeisen Galerie zeigt die Wenken llka Ged” Budapester Zeitung. 15
December 2003
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Self-Portrait in the Budapest Ghetto, 1944 (Hungaan Jewish Museum, Budapest)

S . - .
1._I.' 1 .. ¥ kl. Sl —— 1] % ; ; ] &

On drawing 31 from Folder 10 she depicts herselhileg on her elbow: from a head resting

on the artist’s palm an old woman is looking batckight into the eyes of the viewer.

Self-Portrait in the Budapest Ghetto, 1944 (From Floler 10 No. 31)
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On drawing 64 from the Addenda folder the artisiesd is propped up on her elbow and the

eyes, so it seems, stare into nothingness. Théoege for support in her own self.

Self-Portrait in the Budapest Ghetto, 1944 (Addend#o. 64)
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4. The Period From 1945 to 1949

Endre Bir6 and llka Gédgot to know each other on New Year’s Eve in aawif Ady Endre

Ut at a party of the artists of the European Schbbiks was a huge villa that the owners had
deserted and, initially, the young artists moved the building as squatters, and later on they
had become legal tenants. However, some yearsdaigwig of the communist party fell in
love with the house and had the former tenantsekiakut of it. Endre Bird was invited to this
party by Julia Vajda. llka Gédand Endre Bir6 got married on 19 August 1949, ey
started their married life in the flat that had ¢lee home of the Gédamily until 1944.

Due to the measures adopted against the Jews @pBst] the Gédfamily was forced out of
its home undeFillér utca 30and moved tderzsébet korat 26ihere the relatives, including
llka Ged’'s aunt and her husband, Ignac Steiner and theidren Erik and Julia, were
crowded together in the huge flat of aunt Risaa lked lived in that house until 18 January
1945. After the siege of Budapest, the family condd immediately move back to its old
home, but it moved to the flat of the Steiner fanflsé-Erdssor 18§. At this point a strange
thing happened. When the Gefdimily finally got back its old home, only Ilka @& and her
mother moved back, and they left behind Simon &GiedAlsé-Erdssor 18 It can only be
guessed what actually happened after this, buteatthd of the day Simon Geednd his wife
lost their home. 1953 the Gedird family exchanged their flat for a larger tereom flat.
And this is when the artist’'s mother, Elza who divas a subtenant and who was deprived of
her financial reserves asked her daughter for askeyhat she could come more easily to
baby-sit. The Gei#tBird family rejected this request, and a bitteyuement ensued . Not much
later, on 7 February 1954, Elza died. Endre Bioalie with cruel detachment: “I also have to
tell something about Elza’s death. She had an degath and she died deserted. There was an
influenza epidemic, and she had to be hospitalidée. died the following day on February 7,
1954. Her heart was in a terrible condition. Tlsathie reason why she died of a flue (father’s
written recollections)® After this Simon Gedl left the sub tenancy dErzsébet fasoand
moved into the flat of her sister-in-law. He was y&ars old then. He did not stay there for
long, because, as Endre Bir6 mentions in his rectidins: “It did not make sense for him to
live with his sister-in-law for a longer time, satér he moved to us.” (This happened in May

3 Biographical interview.
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1954.) llka Ged was so much irritated by the presence of her fathat she was sent to a
sub-tenancy flat, where in addition to a small,fla, for a no small amount of money, was
also given sustenance. Endre Bir6 remembers: “Sinamwha very beautiful room; it was a
very civilized place, but he got into the compariyridiculous and petty-bourgeois people,
which is a rather strange thing.” Simon Geatled on September 11, 1956. (According to his
death certificate, his last place of residence leaated at 240ktéber 6. utcain the Vth
district of Budapest. On the back of the deathifceate the following note is to be read: “The

funeral relief has been disbursed.”)

Endre Biro6 recollects: “When the war came, Elzagigolden coins (twelve or twenty-two
napoleon gold coins). When the Gedvere forced to vacate their flat, and had to moteea
yellow-star house, Elza was fully overpowered bgthp, and she did not want to try to save
anything. In contrast to this resignation, llka path of the golden coins into a canvas holder,
and then put them behind the spine of a huge d&tio She gave these dictionaries (along
with a number of cheap books) into the custody gf@cery-shop owner whom she knew
well. This grocer had a shop that was located atstlart ofFillér utca at what is now a
market. When, after the siege, llka and her moittgyected the neighbourhood, they entered
the shop that, unsurprisingly, was broken up, @anglas in a terrible condition because the
soldiers used it as a toilet. Although the pagethefdictionaries were torn out, to the triumph
of llka, the gold coins hidden under the spine lald been recovered in a flawless

condition.”*

The report goes on: “At that time Erik was about yigars old, and he took over the
management of the margarine production workshapsofather who disappeared during the
siege of Budapest. But a huge amount of overdussthad to be paid. Erik was threatened by
prison unless he paid a sizeable amount of moneyké told Elza what the problem was, and
Elza handed over the gold coins without any hasitail his was enough to pay back the debt
of the Steiner company, which put Erik at risk @irly imprisoned. They did not sell the
golden coins, they just deposited them as a loaargg on which an exorbitant interest rate
was charged. When they wanted to repay the debtetider simply claimed he had never got
the coins as a loan security. It was not possilerite a document on the transfer of the loan

* Endre Bir6, Megemlékezés a Gedleiszkopf csaladrél [Recollections of the Gadfeiszkopf
Family], MS, pp. 17-19.
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security. He was a «confidant» anyway, who thenedeerver having received the golden
coins. (...) It was at this time that the old Ggdanded over thEillér utca flat to us. For a
while (I don’'t know exactly for how long) they s&y with the Steiners. (...) At the time of
Dani’s birth (26 September 1947) they were alreladlyg in a house that stood at the corner
of Varosmajor(10 Szilagyi Erzsébet fagor(...) They lived there in a small flat, whicrsal
had the advantage of their being able to come toves and baby-sit, and we could also take
Dani there; they lived close to us. (...) There wagery complicated settlement between the
sisters. Lenke handed over silver objects to Edaal things like that, and they somehow
offset the cost of the Géd livelihood at Alsoerdisor, because the Gesllived there for a
long time after the siege of Budapest was over. él@n later on, llka, when we were under
pressure to find a solution to the housing problefnsur children brought up this issue once
again in her correspondence with Julia, even thawgny much objected to it. As a matter of
fact, | do not know to what extent she was rightety much objected to bringing up this
problem after such a long time.” Julia Steiner'sotber, Erik Steiner most probably
immigrated to Israel in 1958 because in letter dated 1 March 1955 he wrote #iahat
time, he had already been living in Israel for fixgars. “I have been living here for five years
now, and it is mean of me not to have written m@gularly over this time. llka could also
have written to me. To tell you the truth, a ledent from Jerusalem is delivered in the same
way as one sent from Budapest to Jerusalem. Newetk, ihllka believes that she has nothing
to write me about, then she should keep on notngrif...) To tell you the truth, it makes me
glad to think that Mother visits you and sometirnges take the kids to the Alsoéisbr. (Isn’t

it an ugly place?) | would be curious to know wiegtiiou still go and see Béla Tabor. | hope
Dani's hand is improving and that it will still impve, and | think Dani with his healthy
spirits will overcome the problems. | would be gtacknow something also about Simon, but
Mother keeps silent about him obstinately.” Erikhaovwas under the threat of being
imprisoned due to some overdue debts, repaid s @nd, immediately after that, he left for

Israel. However, most regrettably, another intagii@en of the events is also possible: Erik,

** According to the folder (K-703/T) held by the Higtal Archives of the State Security Services on
Julia Steiner: “Erik Steiner studied at school befthe liberation. After the liberation he managed
the margarine factory, whose operation he stoppedtd raw material shortages and he sold the
machines. After this he enrolled at the Jewish Tdgoal Seminary. He had studied there until
1950. On 12 May he left for Palestine on a studyr,tdut he did not return. According to
intelligence from our data providers, he resumedshidies in Jerusalem. He not only corresponds
with his family members, but he also asked his motnd sister several times to follow him to
Jerusalem.”
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after having plundered the old Gl who gave away their last reserves, emigratddrae|.
This assumption is not groundless, because, Jtdiae3, the cousin of llka Gédin her letter
dated 9 December writes as follows: “You might hagacluded from my letter, that | wrote
in reply to your letter about two weeks ago, thatylto exonerate Erik or reject this fact of
plunder or that | try to gloss over it with the gdm «Lenke was helping the old Gsd. This
debt does exist, and, at the best, it exists riyt fluwould like to know how much of the debt
still exists, and I, on my part, will do my utmdst forward you the money with which Elza
helped us at that time.” Jalia Steiner’s lettertt@rn to llka Ged reveals: “Back at that time
Elza gave emergency aid that was meant to alletiténancial burden originating from the
still outstanding liabilities of the liquidated facy. The wage and the severance pay of the
dismissed workers had to be paid. Erik raised a lad the help received from Elza was
collateral and the redemption was also agreed bis fan, however, did not abide by the
terms of the agreement and this meant a crimiaaldr’

Erik had overdue liabilities that he could not pele pawned the gold coins, and he got the
money from which he could pay the liabilities. Tdngestion arises: when and how could Erik
have obtained an amount of money that would hdeevadl him to redeem the pawn? But the
explanation, sent in the second letter, goes onk™E «stupidity» meant that he blindly
trusted the above-mentioned person who has beeh fdeden years now. Everything had
been agreed on just verbally, and, when the detémted to repay the loan, the lender said
everything had disappeared, and the jewels werlmger accessible. That's it. (...) At the
same time and in the same manner (...) Mother'd odcelet, Ignac Steiner’s gold pocket
clock chain and some earrings, presents from MmadgSteiner, also disappeared. It's all
over. . (This is it. No other jewels were left.) @hit turned out that it was impossible to
recover these objects, Lenke gave Elsa a valuadiieid? carpet of purple colour sized 2.5
square meters, plus another carpet. When LenkeHlefigary, she gave two silver candle-
sticks and a set of cutlery as a partial compemsdt Elsa. «Lenke helped the old Gch.
Yes, this was assistance falling under the categbrgebt repayment. To be sure, no one
knew and no one could have known that these damsatiere more than legitimate. Even at
the time, when Uncle Simon during the last monthkisg life lived in Baross utca mother
knowingly shouldered some of the costs. | am fallyare that this is not a complete repay-

ment. “ In a letter sent on 28 June 1981 she widtee debt does exist, and | would rather
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shoulder all moral and other responsibility thamaegotiate with Erik about this.” There is
also a physical trace of what llka Gedhight have felt in connection with Erik. A letter
written by Erik on 22 February 1975 is burnt ontbeides. This letter gives account of the
brutality with which Imi Endrey, the son of auntzRidestroyed all the letters that had been
preserved. (In 1944, at the time the Budapest Jewvs relocated, the Gédamily moved to
the Endrey family.) “llka, 1 hope you have managedave some items emotionally close to
you from Imi’s terrible destruction. Imi mentionsdmething about old photos of Elsa and
letters that had been preserved by Riza. Imi maatidhat he had burned some of them and
some had been handed over to you. To be sure,isvtta purpose of talking too much about
this? These are really olden times. If | take aetdook at the calendar, within a few days it
will have been 25 years since | left Budapest. Mayls not even true that | lived there once,
and neither is it true that since then | have &ere on a visit once for three days.” Around
1987 Julia started to remember the story completiéfigrently: “My modification concerning
the flat and the gold coins is the following. OreydElza told mother that she would give the
Fillér utca flat to llka and she would move to us togethehv8imon. Under conditions of a
relentlessly galloping inflation, she did not dacebe left without any reserves. The gold
coins were handed over only much later approxipaaelthe time when they were already
living in the Malinowsky fasoErzsébet fasqr that is at the earliest in 1948, or maybe at the
beginning of 1949. Mother had serious pangs of remgoncerning repayment, although it
was still in Elza’s life that she sold a valuableldess valuable carpet and she handed over
some old-fashioned silver-ware or she sold themlamtled over just the money to Elza and
llka. As part of the settlement an old typewriteasahanded over that should rather have been
thrown out. Mother was fully aware that she had aied the debtor of Elza, and she was
very sorry about the fact that their relationshipd hsuffered a setback, and that Elza’'s
resource (this was the word that she used most ofteonnection with the money) was gone.
When llka at the end of the 1970’s (or even latbr@ught up the matter again, mother was so
old that she could not have grasped this so | coatdinvolve her. | sent money on two, or
maybe, on three occasions. The last time whenawlsterminally ill.”

The debt has never been repaid. The method ofigtpswer the facts worked. When llka
Ged died, cousin Erik sent 10,000 forints. This was filmeral aid sent to the poor relatives,
which showed that Erik looked down with condesaamaipon his deceased cousin and her

family.
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In the autumn of 1945 llka Gécaenrols as a full-time student in the Academy aieFArts. In
the artist’'s estate an A/4-sized folder is presgérwe top of which we can read in the artist’s
handwriting: ‘Academy, croquis drawings at Gyula Paphis folder represents a setback:
the drawings show an artist who has lost her smifidence, who hesitates. The artist must
have received so much instructidnat the Academy and/or Gyula Pap that she hadynear
lost her creative spontaneity. (It should be mew here that llka Gédvisited the free

school organised at the studio of Gyula Pap alfaré&¢he world waf'’)

One of llka Ged’s Hungarian exhibition catalogues mentions thatattist left the Academy

due to problems in her private life. One can onkgss what this problem could have been,
but perhaps the most probable reason could have tbeemarriage of the artist that, to say
the least, had a very stormy start. If the sucoéss marriage is determined on the basis of
whether it ended in divorce or not, then we cowd ®hat it was successful since it did not
end in divorce. But this marriage did not have asth start. From the sporadic remarks of

llka Ged it can be seen that the young couple argued a lot.

The artist took part in artistic life. In the autamf 1945 some of her works were shown in the
Ernst Museum (an exhibition of the artists of tleei&l Democrats and artists invited by them).
In the Municipal Picture Gallery, then located mmetKéarolyi Palace, the Trade Union of

“® |deas on this phenomenon: “Der junge Mann — ndalfiper die junge Dame — sobald sie sich
ernstlich dem Studium der Malerei widmen, machemiebt nur besser als frither, sondern im
Gegenteil viel schlechter, d. h. die Phantasiefrdiger naiv den Eindruck der Natur wiederzugeben
betstrebt war, wird allméhlich von dem Suchen nKdhnrektheit verdrangt. Aus der phantasie-
vollen, aber unkorrekten wird die phanatsielose &berekte Zeichnung. Mit anderen Worten: der
Buchstabe tétet den Geist, und nur die Tatenvall$i@nen ungestraft an ihrer Phantasie den
akademischen Drill berstehen. (...) Die Phantasgiteit des Malers, die darin besteht fir das, was
er — und zwar nur er — in der Natur oder im Geishts den adaquaten Ausdruck zu finden.
Naturlich vollzieht sich diese Phanatsietatigkaitlig unbewul3t im Kinstler, denn Kunstwerke
entstehen: sie werden nicht gemacht, und das stehbfittel kein Kunstwerk hervorzubringen ist
die Absicht, eins zu machen.” Liebermann Max, Diemftasie in der Malerei (Berlin: Bruni
Cassierer, 1916), pp. 4-5

*" Nora Aradi (ed.), Magyar Készet (1919-1945), | . kotet [Hungarian Art (19195), Volume 1]
(Budapest: Akadémiai Kiadd, 1985), p. 398: “GyukgpFbecame actively involved in artistic life,
even though he secured his livelihood by takinglags textile designer in the Goldberger textile
factory. In his studio, located on Lehel Gt, hegéaining courses. From among the members of
the group around Lajos Kassék Lajos Lengyel lehene, and later on several artists, including
Aranka Kasznar, Laszl6 Kontraszty, llka Gexhd Gergely Vince, got acquainted with the basics
visual arts in the studio of Gyula Pap.” (Gyula R&gs a disciple of Johannes Itten.)
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Hungarian Artists organised its Second Open Natidfxehibition in which llka Ged
participated. The introduction to the exhibitionadegue was written by Méariusz Rabinovszky.

On 26 September 1947 Ggsl first child, Daniel Bir6 was born, then in 1958r second
child, David was born. The young mother is tormdrig the complexities and difficulties of
family life. Her autobiographical recollections ttein around 1949 bear testimony to the fact
that she sincerely felt that she was confrontedl wie issue whether a woman can be an artist
and whether being an artist is compatible with hgvia family and child-rearing. In
connection with the psychologist she consulted,rehgarks, Do you see? Now I'm trying to
find an explanation that makes it comprehensiblEneo a psychoanalyst and doctor what |
say: there is unbridgeable contradiction betweetisiic work and femininity. Lucy replied to
this: this is simply not true®® It is obvious that the doctor is trying to conwnidka Ged that
she can both be a mother and a wife as well astsh &he artist however knows well, and
she is right, that the conflict is unbridgeablee 3tas no illusions:Van Gogh wrote at the
start of his career: «l have two choices: | becogitber a bad painter or a good one. | chose
the second possibility.» | either become a goodhteaior a punched paper for some body
exercise. Which of these two options should | a&®d$he answer is very simple: you should
be both a good painter and a good Berceuse (nuk&).cannot be good at one without the
other. This is what wise people usually s&y.”

The artist’s self-tormenting ideas cannot transdiedconflict between artistic and bourgeois
values, which, in the case of a woman, is strotigen in the case of a matSince early
childhood you have been having a bad consciencdaltlee fact that you are an artist. This
is true in so much as that I looked around in tlegldvwith sensitivity and | experienced and |
suffered a lot when | looked around in the worldtdr, | did perceive the other girls to be
different from me, but | did not believe them tallfgerent or true women, | just thought they
were less sensitive and more cheerful and easyggdinis was a covert and semi-conscious
suffering, exempt from anger and suspicion and vatgd by a silently felt envy for the
normal, in a manner Tonio Krdger felt itThen, she presents further support for his view
according to which the conflict between art andrgeais life cannot be bridged and that this

*® Notebook No. 250 preserved in the artist’s estate.

*9 Notebook No. 250 preserved in the artist’s estate.
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conflict is true of a woman artistPaula Modersohn-Becker was a talented painter. (She
the exception that proves the rule.) She died atathe of thirty right after giving birth to her

child. And this was very clever of her. She leftibe a beautiful oeuvre. But just considering
the issue of women artists with a detached scierdtfitude, what is the reason for the fact
that the monks of the Middle Age created paintifigs,the nuns didn’t. Why is not there a
single woman in the whole of Japanese and Chinasgipg? (...)

She feels sad about not being able to study at &ogdn the years after 1939, but she is not
absolutely sure whether she is right or not, bezahe knows that the Academy could have
been the place where her talent could have easiy ldestroyed:1$ it possible to paint
together? These lonesome beasts expelled fromtygothese painters, these are the really
good ones. Bantfl said that the modern age does not have a painiinfst has great
painters. Cézanne, Van Gogh — what sort of acaddichyhey go to? (...) Yes, but would it
have been reasonable to become aware of what isub¥or everyone, would it have been
good to destroy that «self-sacrificing» dynamisn® iBaybe | am wrong. Maybe, despite all
this, it would have been good for me to study tlyesa's at the Academy and another three in
Paris, in the same way as Lajos Vajda did, andaio gkills, knowledge and experience. Such
a six-year studys something all the same, but so was a four-yeatysa 30Fillér utcaeven
with thoughts of disgusting uncertainty. Perhapsould have been better if Lajos Vajda had
died a few years later. Then she could have showanound the streets of Ferencvaros and
shown me the motifs just as he did much earlieEfwtre Balint.”

These dilemmas, the onset of communist terror disasehe isolation of the artist within the
circle of Lajos Szabo finally forced her to stofistic work. Although llka Ged superficially
knew Julia Vajda and Endre Balint and Lajos Vajdasorily, she met the circle around the
philosopher Lajos Szabd only after she had comientaw Endre Bir6. One study on llka
Geds emphasises that the circle “chose the left-wirdjca solution of assimilation, just as
several German-Jewish philosophers did. Through they were able to break away from the
sense of being Jewish, which had predestined fhesition in society, and also from the
middle-class nationalistic traditions which, thejtfwere too confining In the recollections

%0 A reference to Endre Balint.

°l péter Gyorgy — Gabor Pataki, “Egylivészi felfogas paradoxona”.[The Paradoxon of aristet
Approach] In: Péter Gyorgy, Gabor Pataki, Julialfzand F. Istvan Mészaros, op.cit., p. 22.
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of Endre Bir6 the circle around Lajos Szabé is deed as a counter cultural grouping of
intellectuals: “this circle was a subculture, inddeam often inclined to name it a sect. But
maybe this is an exaggeration...Anyhow, the reallgnted intellectuals found the means for

getting rid of the shackles of bourgeois moralifhaut creating a sub cultural community.”

The artists of the Lajos Szabé circle were commiitepresentatives of avant-garde art, and
they rejected the graphic art of llka Ge@ls emotional realism. In a letter of 21 August4.98
(written together by the artist and Endre Bird)the Hungarian writer, Miklés Szentkuthy
there is an interesting remarRhen after the war | went to the Ganz factory take
drawings, and shame of shames | was drawing afsura, and | showed my work to one
member of the European Schidphe said: «Alas, you are not my fellow sufferénvas by no
means doing the then obligatory depiction of thekers, but SOMETHING COMPLETELY
DIFFERENT, even though it was «figuration». My desh regret has always been that &Ern
Kéllai has never seen my works. He would have éxgiethis to them (and here | refer to the
words above in capital letters). But they nevemeaklowed me to get close to him. We have
known each other only superficially. | wrote a detto him that was full of despairing
guestions. He answered my letter. His letter gagestrength to follow my own way. / Young
art historians make some vague attempts to idemtéyas belonging to the European School.
They think | must have been a member of this greupn though not a single exhibition
catalogue reveals any such information. From thvaintage point it does not matter if one is
60, 70 or 80. (But for me ... You can easily imafjin*

The artist’s husband mentions in his recollectidii$iese people interpreted modernity in
quite a blurred way in terms of the contrast betwkgurative and abstract art. Very often it
depended very much on personal likes and dislikes was «forgiven» for making figurative

paintings.®®

*2 Biographical interview.

*% The European School is a group of artists founideti945 by Imre Pan, Pal Gegesi Kiss, &rn
Kéallai and Arpad Mezei and it existed only for foyears, because it fell victim to communist
repression. The members worked on the creationr@vaart life and they aimed to create an art
that would be in harmony with the European art dsenThey advocated avantgarde trends
especially surrealism.

> Letter in the artist’s estate.

% Biographical interview given to the Oral Historychive whose tapescript is also preserved in the
artist’s estate.
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Self-Portrait Series (1945-1949)

The drawings of the Fillér utca self-portrait serfgave an impact on the viewer due to their
cruel honesty and authentic artistic power. Forahet creating self-portraits, there is not a
more co-operative model than his or her own pdrioaking back on the drawing artist from
the mirror. The image of the artist as reflectedabynirror is always at hand. But for the
woman artist it is also true that “one must attetopseduce the mirror, since failing to do so
results in seeing one’s malevolent double suddentgrge from it, a grimacing devil, the
fantastic projection of the inner demons. The adtyhof the reflection is imposed primarily
on women who, at least at a certain stage of alllevelopment, construct themselves under
the gaze of the other. Civilization can now offeomen means of fulfilment outside the
beauty-seduction-love paradigm, but the mirrod séimains this privileged and vulnerable
site of feminity. A tribunal without pity, each mmang it summons her to take account of her
charms until it is said one day that she is no éoribe fairest of them alf®

Artists, sitting in front of the mirror, take uppmse even if, while creating the self-portrait,
they have to lean forward to the canvas or the mpsipeet. Creators of self-portraits are artists
and models at the same time. They are the a ceeatorthe subjects of creation, the viewers
and also a critics. Artists do not only depict tisual image. They necessarily reflect
something from the personality, because they awwkihe person that lives behind the eyes
and in the body. In the self-portrait the artistgfcont their own self. To prepare an image of
ourselves is often a painful process, but it alsmives the expansion of the self. Artists who
create their self-portraits also make their intefoeces visible. Artists challenge their own
self, they construct and deconstruct their own sé&lere are hardly any self-portraits from
mediaeval art. However, self-conscious artists, were no longer craftsmen, and who
regarded themselves of equal rank with the philbsog writers and scientists of their times,
have, since the time of the renaissance, createdrament for their own self. In addition to
confronting their own physiognomy as a ubiquitousl &heap model, self-portraits bear
witness to the artists’ internal confrontation wibleir owns minds, with their changing moods

and with their own mortality>

*® Sabibe Melchiro-Bonnet, The Mirror (A History) (WeYork: Routledge, 2001), pp. 271-272.
> http://de.wikipedia.org/wiki/Selbstbildnis
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The self-portraits of the artist, so it seems, bargrouped into several categories. One such

category could be those works on paper that exphespride of a found identity (Image 3 in
Folder 38) also redone in 1984 as an oil paintitajnting 143 of the Alburfi, Images 3, 5, 7
and 8 of Folder 45, Image 13 of Folder 54 and IntagéFolder 58.)

Folder 38 (No. 3)

° The “Album” is Istvan Hajdu — David Bir6, The Adf llka Ged. (Budapest: Gondolat Kiado
2003). This album was also published in Hungaristvan Hajdu — D&vid Bir6, Gédllka
miivészete [ The Art of llka Géfl (Budapest, Gondolat Kiadd 2003)
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Folder 58 (No. 1)

The artist is sitting in front of a drawing boatdchége 33 of the Album). Although the artist is
still 26 years old, she makes us believe that sterty or she prompts us to believe that she is
ageless. She strongly concentrates on the drawsagdbwhile she stiffly compresses her lips.
Several self-portraits show the artist sitting iant of her drawing board (Images 39 and 40
of the Album, Image 10 of Folder 23).

Images 39 and 40 of the Aloum (Hungarian National @llery)

In the first picture the artist looks at herselsgif-examination, and she casts an interrogative
look at herself, i.e., the person who is just exang the drawing. In the second picture she is
just leaning back so that she can decide what teecbon the work in progress, most
probably her own self-portrait. Another self-poittrshowing the artist sitting in front of a
drawing board (Image 35 of the Album) displays eo&nd more feminine lines.
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Image 35 of the Album (Hungarian National Gallery)

s '

The theme is once again, concentrating on creatimages 18 and 19 of Folder 45 and
Images 4 and 5 of Folder 51 show the artist in &mvhile a work of art is being created.
Folder 45 (Nos. 18-19)

I o

=gl N
Folder 51 (Nos. 4-5) (Albertina, Vienna)

In another series of self-portraits she draws lfeirs@regnancy (Images 41, 44, 45-46 and 47
of the Album and the pastel series of Folder 51).

Image 41 of the Album (Hungarian National Gallery),Image 44 of the Album (The
Israel Museum), Images 45-46 and 47 of the Album (thgarian National Gallery)
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In the last drawing of the series (Image 44 of Miegum, the second image from the left
above) she depicts herself in a sculpturesque Were the eyes are we see just hatched
lines, the eyes look blindly into the world. Thisa@ing is not an expression of the conflict
between the artistic profession and maternity,itogther expresses the anxiety over the fate
of the child that is to be borfi.

Pensive Self-Portrait (Image 42 of the Album) ardensive Self-Portrait I{Image 43 of the
Album) were made directly before stopping artistativities. Both drawings record the same

moment.

Image of 42 of the Album (Hungarian National Galley) and Image 43 of the Album
(New York, Private Collection)

The artist props up her arm onto her knee and plaeechin into her hand. It is immediately
conspicuous that the skirt displays charcoal swiely similar to those that can be seen in the
last drawings of Lajos Vajda. In connection witlesh two drawings, the artist’'s husband
recollects: “llka must not have been working fowarrying length of time and we were
talking about it. The shape of the skirt was sonavdimilar to the great charcoal-whirls of
Vajda’s last period«But if these Vajdas, that represent nothing imtbelves, are works of
art, then why does complying with the demands pictieg a model on paper require such a
brain-wracking concentration and effort? And why didraw the skirt in exactly this way?
Why did | not use points... or any of the countber ways?»n other words, the terrible
conflict springing from outgrowing the child progign fact occurred at a deeper level. It was
not rooted in the uncomprehending reception, nonénatmosphere in our circlé®

% Julia Szabd, “llka Geils Paintings” The New Hungarian Quarterly no. 1¥987)

% Endre Bird, Recollections of the Artistic Careellka Ged In: Istvan Hajdu — D&vid Birg, op. cit.,
p. 249.
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Both drawings show sculpturesque features and se¢im to aim at monumentality. These
drawings show the creator and the created and tiséeny. How can this be possible? In his
letter sent to Wassily Kandinsky Arnold Schonbeaints out, “We must recognise that we
are surrounded by mystery, and we must be bravegénm confront these mysteries without
cowardly searching for the «solution». It is img@ort that our souls should not try to solve
these mysteries but to disentangle them. In theseoaf this process, not a solution must be
born, but a new code and a method for code-breaKihi method is in itself without any
value, yet it provides material for the creatiomefv mysteries. Namely, mystery is nothing
else but the mirror image of the inexplicable. Hogre once we regard the inexplicable
possible, then we approach God, because then wenger demand to understand God. In
this case, we no longer interpret God with ourliet¢, we no longer censure or reject God,
because we are no longer capable of merging Gduthet human error that is our lucidit}%”

There are also self-portraits that reflect the rawsuffered during the war (Images 3, 4, 5
Folder 20).
Folder 20 (Nos. 3, 4 and 5)

® Jelena Kahl-Koch (ed.), Arnold Schénberg — Waskindinsky, Briefe, Bilder und Dokumente
einer auf3ergewohnlichen Beziehung (Berlin: DTBV,839 p. 69. Quoted by: Milly Heyd:
Selbstportrats: zur Frage der judischen ldentitét Hans Gunter Golinski and Sepp-Hiekisch
Pickard (eds.), Das Recht des Bildes (Bochum: &uiiraus, 2003), p. 90.
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The sadness, the sensitively lyric lines and thgirc fall do express the drama, the
humiliation and the persecution suffered and magibe the fact that the suffering is not yet
over and can never be fully overcome and forgdtt@ages 31 and 38 of the Album).

Images 31 and 38 of the Album
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These drawings bear witness to the crisis of itignbut they also reflect the desire to
strengthen the self. It can be assumed that tle®nefar the huge number of self-portraits is
that the artist often asked herself the tough dguestoncerning her identity. Although a
drawing in itself could not possibly have given amswer, the self-portraits as a group of
drawings already offered the possibility of certgirihe certainty of having created works of

art that will be preserved.

An identity researching her own nature gets alsthéodrawings of infinite sadness. These
drawings reveal such an intense suffering and graih one is inclined to say: had the artist
not been able to make these drawings, she coulty éave suffered a mental breakdown.
(Image 2 Folder 9, Images 1,5, 7 and 24 Folderim2ges 85, 90 and 102 of Folder 15,
Images 1 and 5 of Folder 19, Image 46 of Folderli2dge 5 of Folder 33, Image 14 Folder
35, Images 2, 4 and 6 of Folder 38, Image 12 odiéro42). We could say in connection with
the self-portrait series that these drawings amarative in terms of recording those of the
artist’'s impressions that she, at those times, bbiined in terms of the various role
definitions that she had largely not expresseddnds.®?

Some art historians compared these drawings with wiorks of Alberto Giacometti.
However, one must see that one of the reasons kdset“self-probing, self-tormenting and
self-questioning self-portrait series of the 194@annot be “alleged to be connected with
Giacometti’'s drawings” is that llka Gédcould not have known them back in the 1940’s,
while the other is that Ilka Gé& drawings “are to a larger degree existentialigis term
has any meaning in this context”. Furthermore, Grder to avoid shrugging off the
significance of these drawings with comparing then@Giacometti's works, we must simply
view these graphic self-portraits with the awarenektheir huge number and the fact that

they are a heart-rending series of self-torméht.”

%2 |stvan Hajdu, “Half Image, Half Veil — The Art dika Ged” In: Istvan Hajdu — David Bir6, op.
cit., p.15.

% Gyula Rozsa, “Az életthara” [The Price Paid for the Oeuvre] Népszaba@@aganuary 2005)
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It is much more instructive to compare llka @sddrawings with those of Egon Schiele,
because one of the ways of interpretation in tise cd both artists is that the self-portraits can
be interpreted also as a role play. (According ik Karnedoe, on his self-portraits Schiele
“invented a surrogate self housed in his own badgelf as a poseur in both literal and
positive senses, to play out an identity acknowdeldtp be acted as much as experienced.
What seems most tellingly modern about these wisrket the directness of communication,

but its obliqueness, not the sense of revelationtie sense of performanc¥)”

It was in 1948 that the brother in law of the artiscommended her to visit a course in
technical drawing. The artist rejected the advarg] also asked her brother-in-law while he
was “ruining his life” by doing the boring job okimg an accountant. llka Gédvas simply

not capable of imagining that, in addition to dstighere are also people who take a job. A
terrible argument started, the artist's motheraw kalled her “a parasite that is not helping

her husband in the hard struggle of lifa.”

The Drawings on the Ganz factory and the Table Series

In 1947 and 1948 llka obtained a permit to enterpgtemises of the Ganz factory, located on
Margit korut close to her place of residence. The Ganz facwiyated orMargit korat in
Budapest, was a large enterprise, producing elenfentelectrical engineering in one plant,
and metal parts for machines and tools in anotkertpin the late 1940’s after the war, it
offered an educational program organized by a dilheminded engineer. The series of
drawings prepared here is not the glorificationirafustrial work and the physical worker

expected by socialist ideology.

® Kirk Varnedoe, Vienna 1900 (Art, Architecture abdsign) (New York: The Museum of Modern
Art, 1987), p. 174.

% Endre Biré, Recollections of the Artistic Careellka Ged In: Istvan Hajdu — D&vid Birg, op. cit.,
p. 253.
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Image 56 of the Album (The British Museum)

T L

|m

For the acquaintances of llka Gethis factory topic appeared suspicious right frtm
outset, and many believed that the artist stadeiltow the official political line, although
for the artist the factory just served to mitightg hunger for models and topics.

llka Ged is a representative of expressionism. We muskthare of Kasimir Edschmid’s
words according to which in expressionism “evenmyhigets connected with eternity. A
patient is not just a crippled person who is sirfgrbut his body becomes the embodiment of
the suffering of every created creature and itsad@mpassion from the hand of the creator. A
house is not just an object, it is not just thenef it not just the vision, it is not just a
rectangle with the features of beauty or uglindd$®e house transcends all these. The artist
searches for its true essence so long as its gerianm manifests itself and the house is
liberated from the vaguely felt coercion of phomewlity...” Or. “The whole space of the
expressionist artist becomes a vision. The artissahot look, but he sees. He does not look, he
sees. He does not depict but he experiences. Herdeaeflect, but he shapes. The chain of
facts no longer exists: houses, diseases prostitubevls or hunger. Only their vision exis8.”

% Kasimir Edschmid: Uber den dichterischen Expressious
(http://www.cwru.edu/artsci/modlang/german380/edsdhex.htm)
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These works on paper that were shown at the Sh&gl®allery in 1995 in New York are as
if they had been made at the beginning of the lm@l&Rkevolution in its most horrible years.
It is not by chance that English viewers are esplgcattracted by the drawings made in the
Ganz factory. You see towering machines that loeky/ymuch like monsters, while in the
shadow of these machines you recognize people d@f@atshown in their fragility. In a
workshop workers are scrubbing off the rust fromngtisized metal plates, while hardly any
light shimmers through the narrow windows. The tighown on these drawings nevertheless
creates such a mysterious and solemn atmospheréhaewers of these drawings are led to
believe that they see a cathedral rather than tarfadOne series of the drawings from the
Ganz factory of which eight works are now in thdlezion of the Department of Prints and
Drawings of the British Museum were made in pastel.

The subject of another series of drawings are Tihside-tables.

Image 64 of the Album (British Museum)
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In a letter addressed to the artist the well-knélumgarian art historian writes: “Now | return
to the drawings. Julia Szabd is perfectly rightctanpare them to the works of Giacometti.
Any collection of drawings should be glad to hake bpportunity to acquire these works on
paper. They are self-tormenting and mysteriousthag only suggest the physiognomy, and
the obvious reason for this is that in the selft@its the system of lines becomes increasingly
independent and thousand times more important tiarphysiognomy itself. Had the lines
been used for depicting the psyche based on drathmdacial expression, they would not
have been able to express emotions with such ityetisis quite likely that the grids and
lines of the later-created paintings originatednfrthese line bundles. However, the most
beautiful works on paper are the table drawingstill remember them from the studio
exhibition of 1965. And if | had been Julia Szab&ould have had much more of them on
display. (Allegedly there are sill quite a few detm.) These drawings are beautiful, subtle,
tormenting, clumsy, pitiable, and fearful. The Br&art out from the object and wither away
in themselves. Although the table tops seem toela@yh they nevertheless seem to be floating
in space. (I apologise for the banality, but thied#es exist in such a pitiful and vulnerable
manner, «as people float about in the void¥$).”

57 Letter in the artist’s estate.
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5. The Period of Dictatorship, 1956 and the Period after the Revolution Until 1965

In the autumn of 1949 llka Geshand became uncertain, and no more drawings were added
to the huge number of works on paper created. According to Endre Biro, llkah@edieen
drawing with the naturalness of breathing until then. However, suddenly the artistic push and

the naive spontaneity were gone.

An art criti® wrote a review about the artist's oeuvre exhibition held at the Hungarian
National Gallery at the turn of 2004-2005. In connection with the fact that llka €ddo

silent in 1949 only to resume artistic work, not a «quarter of century» as anothef author
erroneously alleges, but 16 years later, he wrote: “anyone who believes that llka Gedé
similarly to the best figures of the European School and of other modern trends, had to stop
artistic work due to the well-known and ugly turn of historical events, the deterioration of
circumstances, the dictatorial traits of arts policies, will be disappointed by the studies on llka
Geda The artist was paralysed for two decades by doctrinarism of completely opposite nature
that, as indicated by the course of events, was at least as intransigent as its institutionalised
and state-sponsored counterpart. Obviously it would not be hard to point out the interrelation-
ship and the cause-effect connection between dictatorial communist arts policies and the sect
spirit of that circle of friends that had such a fatal effect on llka GAdd this latter factor

had the real influence on the artist. The “circle”, this is how the literature on llka ¢did6

this society and this is how this circle, organised from artists, theoreticians and other
intellectuals called itself, became an elitist and underground community of intellectuals after
the mid-1940’s, irrespective of its views and intentions. According to llka 'Gemlén
perception and several studies on the artist’s career path, the circle caused a long a crisis in
llka Gedds life. As shown by documents, the painter by that time had been experiencing a
deep conflict between the allegedly mandatory requirements of modernity and her conviction,
and, having seen that among the artists regarded by her as really significant only the

persecuted and outlawed abstract art is held in esteem, she quit.”

% Gyula Rézsa, op. cit.

% Agnes Horvath, “Az életth mint iirtigy” [The Oeuvre as an Excuse] Elet és Irodalom (15 April
2005)
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In the 15 April 2005 issue dflet és IrodalomAgnes Horvath takes issue with Gyula Rozsa:
“Most of the article written by Gyula Rdézsa is desa to the artist's actually «late
recognition». The author is apparently satisfiedhvthe fact that he can, at last, blame
something other than the communist cultural padictbat he himself served for decades, for
the quarter-century long «suppression» of Illka &eh artist who belonged to the circle of
friends and intellectuals around the European ScHadeed, he finds the scapegoat in a
society of «completely opposite nature» «consistafgartists, theoreticians and other
intellectuals» who were the staunchest and mosdrisigent opponents of these communist
cultural policies. According to Gyula R6zsa, thigrele» — Lajos Szabo, Béla Téabor, Béla
Hamvas, Katalin Kemény, Stefania Mangylilia Vajda, Endre Balint, J6zsef Jakovits, Attil
Kotanyi, Endre Bir6" and others — expelled Ilka Gidbecause she was not an abstract
artist», which meant that it was the «doctrinarisofi>the circle that «silenced» the young
painter who started her career during and aftemtéie with beautiful figurative works and
portraits. It is not primarily the author of thistiale who is responsible for this vilifying
mystification. He merely amplifies the conspiratedry of the «literature on Gés that
relies on a one-sided source. Although Istvan Hagokentions this conspiracy theory only
cautiously in the Ilka Geédalbum, he is prone to emphasize it much more @ity in his
interviews. Agnes Horvath points out that this heqpirrespective of the fact that “in his
study written for the album on llkka Gédstvan Hajdu still quotes the artist’s husband
according to which «the terrible conflict springirgm outgrowing the child prodigy in fact
occurred at a deeper level. It was not rooted & uhcomprehending reception, nor in the

atmosphere in our circle.».”

According to Agnes Horvath the collision betweekaliGed and the circle is &vilifying
mystification”, in other words, not a single word of this stosytiue. However, when one
reads the recollections of Endre Bir6 on llka &Ggdartistic career, one can immediately

notice that this talk of a conflict between llkadéeand the circle is not lie.

0 Stefania Mandy (1918-2001) was a poet and traorsknd a writer on visual arts. She wrote a
voluminous work on Lajos Vada (Budapest: Corvir@g4).

™It is astonishing but reveals quite a lot of thuthar’s intentions that Endre Bird is mentioned as
belonging to the “circle”.
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Endre Bir6 writes about the: “... realisation tlEahong the main reasons for the long break in
her work, the conflict between this self-absorbeshzy of following reality/an image and the
post-war ‘hard-line’, avant-garde exertions of &iegnds played important roles. This conflict
between the sketching child prodigy’s attitude &hé existence of modern art would
obviously have arisen in some other sphere as wetner or later. For the moment it is
sufficient to document this with the exchange dteles between llka and ErnKallai,
published in the Catalogue of the Istvan Kiraly Muam Exhibition. The circle, including
myself, let us call it Lajos Szabd’s circle, whitlka became a part of with our marriage,
looked at everything that was ‘figurative’ represgion with a misty and uncomprehending
suspicion. It was not an absolute refusal, for gdarwajda, who was viewed as an authority,
left mostly figurativeworks behind, neither had Endre Bélint ever doo¢alt abstraction.
Still, the members did not know what to do withallk drawings during and following the
war.” The artists taking part in Lajos Szabd’s lgrwere passionate advocates of avant-garde
art and they rejected the drawings of llka Ged expressions of emotional realism, although,
as the artist explains in her letter of 21 Augu884 written to Miklés Szentkuthy, the
drawings made at the Ganz factory did not represaditional figuration.

Obviously there were also other reasons for stgppamtistic work than the lack of

understanding and recognitiGrof llka Geds’s art. As Endre Bird points out, «the terrible
conflict springing from outgrowing the role of athiprodigy in fact occurred at a deeper level.
It was not rooted in the uncomprehending receptiaor, in the atmosphere in our circle

2 Endre Bir6 also writes about a by no means iniggmit element of this conflict: “The most serious
‘impediment’ for llka was Lajos Szabd's (real orsiniterpreted) teaching on “women’s place in the
intellectual world”. Dialectic lectures were delree, essentially following Jewish tradition (which
in ancient times totally excluded women from thdt)curhus, women’s relation to the intellect
would be different in its essence and, as suclgrekry to that of men’s. Lajos Szabd viewed the
entire European intellectual tradition as one oigand inter-linked whole. He tried to demonstrate
to us the main trends, structure and anatomy sflithng process. Accordingly, he also spoke about
the ultra-radicalists in this men-women-intellessue, namely about Otto Weininger (Geschlecht
und Charakter). However, by no means did he presastsomebody whose views he would share.
llka launched herself on the topic. With charasteriprecision, she read Otto Weininger in almost
hair-splitting detail, took notes, and filled a mgtebook with questions and ponderings directly
addressed to Lajos Szabd. All this was just afiecahtinuing work, perhaps parallel with reading
Goethe’s colour theory or directly afterwards.” EmdBir6, Recollections of the Artistic Career of
llka Ged In: Istvan Hajdu — David Biro, op. cit.,, p. 24%t{o Weininger's Geschlecht und
Charakter has been preserved in the artist’'s eSthtevolume contains notes and remarks written
on the margin of the page.)

Page 71 of 135



David Bir6: Ilka Gedé—The Painter and Her Work (A Background Report)

against which she tried to appeal to &Kallai in that particular letter. In actual fatlka was
too independent to be hindered by such thirgs.»

In sum we could say that there were three reasorgdpping artistic work. The first one was
the onset of Communist dictatorship, the secondldbk of recognition accorded to llka
Gedy’s art by the members of the Lajos Szabdé circle thedthird one is something that was
mentioned just above when quoting Endre Bird. Hmwned theorist and art historian Géza
Perneczky also writes about this third likely reasdAs to the stilling of her activity, | shall
later venture an explanation that perhaps assigsweight to the incomprehension of the
friends around her. (...) The recognition that pa¢h that until then had been regarded as
negotiable (to put it another way, the further pitref classical modernism) could only lead
towards a cramping-up, or merely add to the sterdste-tip of epigonism. llka G&doo was
one of those for whom a glimpse of this cul-de-signalled an order to halt. To be sure, it
would not have been as dramatic, or as radicghiasuggests; equally, there may well have
been other reasons, personal or family considergtior instance-for falling silent. Yet
looking back from a perspective of half a centaye cannot help feeling that it was some
major ethical impulse that led her to lay down pencil. (...) Which brings me to my
conclusion. | feel that Ilka Gét withdrawal was an act that was made within thestic
arena. On reaching a point beyond which the salkespapen to her lay in the direction of
sterile planning or the proliferation of copycatibe turned away and fell silent, because that
was the only way she could remain true to hersadf t# the world of her earlier drawings.
(...) I am aware of just one other gesture in Hulageart of those years that is comparable to
her «stepping aside»: that was the pit Béla Veskglgug in the garden of his house on
Budapest’s Rose Hill and into which he withdrewhaat humility comparable to llka G&d
resignation. Veszelszky’'s «observatory» was a flishaped hole that pointed towards the
heavens like a telescop&'”

Agnes Horvath is right in saying that, in contrasiGyula Rézsa, the members of the circle
“started to advocate llka G&d art not in 2005, twenty years after her dealBwever she is

3 Endre Biré, Recollections of the Artistic Careellka Geds In: Istvan Hajdu — David Birg, op. cit.,
p. 249.

™ Géza Perneczky, “Szines kényv Geldkanak” [A Colour Album for Ilka Ged] Holmi, no. 12
(2002)
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wrong when she points out that Gyula Rézsa usesgetegnition of the greatness of llka
Gedd’s art “as a pretext for bringing to the same demator one of the worst political
systems of the fbcentury with artists and theoreticians that wéee énemies of the state’s
power, thus creating an equality between the patseand the persecuted.”

The wording of Agnes Horvath's article suggests thiea Geds was accorded the same
treatment as the other members of the group, becausilarly to the other members, she,
too, was under recognised by the communist systém.author of this study, a close witness
to some substantial sections of the artist’'s capag¢h, believes that what was true for the
whole of the group during the Stalinist, completitalitarian stage of the dictatorship was,
from the beginning of 1960’s, no longer valid fmeey member of the group (Agnes Horvath:
“the best figures of the European School and odmothodern trends”) Several members of the
group made a career during the period of “suavetatbrship, while llka Geilwas still an
under recognised artist. If Agnes Horvath wereftrighen Endre Balint, who had forty-tWo
exhibitions between his return home 1962 and 19#4vehose work was recognised with the
Kossuth prize would fall into the same categoryliees Ged who was fifty years old at the
time of her first official exhibition. As regard®ing an “advocate” of llka Géd it must be
said that this is a rather vague notion as hewauld not just have called for advocacy but it
would also have required a recognition commenswwéteits artistic value. The drawings of
llka Geds created between 1945 and 1949 belong to the bestirdjs of 28-century
European graphic art.

Although llka Ged stopped creating works of art (and she would nenedraw when
playing with her own children), this did not mednatt her interest in art stopped. She pursued
extensive studies in art history and the theoryaf This was actually research work as
shown by a huge number of notebooks preservedeirattist’'s estate. In addition to the title
of the work, the cover of each notebook also shiwslate. In September 1949 the artist read
Gino Severini’'s work on the theory of painting. Siked to go back to original texts written
by the artists. She thoroughly studied Uhde-Bem&wyo-volume selection of letters written

> Source: Balint Endre kiallitasa [The ExhibitionErfidre Balint] (Budapest: #tsarnok, 1984), p. 4.
(List of solo exhibitions)
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by artists, and she prepared very thorough notésecdinthology titledrtists on Arf® writing
down her notes in English and translating the nmogbrtant ones into Hungarian. She got
acquainted with the writings of the most famousifes of the avantgarde and modernism on
art. (Especially detailed notes were made froméhés by Pablo Picasso, Paul Klee, Wassily
Kandinsky, Kasimir Malevich, Ferdinand Hodler, P&dizanne and Vincent van Gogh.)

It was during this period that, in six notebooksyemrly complete translation of Ferdinand
Ebner'sDas Wort und die geistigen Realitadtesas prepared. In the worst years of Stalinist
dictatorship, the artist studied — among otheree-vtorks of Martin Buber. The notes from
books published in foreign languages were notedndmwthe original language, but if the

artist regarded something very important she asustated the quote into Hungarian.

llka Ged translated long passages from Goethe’s theorglofics, and she redrew the charts
of this work in her own notes. The translationslude, among others, the nearly complete

text titled theSensual and moral effect of coldunm the sixth book of the theory of colours.

The artist regarded this part so important that alse wrote down her thoughts and ideas
titled “Subjective-formalist speculations of myst&of the colour hexagorf”. The otherwise
usual note-taking of texts in Hungarian translat®meft out here, and, she writes down the
following sentence in the original: “When | firsotice the increasing distance between
yellow and blue, and then the process of their bvéiwg red, whereby these two opposing
colours are reconciled and united in a third itealyways come to that strange and mysterious
attitude in which the separated and contradictdwgracters of these two colours’ spiritual
meaning becomes manifested. And when we see h®& the colours revive downwards the
green and upwards the red, we must necessarilik tfirElohim’s terrestrial and celestial

beings.”®

® R. Goldwater and M.Treves (eds.), Artists on Aftofn the VIV" to the XX" century). (London:
Keagan and Paul, 1947).

" Manuscrcript in the estate of llka GeqNotebook No. 136.)

8 Johann Wolfgang Goethe, Color Theory (New YorknWostrand Rheinhold Company, 1971), p.
190.

The original text: “Wenn man erst das Auseinandleeg des Gelben und Blauen wird recht gefal3t,
besonders aber die Steigerung ins Rote genugsaachiet haben, wodurch das Entgegengesetzte
sich gegeneinander neigt, und sich in einem Drittereinigt, dann wird gewil3 eine besondere
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The colour patterns and colour accords that weepgred for the paintings of the second
artistic period often received a name that refl@ete emotional condition or property, and on
reading these namesvi(d, pensive, bellicose, sickly hopelessness, rgisome, absorbed,
playful, dread, hopelessness, on tiptoes, cautesssrfright, malevolent, walking malevolence,
mildly treacherousgetc.) we necessarily think of the fact that thestupursued studies in

colour theory earlier.

Colour Pattern No. 26

geheimnisvolle Anschauung eintreten, daf? man didsgden getrennten, einander entgegen-
gesetzten Wesen eine geistige Bedeutung unterle@eme, und man wird sich kaum enthalten,
wenn man sie unterwarts das Grin und oberwartRdabervorbringen sieht, dort an die irdischen,
hier an die himmlischen Ausgeburten der Elohim edemken.”

Johann Wolfgang Goethe, Naturwissenschaftlicheriftahm | (Goethes Werke Band XIlI).
(Munchen: Verlag C. H. Beck 2002), p. 521.
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Colour Pattern No. 276

Colour Pattern No. 296
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As shown by her notes on colour theory, the aisk a keen interest in the colour theories of
Philipp Otto Runge and Schopenhauer. Based on NokeNo. 176, we know that, based on
a German translation, she read Michel-Eugéne Chésréhe Law of Simultaneous Colour
Contrast. Notebook No. 281 contains Ferdinand Htsdideas on colours. The artist must in
all probability have come across the idea thatwsldvave an allegorical, symbolic and even
mystical meaning already in Goethe’s writings: “Tdwour characterises and differentiates
the objects; it enhances and emphasizes and itilmates to the decorative effect with an
extraordinary force. (...) Colours have an impactmrality. They are one component of joy
and gladness. It is especially light colours alavith light that create such an impression.
However, dark colours give birth to melancholy atidmay./ To white we attribute the
meaning of virtue, whereas black depicts evil aach.pVivid red has the impact of hardness
and passion, whereas light blue evokes soft feglargl violet sadness. The values of colours,
as matching ornaments, are enhanced, harmonisdtepraccompany one another through
their combination or they create contradiction$hé stimuli of colours originate primarily
from colour accords and in the knowledge of theiousr hues of the same colour. Mild
harmonies, so it seems, penetrate the soul moilg ead they really seem to be the favourite
colour accords of the heart. But contrasts, disbaies surprise us and provoke us; they seem
to perpetrate violence on the nervous system. Bunsitions from soft colour accords to hard
ones that constitute a contrast are frequent emii life. / And all the richness of colours,
these light and dark hues, these contrasts andtéaelily changing accords of colours with
their vibrant hues are all the gifts of light.”

In the mid-1960’s the artist put nearly all the wirags of the preceding period in
passepartouts and she also selected them intadaddeording to topics. This activity lasted
for many years. The artist was always fascinatetheyisual world and she wanted to follow
her own path and she did not want to become aweloof any of the trendy styles. She
followed her own way, and was lucky enough to hawveay of her own. Never in her life had
she been forced by circumstances to sell her werkgh meant that she could try out what
freedom meant. However much positive impetus freedgives, it can also be very
frightening. Even among artists we can observehtippiness that is derived from the lack of

" Manuscript in the estate of llka GedNotebook No. 281.)

Page 77 of 135



David Bir6: Ilka Gedé—The Painter and Her Work (A Background Report)

freedom. In other words, the individual finds agslere in being not free. If | am not the one
who decides and if | am the servant of others, lexempted from confronting the lure and
dizzying vortex of liberty, because someone elseid#s instead of me. The artist was
absolutely sincere when asking her questions. OAugust 1949 she wrote a letter to the
famous art critic, Eréh Kallai: “I often look at the catalogue of the Vajda exhinit that took
place many years ago in the Alkotas Gallery. In thielst of what sometimes seems like
hopeless torment and brooding these few pictursegie me like mountain air. / A few days
ago in the Foreword to the catalogue my attenticas waught by a reference to Vajda’s
fascination (before his death) with a picture icertain ‘Post-Impressionist’ style, depicting
a loving couple. He couldn’t admire enough how #lepe of the couple had been
transformed into the essence of expressive ornatentand thought-inspiring form. |
experienced a personal absolution through his festton and from the statement: “The
astonishing power of pictorial depiction conjurep im the guise of reality the eternal ecstasy
of love...” IN THE GUISE OF REALITY.. These worésween the lines recall the agony of
years of contemplation, and they now ease the tarmokthose years. The poem of Attila
Jézsef comes to mind: “Destiny, loosen the knoail amazed that Vajda should choose, just
before his death, to talk of this picture with slate, and the knowledge that Vajda could be
so fond of such a picture came as a relief. / Thisvhy | mention the merciful easing of
torment. | could have written of freedom. | fek ¢hoice of love, the choice of light in Vajda
seeing (in a Post-Impressionist picture!) the tfansation of form into expressive ornament.
| loved him for that and felt as though | wanteddtk to him immediately. That is why | am
writing this letter now. Something else reinforeay need to write to you--the discovery, two
days later, of the following sentence in an oldués®f the magazin8zép Szd(Beautiful
Word): «The history of art proves that all art wighuniversal perspective is an ornamental
and symbolic art. This applies to the vision of reeal painting and sculpture in addition to
all the objective representation they contain. Ehex a significant justification for the fact
that modern symbolic art almost totally excludegresentation. However, | cannot expand
on this within the scope of the present article.y iMmediate reaction was to ask why does
modern art exclude representation? That is how 1 othis letter. Is it possible not to
exclude objective representation? Could it be & guise of reality? This question has been
tormenting me for years. | know, of course, itasgble, but is it possible for us today, for
me? | read in one of Van Gogh'’s letters: “I havéearible fear of losing the reality of form.”
What was he afraid of losing: Roulin’s real ‘trugice, the man wearing his coat, the buttons
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on his coat acting as a focal point, a storehou$esyambols? Is reality for him a pretext
through which he expresses his symbols? Or is ypeesss tree the reality, the symbol itself,
in front of which he bows his head and follows?t&aty something makes me adopt this
view. And this is not cowardice, is it? Once | dgee forward on this road even one step,
bang, one of my fellow debaters hits me on the hdaoing we artists moved beyond these
realist and impressionist styles a long time agol @m told: “You are still at Van Gogh, but
we are at Picasso.” Therefore, according to thesegle, | belong to those whom the Vajda
catalogue describes as weak, cowardly and lazyekisting on such a level of intellectual
tension, as is called, for want of a better wordstaact art. | often hear the remark, «You are
not my fellow sufferer.» However, | don’t belong tteose who are mentioned in the
Haggadah as being incapable of asking pertinentsjaes. Why does modern symbolic art
exclude representation?” / No amount of work se&osmuch for me to learn about these
matters. Not only am | willing to plane the wood bam prepared to cut down the tree. |
only wait for someone to tell me: «Go, there is ttwest!» / Dear Master Kallai, don’t be
offended by this letter, | am not good at fancyespes but this is a stammering (although not
a cry) for help! I am looking for a spring to quénmy thirst or to be more prosaic, | am
looking for sources from which | can learn someghifime is rushing by. Once again, please
forgive me troubling you! /Kind regards,/llka Get° Ilka Geds lends a greater emphasis to
her letter by not even mentioning that the autHahe article published i$zép Szés Errd
Kéllai himself.

Erné Kéllai recognizes the bitterness expressed irattist’s letter, and he sends a wise reply:
“Please excuse my pencil-written reply. Thank youthe very interesting and captivating
letter, and also for the trust in me. | am willitaytry and help you find your way out of your
mental torment with art. For this it is necessany @fis occasionally to have searching
discussions about these things. | presume you peenger, so it would be sensible if | could
look at your pictures first and our discussions ldatart from there. At the moment, | am
very busy, but | shall do my best to visit you soBlease write and tell me if you are usually
at home at six o’clock in the evening, and whethat would be a convenient time for you.
For my part | will announce my visit a day or tweféwrehand. / Until then, | would advise
you to use your eyes and follow your heart. Whestyl is a bit banal, but wise. Don’t take any

% The manuscript of the letter is held by the aresiof the Institute of Art History of the Hungarian
Academy of Sciences.
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notice of the clever know-alls and snobs to whonm \&Gogh is an «outworn concept» and
according to whom you have to go by Picasso’s abstrt. All aesthetic dogma and direct
programs of development are a lot of hot air. Thereo set way to salvation in art where
every road leads to Rome and where there are mauwag lof green forests. Think of old
Bonnard: even today his Post-Impressionism is ainé vigorously beautiful. But we’ll be
talking about all this and the various motivati@isabstract art, personally. / Kind regards, /

Erné Kallai”8*

From 1950 llka Gedl did not seek employment, but pursued extensivéiatorical, colour
theory studies. She read theoretical literatureHungarian, German. English and French
making extensive notes about her readings andwiisshe acquired an extensive body of
knowledge without which she would not have beere dbl create the works of the second
artistic period. Among the members of the circleLajos Szabd6 the word “research” had a
meaning that is different from the accepted sefiskeoword. By “research” the members did
not only mean scientific or scholarly research, thety held the view that research “includes
all types of art and all human acts that indeedgosomething new into the world, evidently
not out of thin air, but from cultural, linguistend philosophical traditions and from their
expansion. (...) However, as | see it, this expanand broad interpretation of research and
creative work among the membership was a greainatie period when she undertook no
actual creative work and instead concentrated onshalies. She replaced drawing and
painting with reading professional literature aakiing note$?

In the circle of Lajos Szabé the art of the Hungiagpainter Lajos Vajda was appreciated very
much indeed. llka Gédsaw the memorial exhibition of Lajos Vada thatk@iace in 1943 in
the Alkotas Mivészetek Hazan her letter written to EhKallai she also quotes from the text
of the exhibition catalogd2 a text that was written by EfrKallai. Some members of the
circle of Lajos Szabd held Lajos Vajda in suchghtesteem that the whole of his oeuvre was

regarded by them as being separate frofx@dhtury Hungarian art, and they even declared

® The manuscript of the letter is held by the aresiof the Institute of Art History of the Hungarian
Academy of Sciences.

82 Endre Bird, Recollections of the Artistic Careellka Ged In: Istvan Hajdu — David Birg, op. cit.,
248.

% vajda Lajos festmiivész emlékkiallitasa, [Memorial Exhibition of llkaeds] (Budapest: Alkotas
Mivészhdz, 1943), p. 1.
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that Lajos Vajda is the saint in whose art there genuine manifestations of religious
sentiment, whereas about the other great figur@gbtentury European art it cannot be said
that they had reached the same lofty heights assL®pjda did. Ilkka Gedl loved and
appreciated the art of Lajos Vajda but (in respdnsgtefania Mandy’s writing) she wrote an
essay on Lajos Vajda, because she really did ketthie idea of some Budapest intellectuals
setting up a rank-order of artists in terms of ititensity of their religiousness. This study is
important not only because it deals with the isetidigurative and abstract art, but also
because it anticipates the questions and problerdseaen the working method of llka
Gedb’s second artistic period. A digression in the gtwd Mandy Stefania attacks Endre
Balint who, while fleeing into the world of instits; fails to address the Thou, the second
person. (Reference to the Austrian philosopherifard Ebner or possibly to the “Thou” of
the German-Jewish philosopher Martin Buber.) ErBééint wrote a response to Stefania
Mandy’s ideas: the response to the attack was atepattack. A draft letter dated 4 March
1983 has been preserved in the manuscript estdikaoGed, and it cannot be said with
absolute certainty whether it was sent or was eot ® the addressee, Julia Szabd one of the
best Hungarian art historians of thé"2@ntury.“Endre Balint also wrote an answer to this
essay before | wrote my own response, which méant twvrotemy study after having read
theirs, and while | was progressing | forgot monedamore about the polemics. In Endre
Balint's study it was all different, he counterdt tattack with a counter attack. (I quote a
sentence that has stuck in my memory: «From yoterskeague boots with which you want
to approach reality the sack of memories is missing public debate was planned on the
exchange of letters between Mandy and Balint. tevroy contribution as a preparation for
the debating session. | was waiting, waiting foloag time! Finally, Béla Tabor and Lajos
Szabd suddenly blurted out that my essay taintecatimosphere...From that time on, not a
single remark or conversation has taken place altbese three essays. (Later on, Stefania
Méandy asked me whether | wanted to publish it, éiveagh they knew that this essay of mine
had been meant for the debating session.) A lang tiad to go by before | understood: no
principles, no ideas, no issues of art history érreligious morality were at stake. They
understood well that | did not aim to get praisenfrthem for my enthusiastic views. | rather
aimed at stimulating a joint discussion! And | als@anted to get a reply to my burning
guestions! Oh yes, in my case it took quite a wiotethe penny to drop. Now | see clearly
that this was a sordid power struggle during whtble opponents tried to manipulate and
psychologically intimidate one another. To mentiost one thing. One or two years before
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this essay of mine was born Lajos Szaboé startellaey calligraphies. / Lajos Szab6 and Béla
Tabor enjoyed a great deal of respect among the baesrof the circle, which should not be
forgotten. And | was about more than 20 years yeutigan them. / In my essay, apart from
my instinctive rejection of this dogmatic and navrminded tone, | refused to accept an
absolute separation of Lajos Vajda from Klee anbeotfigures of modern art that were
alleged to have done the same as Endre Balint. Séparation took place in the same way
referring to values metaphysics and religious midbyahat you could only understand if you
had the opportunity to read the study of Stefanéntlf/. / The reason for this separation was
not of a nature that it could have been discussethlaed about and this is why my essay
tainted the atmosphere. This problem ceases to taesery moment when they decide that it
is worth betting on a different horse. / In otheords, it is completely understandable that
both Endre Balint and Béla Tabor wanted these wggi to fall into oblivion. Endre Balint
wanted to forget this because it is not really sihing to boast about that one is in the closest
friendship with those who used to condemn him bgkimg principles of metaphysics and the
holiest things. Béla Tabor wanted to forget thibate because he might have thought it
inappropriate to make such a turn about without whg exercised any self-criticisms™
Stefania Mandy remembers the very same story difféy: “In the autumn of 1954 after
visiting a studio that was at that time charactetidout where no particularly good works
could be seen, | wrote down the text of this eskaywas originally written for my own use.
A short time afterwards | happened to see the wofKsajos Vajda kept in a folder of the
“studio flat” of Rottenbiller utcaThis induced me to read my essay there. | ndwarght that

it would have any special reverberations. After edetters have been exchanged, this debate

that started as an intense one came to a suddetihal

Endre Bir6 remembers this debate that took plad®§5 differently. In a diary enti§/dated
31 May 1955 he wrote: “The thing of Lajos Szabkaland the essay about Lajos Vajda. /A
sleepless night./ Great financial misery./ Intemgbgnation. / “Nasty folks! Get away from
here! / Should I stop interpreting the debatingipar views. / But why is this a non-starter?
Should | adopt a neutral attitude towards everyohd® is this impossible? Or should |

8 The letter is preserved in the artist’s estate.

% Stefania Mandy, “Geilllka esszéjének éorténetéhez” [On the Antecedents of Ilka GedEssay]
Holmi no. 12 (1990)

% Note fragment in the manuscript estate of Endré.Bi
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nevertheless try to be neutral? Why will this mgpnay energies? / | do not want to return to
neutrality and nor is this possible now. The ordggbility is to take a stand. But, under these
circumstances, how is it possible to have a fiedge without which you cannot exist?/ The
last junction is, of course, llkka. / The dense weélcontradictions is around llka. And this
must be approached in much more concrete termsatharblack and white play, it cannot be
talked away in a Romantic manner. / It is no longessible to politely exercise self-criticism
by invoking the slogan «everybody has their owntakiss». It is impossible to distribute the
blame and then mutually forgive each other. Thewis justified. Why? / It is impossible
because llka has never forgiven anything to any8he.has never recognised her own faults.
And | don't see how | could have done anythingetéhtly, although I am willing to accept
that | made faults in good faith. From a psychadagaspect, llka could not have responded
differently to my faults. / But the whole thing it a psychological issue. / Do | believe
llka’s conduct to be tyrannical? Yes, | do. Her doct represents a perverse use of her
intellectual skills. / And what should | believeaalh Lajos Szab6? To be sure, | can't think
that Lajos tricked llka in a childish and unjustdi way. But the fact of the matter is that he
did «play a trick on her». / Lajos Szabd is fulpnginced that he should not allow anyone to
state anything on a subject matter that he is@dsding with if the person concerned does not
follow his views. But it is also true that if a gen tried to follow the footsteps of Lajos
Szabd, then the result was not at all convincingnfie (cf. the essay written by Stefania
Mandy). / To identify myself with Stefania Mandygews would have meant even for me a
rejection of my inner self. / Especially in the sy# llka. It would have been a sinful lie to
have kept silent about this. / Lajos believes hreeaasily take the responsibility for identifying
himself with Stefania Mandy’s views. This, howevir,not convincing for me. / Only one
suspicion lingers in me: in the second half of 'dkessay the problem of those artists who
have not experienced salvation is described in sudjenial manner, that Lajos Szabd
responded to this with an irritation and exaggerathat he cannot correct this criticism in
any form. / He could, for example, mitigate thedmaess of his criticism of Ilka’s essay by
criticising it in parts. For example, by acceptmge statement in the second part of the essay
as correct and by dismissing the rest. By sayinig, statement is up to the mark, and try to
clarify the rest of your ideas. / | know from my wxperience that it might prove to be life-
threatening to enter a debate with certain views. & far as Lajos Vajda is concerned, llka

has done her utmost to ease the tensions.”
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The essay of Ilka Gédasks completely justified questiontSurely, we cannot possibly
consider ourselves more sensitive, more rightebar Klee, Picasso or Miro, or if you will,
saying that we have ties to the certain «secondgrer whereas they did not. However much
ridiculous it might sound, | am so much sure of 8 if | myself were both persons that Klee
was not a trace more indecent than Van Gogh. |atause the word indecent because | joke,
because that is what it finally comes down to; whethey see that which they confess, or
whether they are lying. (...) Artists, painters aret Christ who redeems the world. (...) The
artist, the painter, is not Christ who redeems therld, at best he is a Grunewald (his
Golgotha!), but at the very most he creates onlgisoown highest level. The «negative style»
does the same. Without wanting to, | must belieegteater and lesser artists of the negative
style when they reveal that nowadays sufferingkes that. (I, for example, have protested
against such suffering and thus against its depictis well.) | specifically believe this mutual
suffering to be extremely «catacombic», as | d® ¢bmmon depiction that bears the marks of
the negative style. This art can reject ‘nothingiegth tremendous force if you formulate it
this way: it does not reject the ‘no’. But then,we have the right to demand this rejection (a
rejectionwhich is proclaimed by the whole of history rigiptto the present ongoing moment,
and this rejection is contained in every style waitwith eternal patience to take its place
within the whole.) Precisely for this reason, theaah of your essay is such that it brings to

mind such comparisons as the previous referen€htest.”

In the second half of her essay, the artist cotdrtime very same issues that she had already
raised in her letter written to EfrKallai, while criticising these self-appointed g&es who
acted on the principleWe do not depict but createThe quotes, taken from the anthology
Artists on Art’ published in 1947, of Ilka Gét essay are interestingTHose manifestos
that say «We do not depict but create,» etc. sonack like speeches by futurists and camp-
followers. In contrast to this, Picasso in 1923 terthe following,“Cubism is not different
from any other school of painting. The same priles@nd the same elements are common to
all.” And in 1935, There is no abstract art. You must always statth something. Afterwards
you can remove all traces of realityAhd also hereNor is there any ‘figurative’ and ‘non-
figurative’ art. Everything appears to us in thasguof a ‘figure’. Even in metaphysics ideas

% llka Gedb takes the quotes from R. Goldwater and M. Treeeds., Artists on Art (From the VIVth
to the XXth Century) (London: Keagan and Paul, 39#icasso: p. 417. & p. 420; Leger: p.424;
Mondrian: p. 428.

Page 84 of 135



David Bir6: Ilka Gedé—The Painter and Her Work (A Background Report)

are expressed by means of symbolic ‘figures’... Bew ridiculous it is, then, to think of
painting without ‘figuration’.”Léger (1935), They are not ‘abstract’, since they are composed
of real values: colours and geometric forms. Thera@o abstraction.’'Mondrian (1937),
“[Non-figurative art shows that] ‘art’ is not thgression of the appearance of reality such as
we see it, nor of the life which we live, but thiats the expression of true reality and true
life... indefinable but realisable” in art. Couldbie that what this is all about is nothing more
than that this “true reality and true life” onceircaded with the reality we see and in which

we live? 8

The question itself seems to suggest the answert @an be said that llka Gé&dhad come to
an honest answer in connection with the problerfigofration versus abstraction. Then she
also quotes from Klee’s letter written in 1902:Whnt to be as though new-born, knowing
nothing, absolutely nothing about Europe; ignogogts and fashions, to be almost primitive.
Then | want to do something very modest; to work lmpumyself a tiny motive, one that my
pencil will be able to hold without any techniqu@ne favourable moment is enough. The
little thing is easily and concisely set down. Hilseady done! It was a tiny but real affair, and
someday, through the repetition of such small bigiral deeds, there will come one work
upon which | can really build®

After the revolution of 1956 nearly all the membefshe circle Lajos Szab6 emigrated to the
West. The Ge@tBir6 family also wanted to go but their attemptescape Hungary failed. In
December 1956 llka Gédravelled to Vienna with her elder son, and accaydo plans her
husband and her younger son would walk acrossdhgeh at that time left without border
police, to the West and the family would meet irevia. Endre Birdé and the younger son
were caught and forcibly brought back to the capita a second attempt to flee the country
was not made. llka Gédand her elder son soon returned to Hungary.

% The complete text of this study can be found ivdis Hajdu — David Bird, op. cit. pp. 220-231. The
study was also published in Holmi no. 12 (1990)

8 paul Klee’s diary entry dated 22 June 1902. InixA€ee (ed.). Tagebiicher von Paul Klee 1898-
1918 (Zurich: Europa Verlag, 1957), p. 132. llkadGguotes from R. Goldwater and M. Treves
(eds.), Artists on Art (From the Xtto the XX" century) (London: Keagan and Paul, 1947), pp. 442-
443
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The Bir6-Ged couple maintained contacts with the emigrated negmbf the circle by letter.
One of the letters written by Lajos Szabdé to Erli® mentions that, “I realised just today
what, half-secretly, my nostalgia, is for: it i fthe clouds of Budapest. | have never seen
clouds that are like those of Budapest here, elveagh this is not the first time that | am in
Vienna. Compared with the complexity and the exoént of the Budapest clouds, the clouds
of Vienna are simple, serene and comfortaie.”

In 1962, on the occasion of exhibition commemoratime 1942 exhibition of socialist artists
the National Gallery bought three drawings of I&ad. In his biographical interview Endre
Bir6 remembers: “one day Endre BA&lint visited ust jwhen llkka Ged was making
passepartout for her drawings. He had never seedrdwings and he was simply fascinated
by them.®® It may have been true that this was the first tiivet he saw the drawings that
were made after the war, but this recollectionamewhat contradicted by Endre Balint's

memories?

The first solo exhibition of the artist was a studixhibition opened on 15 May 1965 that
showed a selection of drawings that were made lst\w845 and 1948. At that time a great
deal of courage was needed to organise a privdibigan without any official permit, but to
my greatest surprise there were no official meastaken against this event.

The exhibition was organised by Endre Balint. Ifiste probable that then he really wanted
to help, but later on, by relying on his good pasaontacts with the higher echelons of the
party he caused a lot of harm to the appreciatidika Ged’s art. (Endre Balint and Gyorgy
Aczél, the all-powerful cultural commissar of thgstem, were good friends because they
were in the same orphanage as children.) EndretBzduld sometimes pose as the victim of
the regime, and then he was good at using his gmoohections for his own benefit.
Nevertheless, it was thanks to llka @&sd1965 exhibition that the artist got an impethatt
allowed her to resume artistic activities. llka G&eas convinced that there is only a seeming
contradiction between the help received in 196Bnfigélint and his immoral attacks against

% etter in the manuscript estate of Endre Biro.
% Biographical interview.
92 Endre Balint, op. cit., pp. 148-149.
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the artist taking place in the 1980's. llka Gezkplained to her husband that the exhibition
was also about showing that Ilka had finished hetist& career, illustrating with the
exhibition that this career had come to an endima@s already a history of the past. After
the exhibition the artist got a decrepit but hugski and she started to select her drawings by
topics and put them in passepartout. This was fant efivolving years of diligent work as a
result of which most of the drawings had been piat passepartouts.
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6. Second Artistic Period: the Oil Paintings

The paintings of the second artistic period werelenaith the so-called two-stage method:
first a small drawing that can also be interpreiaedhe visual reflection of a sudden flash of
idea was born under the spur of the moment. Thisrbe the starting point of the painting,
because the blown-up copy of this drawing was fesired to the canvas with the help of a
grid drawn on the canvas. The artist was workingutaneously on several pictures, and this
could have been the reason why the making of eatfttipg is registered in a separate diary
dedicated to the given picture. The diary entriegister all the artist’'s speculations in
connection with the making of the painting. Whee gt a picture aside she put away the
relevant diary and continued to work on anothetup& Before resuming work on a picture
she always read her earlier diary notes. Ilkad3eds very familiar with the effect of colours
and colour effects. The mixing of colours did natuor in a random manner, but by looking
for a given colour and/or colour hue that in thésds mind was required at the given
moment. The colour hues and colour variations givan basic colour were selected by basic
colours and put into separate boxes. By colourepadt (the artist’'s expression) the artist
meant small pieces of scrap or cardboard, not sefgieces of canvas, that served as a trial
for various colour combinations. “The colour plaées big pieces of corrugated cardboard on
which colour patterns chosen or prepared for aupggtwere pinned with a drawing pin. The
artist collected the colour patterns in big cortegacardboard boxes, categorising them by
the dominant colour. From these boxes, the artigicted the colour patterns for the colour

plate of the picture in progress, often over days.”

The painter paid very careful attention to the paints that she used. “ During our stay in
Paris, Ilka bought a vast paint collection. Aft&70, she exclusively used this oil collection
and there was a constant worry about a possibld fogea new supply. At the same time
several consciously and purposefully put togetlodowr patterns were prepared on pieces of
paper and primed canvas pieces of the most vaiiedl Khese usually show the colours,
taken from the tube or thinned down to various m&ealongside the combinations largely

created by painting over layers (another colounteal over dry paint) or less often by mixing

% Endre Bird, Recollections of the Artistic Careellka Geds In: Istvan Hajdu — D&vid Birg, op. cit.,
p. 256.
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colours. The names of each component and the n@ocga were carefully written on them.
She often showed me the fine differences betwedour® of the same name produced by
different factories. She filed these colour patéeoy their hundreds, the results of conscious
experiments, as well as by chance, in huge cardbbaxes categorised according to their
dominant colour. Labels painted with thick brushlwdian ink help us to orient ourselves
among them: BLUE-GREEN-BLACK-GREY-VIOL, etc. | amtrsure whether she could
ever have found the actual tube necessary foratiogean accidental colour pattern without a
label, as she could for those with labels. | susgbe only found the ‘conscious’ patterns
labelled after the tubes. Similarly to the titleglaexts of her workbooks, the labels of these
colour plates also carry a very intimate, solitangl poetic content, as if they were the aura of
the pictures in preparation. The pinned-up coldwstirtaps have names written with a thick
brush or Indian ink and expressing a certain mémda taster for those expressing an inner
state of mind: Languid; Pensive; Calm Before a ®tdRuffled; Sorrow; Protestation; Omen,;
Insidious Gentleness; Attack; Forced Delight; Strbb Wild; Closed, etc. | would be
dishonest if | were to say that | could see theneation between the ‘colour-atmosphere’ and
the titles of the actual scraps, yet llkka must hgiwen these names through some sort of
empathy. It is impossible for me not to believettHaack then, when Illka was reading
Goethe’s colour theory, that we would not have ddlla lot about the chapteBifinlich-
sittliche Wirkung der FardgThe Sensual-Moral Effect of Colourf?

The creation of a painting would be an intellecttlass play that often took years. The artist
made notes step by step on her ideas and speosla® she proceeded with the painting.
These speculations mostly centered on the mutdattsf of colours, on contrasting or
balancing cold and warm colours. The artist useq ¥Rin brushes, and the diaries that
accompanied the making of the oil pictures proweldd quite useful, because Gaqult aside
her paintings to allow them to dry, and when sheumgeed work on a painting she could
recollect all her chess-play-like thoughts that la@dompanied the creation of the painting
until then. In the diary made for the paintingett Equilibrists (Aloum/ Oil Painting 104) we
find, among others, the following passatéhe left side of the next part (its colour | doget
know!) is determined by the point where the legragects with the picked up knee that leads
to the other leg (from this point | dropp-pped a-tiecle).l put on the two blues! They are

* Ibid.
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livelier than the patterns on the off-white papBecause they are on a white paper. (...)But,
you can get down to listing the Benefits? M&t€his will be a viol. — a gloomy, dark viol. to
the extreme. Which 1. Is a ceaseless intensithefviol. Kupola. 2. A perverted intensity,
here blue-ish red, there cooled to a cold ghost reste ‘body red’ warmed to ochre. ‘Flesh
ochre 3. This, too, intensifies the yellownesshef yellow background in the L.C. [Little
Clown], moreover, this fully intensifies it, thigmn ‘viol'. 4. With its immeasurable darkness
it intensifies the immeasurable lightness of theesghere there is an assured arrow from the
encircled word “same” to the above “background” uexdpoint 3]5. It makes the body of
B.C. [Big Clown] light. 6. It enters into conneatiavith the viol. on the globe, this fact still
hides unexpected motifs (because the yellows argetgut on here) [from “here” there is
an arrow to “globe”].%®

Oil Painting No. 104 of the Alboum

Equilibrists, Circus, 1977, oil on canvas, 64 x 42m

The colour world of llka Getls paintings is fascinating with its translucentoeo surfaces.
Agnes Gyetvai's analysis preserved in a manusdoiph points out, “however much Ilka
Geds was averse to abstract painting, the basic pldngep paintings, the par excellence
painterly field, was constructed according to thies of abstract painting. (...) In the case of
each painting, a great deal of time was devotgaaoning, experimenting and making notes.
There are eighty-eightsuch note-books full of such notes. The artistrditlmix the colours
but she overlaid them layer by layer. This is hawagtical colour mixing emerges. As a
result, the basic structure had become thick askgect and it accords the background an

atmospheric and psychic emanating force so thatsoreminded of the effects of colour field

% The majority of the notes enumerate the ‘benefitt’selecting a colour (i.e. its significant
relationship, harmony, counterpoints and connestiaith the other parts of the picture). Their
retrospective rationalisations and justifications @ecisions about a choice of colour.

% Endre Bird, Recollections of the Artistic Caretllka Geds In: Istvan Hajdu — David Birg, op. cit.,
p. 257.

9 The author is wrong. There are 128 such noteboakdetailed list of these notebooks: (Hajdu
Istvan — Bir6 David, op. cit., pp. 214-215.).
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painting. In addition to this, the colour worldtbe paintings is always closely connected with
the poetic symbolism of colours that in the caseauth painting is justified and elaborated in
writing. / The second layer of the painting struetis that of figuration. We often see in the
picture the perforated edge of a torn-out notebage, which reminds one of llka Gesl
method. The paintings were made on the basis d€is&e, and small-sized drawings and on
the painting the notebook page itself often appéne basic painterly plane is surrounded by
a visual internal frame thus indicating that iaigliving material reality», it is fertile soil, is

a placenta-like organic formation from which theamegful forms, flowers, creatures and
figures are born in «a biological sense». Mostroftas figurative plane is written onto the
basic painterly field like a drawing or etching aften as a photo negative (with light forms
against a dark background), and thus it is in @sbtwith the painterly character of the basic

plane.®®

Although the colours have been put on the paintaygr by layer, this cannot be

called an optical colour mixing, because this metlrad the “colours broken down to its

components make up a form or the illusion of a fomty when viewed from a given distance
on the viewer's retina membran€.llka Geds’s paintings are beautiful when viewed from
the distance, but primarily in the case of the miehed paintings, they can be viewed also
from a close distance (or even with a magnifyingsg) and then a completely new world
opens up, an organic colour texture as if we weéee/img freshly cut-up meat or an organic
cell structure under a magnifying glass. Any pathe painting, however small it is, could be

an independent self-contained image.

llka Gedy’s paintings are unique and they are not similathtise of any other artists and this
is a significant value in modern art: “llka Gers one of the solitary masters of Hungarian art.
She is bound to neither the avant-garde nor tli#titvaal trends. Her unique creative method
makes it impossible to compare her lifework everth® formally similar examples in art
history.” A letter preserved in the manuscript estate ofatist written by the well-known
Hungarian art historian, L4szlé Beke in 1980 evisidhis art rightly: “I believe it is utterly
pointless to draw any parallels between your adtthe «contemporary» trends, because your
art could have been born any time between 186®&604. It draws its inspirations not from

% The analysis can be found in the C3 Data Archive.
% Lajos Németh, Seurat (1859-1891) (Budapest: Carkiiado, 1966), p. 15.

190 péter Gyorgy — Gabor Pataki, “Egylimészi felfogas paradoxona”.[The Paradoxon of anstect
Approach] In: Péter Gyorgy, Gabor Pataki, Julia®zand F. Istvdn Mészaros, op. cit., p. 19.
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the «outside», but from the «inside», and its celes and authenticity are derived from the
relationship this art has with its creator — and ttannot possibly escape the attention of any
of the viewers of these work§?* Another art historian also highlights uniquene#s art
historian trying to find the spiritual followers dka Ged would, justifiably, be embarrassed.
He would not be able to find any. (...) | witnessetl7-year-old llka G&ddrawing pictures in

an ad hoc drawing school. Even then, her art riftethe work of a fully developed artist. (...)
Ged made «two-step» paintings in her final stylisteripd. She first drew a sketch of her
composition, prepared a mock-up, and wrote the saofethe appropriate colours in the
various fields, just as a fresco painter or tagestaver would. She prepared a collection of
sample colours in advance. (...) She never impedvan her paintings, instead she enlarged
the original plan with precision. In some of hectpres she painted the page torn out of her
spiral-bound book as an internal frame, with thefqzated holes on the left. After that, she
copied in handwriting the texts shown on the mopkeauthe painting, thus revealing her work
method to the public. The artist achieved the éfédcabstract surrealism. Her protagonists
were the creatures of her personal mythology. Hease or zone shaped colour spots are
restrained, yet intense. Moreover the strengthhefdold and warm colours appears to be
equal. The disorder of two-dimensional paintingsthieroughly constructed® And true
enough these paintings, the paintings of llka &ethde after 1965 cannot be regarded as
abstract expressionism, action painting, analy@inging, colour field painting, combine
painting, drip painting, action painting, hyperisal, pop art etc. These paintings are outside
any style, but they are nevertheless fully autleenti

| do not believe, however, that “the artist’s paigs cannot be associated with periods in the
artist’s life “and neither do | believe that “thepaintings have a special relationship with
time. There is no «development» in the chronoldgseguence of works-® | try to divide
this relatively small oeuvre of oil paintings, ca@tsg of 152 oil paintings, into groups.

%' The letter is preserved in the estate of llka&ed

192 3anos Frank, “llka Géd In Anita Semjén (ed.) Aldozatok és gyilkosok /c¥ims and Perpetrators
(Budapest: Cultural Exchange Foundation, 1996)3p.

193 |stvan Hajdu, “Half Image, Half Veil — The Art dika Ged” In: Istvan Hajdu — David Bir6, op.
cit., p. 25.
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The most important groups:
1. Oil paintings from 1945 to 1948
2. Portraits Made Both in Pastel and Also in Oiteikfthe 1965 Resumption of Artistic
Activities
3. Artificial Flower Series
4. Rose garden Series
5. Circus and Other Auto-Mythological Scenes
6. Self-Portraits Prepared on the Basis of SeltfBbDrawings From the Year 1947 and
1948

Oil Paintings From 1945 to 1948
The first group of oil paintings includes pictuneside between 1945 and 1948 (Album/Oil

Paintings 1-8).
Oil Paintings Nos. 1-8 of the Album

Garden, 1947, oil on paper, 47 x 39 cm

- TR =L

Gravestones, 1947, oil on paper, 35 x41.5 cm
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Old Gravestones, 1947, oil on paper, 50 x 31.5 cm

-

Self-Portrait with Hat, 1948, oil on paper, 49 x 3Zm

These scenery pictures of Szentendre are a conhtinua the Szentendre pastel series made
during the war. The ferocity and vividness of cofoare conspicuous. Picture 8 is a self-
portrait painted in thick brush strokes. Remindihg viewer of Durer’'s famous self-portrait
from 1500, the viewer notices the artist’s righhttdneld in front of her chest. The painter is

ageless, the eyes are closed as if she were drganveke.
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Portraits Made in Pastel and Also in Oil After the 1965 Resumption of Artistic Activities
Oil paintings 9, 17, 18, 22, 25, 26, 27, 33, 40, &P and 63 of the Album are pictures the
original versions of which were done in pastelhe period that followed the start of GGésl

second artistic period.

Oil Paintings Nos. 9, 17-18, 22, 25, 26, 27, 33, 80, 62-63 of the Aloum

Judit I, 1965, oil on wooden board, 54 x 19.5 cm

David, 1968, oil on paper, 29 x 16 cm

Portrait of Endre Biré 1969, oil on wooden board, & x 19.5 cm
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Aunt Boriska, 1965-1970, oil on paper laid down oganvas, 60 x 51 cm

Judit (Sketch) 1970, oil on canvas, 34.5 x 13 cm

Vera, 1965-1971, oil on cardboard laid down on cams, 47.5 x 34.5 cm
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Portrait of Klari Horvéath 1, 1971-72, oil on paper laid down on canvas, 61.5 x 47 cm

The first portrait done in pastel was made aboud Bé&szelszky: “As | arrived home once in
the autumn of 1964 or 1965, llka told me that she trawn a caricature of our painter friend
Béla Veszelszky. It still survives somewhere: a lsmieawing in ink, with a little hint of
pastel or coloured chalk. It shows Béla Veszelszkypically tall, lean, straight figure,
elegant even in rags, in a standing pose depicteal very characteristic way. (...) While
making these small sketches she thought intendetyeoperson concerned, but at the same

time she made no attempt to draw them from meni8ty.

One should not ignore that Gekinew Lajos Fllep’s essay on the role of memorgrtnand,
in fact, she regarded it so important that sheempiearly the whole text into a notebtbk
“Let us assume that the artist is standing in frfritis model. He sees him when he looks at
him and he also sees him when he closes his egé¢sislalso assume that both images — the

1% Endre Bir6, Recollections of the Artistic Carekllka Gedb In: Istvan Hajdu-David Bird, op. cit., 251.
1% Manuscript in the estate of llka GedNotebook No. 241.)
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one seen with open and the one seen with closexl-eigethe creation of the spirit, and there
is no category difference. But the contrast in eeohquality is all the bigger. (...) Which of
the two images, which of the intuitions is the sirgjoing to reflect? If he depicts the image
seen with open eyes, this equals to an embarrassitugalism. . (...) Another artist simply
ignores the physical, external model that can bésgseen with open eyes and views what he
can see with closed eyes. (...) The longer he gbsehe internal picture that can be seen only
with closed eyes, the further away he gets fronother image, he separates himself from it.
.(...) The question is whether the artist, oncénag given up on the physical model, will run
after these internal images and will reproduce tloerwhether he will choose one of these
internal images, and if he does so, which will e ¢triterion of his choice? Will this choice
be an arbitrary one or a justified, correct anthbdd one? From the changes that an internal
image is subject to a single image arises whidhffsrent from both the real one and all the
other internal images that preceded it. This déffiee is not a qualitative one, and it manifests
itself through the fact that it does not want t@mipe anymore and it resists the stream of
consciousness. (...) What convinces the artist tattufinality of this picture and about the
fact that this image is the synthesis of all thevimus and possible future images? It is the
vague feeling or the clear consciousness of thelfiat, in the course of changes, the image has
assumed the very form in which he would remembef fitis eyes would never again see the
physical model. In other words, the artist doesvigley same thing to the model as memory
does in connection with the past: this is the psea# contraction and supplementation. (...)

We remember not what we see, but we see what weméer or would remembet®

Within this group of painting®ortrait of Klara Horvath landIl (Album/ Oil Paintings 62
and 63) are the most beautiful and mature, ancettves paintings have several preliminary
sketches done both in pastel and oil.

Artificial Flower Series

In connection with the artificial flower series,@should note that llka Gédvas very much
interested in the art of the Far East. In her esttennotes there is a notebook that contains the
following ideas: “There is a radical differenceweéen the Eastern and European concepts of

1% This study was published in a separate volume9ihll The exact and edited text: Lajos Fiilep,
Egybegyijtott irdsok I, Cikkek, tanulmanyok, 1909-1916. [l€cted Writings |, Articles and Studies,
1909-1916] (Budapest: MTA tészettorténeti Kutatdo Csoport, 1995), pp. 131-488. p. 135.
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what a picture is: the European artist also crelatiesvhat he creates is not his own self, but
something else. The second difference is that athahe European artist also has a relation
with the public, he presents the work of art to plablic as a finished and completed object.
(...) In contrast to this, the artist of the Eastates a framework that is finished by the viewer
and the viewer creates the picture anew. The Earop#ist does not create himself and does
not provide the viewer of the picture with an instent in a conscious manner. The European
artist is Prometheus, the rival of the creator, whalthough he stole the fire — could not
happily become one with it. The European artishésperson obsessed with power. He wants
to create like a demiurge. He aims to create theraind the whole universe. For this person
possessed with power, who cannot flee from thislitgughe deity remains an alien, an
enemy. The artist in Europe, just like the priesthe soldier, wants to defeat God, wants to
unravel and imitate him. When he is creating, herésiting the other. His work is the result of
an audacious enterprise and in his own eyes itvgréhless wonder. / The professional jargon
of psychology would say that Prometheus, the flEstropean man, suffered from an
inferiority complex. He no longer took it for grawk that, as concerns his origins, he is one
with God, and that explains why he wanted to retatet usurp God'’s place. In ancient human
tradition and, in its wake, in the art of the EAss not an ambition and madness if man
identifies with God, becomes God and bears the meaale name of the Almighty. The aim
of art is to help this unification, and life itsedf such an «art» or work of art. In the East it is
not a blasphemy to become one with God, it is natimass but the only natural goal: «He
who adores Vishnu without himself becoming Vishder@s Vishnu in vain.» To follow this
aspiration is an excess for U§”

Ged has different series of oil paintings: the aridlcflower series, the rose garden series
and the series of circus scenes. Analysing thécatiflower series, Julia Szabd points out:
“Like the great painters of the #%entury, Ilka Ged paid much attention to the painting
practice and compositional methods of the Far Hasf.When Ilka Ged started to work
again, she concentrated on landscapes as intefgrgteainters of the Far East: plants are not
ornaments or patches of colour, they are living@®i and pictures are not living nature only

197 Manuscript in the estate of llka GedNotebook No. 254.) Notes from the first editiohBéla
Hamvas — Katalin Kemény, Forradalom dwészetben: Absztrakcio és szirrealizmus Magyar-
orszagon [Revolution in Art: Abstraction and Sulisza in Hungary] (Budapest: Misztotfalusi,
1947)
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its essence or counterfeit. Hence she called hirssef oil paintings and pastels of the 1960s
and 70s artificial flowers®

During the “creative intermission” that followed4%® Ged pursued an extensive study of art
history and art theory and he prepared detailedshabout the books she read. The card for
the library of the Budapest Museum of Fine Arts basn preserved in the estdteand Ged
mentions the library in her notes several timesiofe in Notebook No. 280 points out that it
was Lajos Szab6 who called her attention to Cuas&fs work'®. Ged prepares detailed
notes of the book and as the quotes copied outeobdok in the original German show, she
writes down sentences like these: “Only landscameés you a joy that never lets you down.
Hence, the educated man who paints turns primesilihe scenery™! Or: “For the artist
plants are not ornaments or patches of colour. Hneliving beings, and the artist takes as
keen an interest in the inherent laws of the stmecdf a flower as it does in those of the cliffs,

animals or man*?

She prepares detailed notes about the art of Esist, And, in fact, she starts collecting
materials for an extensive study, and she decidssshe would read a number of books on
the topic (H. Bowie:On the Laws of Japanese Paintingr. Hirt: Uber die Ursprungs-
legenden der Malerei in China Notebook No. 227 contains notes detailed nofdsakuzo
Okakura’'sThe Book of TeaShe copies out full passages if she likes thasiddn such
instances we see the full significance of the Flo%acrifice. Perhaps the flowers appreciate
the full significance of it. They are not cowardige men. Some flowers glory in death--
certainly the Japanese cherry blossoms do, asftéely surrender themselves to the winds.
(...) In religion the Future is behind us. In dré fpresent is the eternal. The tea-masters held

1% Jilia Szabo, “llka Geids Paintings (A Retrospective)” The New Hungariama@erly no. 4 (1987):
189.

1% The date of enroliment is 14 July 1951.

10 Curt Glaser, Die Kunst Ostasiens, der UmkreissiiBenkens und Gestaltens (Leipzig: Insel
Verlag, 1913)

1 bid., p. 94. The original: “Nur in der Landschditdet man Tiefe und Geniisse, die nimmer
versagen. Darum wendet sich der gebildete Mannnddiy vor allem der Landschaft zu.”

12 1hid. p. 125. The original: “Die Pflanze ist dentitstler nicht ein ornamentales Formgebilde, nicht

ein bunter Farbenfleck. Sie ist ein lebendes Wesed,der Kiinstler hat das gleiche Interesse an
dem Bildungsgesetz, das dem Bau einer Blume imnastemvie an Formen des Gesteins oder der
Berge, der Tiere oder der Menschen.”
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that real appreciation of art is only possible hose who make of it a living influence. (...)
Thus the tea-master strove to be something more ttie artist.(...) He only who has lived
with the beautiful can die beautifully. The last ments of the great tea-masters were as full
of exquisite refinement as had been their liveek®g always to be in harmony with the
great rhythm of the universe, they were ever pegb&s enter the unknown*®

| do not believe it is true that G&din her second artistic period, lost “her faithtie meta-
physical value of art”, or, to use an anachronis®&century term, her faith in the sanctity of
art vanished. As reflected by the aforementiondshtteon Lajos Vajda between llka Ged
Endre Balint, and Stefania Mandy, she regardedoantather painting, a specifically formed
an universally valid form of theological communioat Ten years later she was inclined to
regard painting as merely the most important oljecnd means of her internal role-playing
and self-mythologizing discoursé** We have to see that in her 1954 study quoted asioze
reasons’(...) The artist, the painter, is not Christ whedeems the world, at best he is a
Grunewald (his Golgotha!), but at the very mostcheates only to his own highest levdt
can be assumed that llka Gedever believed in the sanctity of art and, thexsfshe could
not have had any religious belief in art that shd lost. The fact that in her second artistic
period she regarded her oil paintings to be “afpleguto mythological dialogue stream” can
be explained by the circumstance that she, tooldcoot make herself independent of the
spirit of the 1970’s. ThiZeitgeistindicated the final exhaustion of the avant-gaadd of
counter culture together with all the obvious capsces that this involved. Lérand Hegyi
wrote the following at the beginning of the 198041t «retreats» into itself and it abandons
the open fields of expansion (...) It becomes fullg expression of the internal world,
philosophy, attitudes and of the fictitious creavaorld of the modern personality at the end
of the 28" century. It does not want to be anything else ust art». However, this «just»
refers to artistic totality, and the intimate coetghess of art. In other words, art leaves the

terrain of practical actions so that it can congaatfully on itself.**

13 Manuscript in the estate of llka Ged(Notebook No. 227.) The English translation isnfr
www.sacred-texts.com/bud/tea.htm

114 |stvan Hajdu, “Half Image, Half Veil — The Art dika Ged” In: Istvan Hajdu — David Bir6, op.
cit., p. 25.

15 orént Hegyi, Uj szenzibilitas (Egyimészeti szemléletvaltas korvonalai). [New Sengipb{ll he
Outlines of a Change in the Artistic Approach)] (Bpest: MagvétKiadd, 1982), pp. 215-216.
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One can fully agree with the idea that these pagstshow “a world already fallen to pieces”
and that “llka Ged treats the spaces in her paintings as found ahjebe sort of borrows
them (generally from her earlier drawings and ofrem other children’s drawings) so that
she can spin them through and cover them with ar colours. By contrast, in the world
created by Klee the warm glittering colours andrttransparency coming from the deep have
a ubiquitous radiance. llka Gédovers a world already fallen to pieces with hestalgically
painful veil of colours in which the contrast beemedark and warm colours always strives for

some nameless anxiet}:®
Let us take a look at Artificial Flower with a Gr&ackground (Album / Oil Painting 132)!

Oil Painting No. 132 from the Album
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Artificial Flower with a Grey Background, 1980-81, oil on canvas, 47 x 57 cm

The cold colours are located in fine-textured pledefields that are located side by side.
These fields, located side by side and one abov@tter, conjure up a sense of time in the

116 Mészaros F. Istvan, “Hold-maszkok, tunddkharomszoégek’. [Moon Masks and Glittering
Triangles] In: Péter Gyorgy, Gabor Pataki, Juliat®rand F. Istvan Mészaros, op. cit., p. 78.
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viewer™’ From the flowers that intersect the surface offticéure two are yellow, and these
two yellow spots are in equilibrium with the bluiahd greyish fields. Against a background
of darker hue, the yellow seems to step forwardthod a mysterious sense of space arises
that is further enhanced by a black spot that agpesa threatening depth. This is the world
of inexplicable beauty and anxiety. Among the fuaet fields with cold colours the two
yellow flower petals (both having a brick red happear as shining planets and their glimmer
is in equilibrium with the surrounding greyish lighlue and light green fields. The two
yellow petals (end especially the lower one) ara muantitative contrast with the fractured
bluish grey and grey fields of the painting thaggest the passing of time: “The minority
colour, in distress, as it were, reacts defensitelgeem relatively more vivid than if it were
present in a harmonious amount. A similar law ahpensation is seen to operate in biology.
In plants or animals, under adverse conditiongfef there is a mobilization of powers and
resistance, expressing itself in heightened perdoe, given the opportunity. If a colour
present in minute amount is given opportunity, bgtyacted contemplation, to assert itself in
the eye, it is found to become increasingly conegatl and provocative™*® The yellow spot
(flower petal) in the upper part of the picturamsich bigger than the somewhat darker other
yellow spot: “A yellow area that is to hold its ptaamong light tints must be of a different
size than an area of the same yellow against dettes. The tints call for a large yellow area;

among shades, a small yellow area is enough tw &lfie brilliance of the hue to operafe®

7 1stvan Hajdu, “Half Image, Half Veil — The Art dka Ged” In: Istvan Hajdu — David Bir6, op. cit.

18 Johannes Itten, The Art of Color (The Subjectixpé&ience and the Objective Rational of Colour)
(New York: Van Nostrand Reinhold Company, 1973)1@6. The quote in the German original:
“Die in die Minderheit versetzte Farbe, die sozesagn Not geraten ist, wehrt sich und wirkt
leuchtender, als wenn sie in harmonischer Mengbaraten ist. Diese Tatsache kennt auch der
Biologe und Pflanzenziichter. Wenn eine Pflanze, Eier oder Mensch durch schwierige
Verhaltnisse in den Lebensumstanden in Not gegdin anobilisieren sich in den Pflanzen, Tieren
und Menschen Widerstandskréfte, die sich in vergroReistung manifestieren, wenn sie Gele-
genheit dazu erhalten. Wenn man durch langere &#trag einer in der Minderheit vorhandenen
Farbe die Méglichkeit gibt, ihre Farbwirkung im Aeigund zu tun, so wird man bemerken, dal sie
immer intensiver und erregender wird.” (Johannesn|tKunst der Farbe--Subjektives Erleben und
objektives Erkennen als Wege zur Kunst — Studiegehes (Ravensburg: Ravensburger Verlag,
1970), p. 62.)

Ibid. p. 107.The quote in the German original: i\Wgich ein gelber Fleck zwischen hellen

Farbtonen behaupten, so mul’ er eine groRere Ausdghmaben, als wenn dasselbe Geld vor
dunklen Tonen stehen wirde. Zu den dunklen Farbefl ein kleiner gelber Fleck gegeben

werden, weil seine Helligkeit hier stark zur Wirlgukommen kann.” (Loc. cit.: p. 63.)

119
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Gedb’s paintings were prepared in the following manfdre painter had a sudden visual idea
that she drew on a smaller piece of paper. Thusitial sketch was born. Géctalled it “the
ancient drawing” that was “a name for a visual idéfyou like it, it is a reminder that is
capable of conjuring up the fleeting and flashimgjon originally seen by the artist. (...) As
the artist progressed from the ancient drawing h® final version of the painting, she
practically worked out the implications of a shiived revelation. In this process everything
depended on the materials used in the paintingsoangdhe colours and their tonéd® The
visual idea was hovering in her mind and that mayehbeen the reason why the title of one
of the most beautiful rose gardens (Oil Paintiny\w&sRosegarden with Closed Eyes.

Rose Garden with Closed Eyes, 1972, oil on papeidadown on canvas, 60 x 48 cm
Artificial flowers with a simpler structure are (flaintings 21, 23, 35, 43, 52, 54, 58, 68, 89,
70, 82, 107, 108 and 134 of the Album.

Artificial flowers of a more sophisticated structuand with an extremely refined colour
world are Oil Paintings 29, 65, 122 and 132.

120 F_ Istvan Mészaros, “Hold-maszkok, tundbkharomszégek’. [Moon Masks and Glittering

Triangles] In: Péter Gyorgy, Gabor Pataki, Juliat®zand F. Istvan Mészaros, op. cit., pp. 77-78.
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Rose Garden Series

Rose gardens with relatively simple structure aiteP@intings 31, 32, 36, 44, 46, 47, 60, 75,
79, 80, 83, 89, 96, 105 and 120. “llka @Geds is shown by the Rose Garden series, found
great delight in observing the life of the plaritise the great painters of Romanticism had.
She read and made extensive notes of his writifigs.sense of nostalgia, which caused him
to turn towards plant, may also be compared tgtast cult of Art Nouveau artists. During
her stay in Paris in 1969-1970, she spent mosenfitne in the Jardin des Plantes and in the
Luxembourg garden. The perfect harmony of natural man-made environments in the
French capital might have played an important nol&er artistic renewal. Her plant series
bears witness to her sensitive observations ofaicefflowers’ tall slender stems, multi-
coloured flower bodies and leaves and petals thastantly changed in the wind. Her Rose
Garden paintings represent a multitude of colondsendless variations of organic forms. In
one of those paintings, besides the flower thalrasvn on a planar background, the colours
are also written in with words. This was an opemfession of her working method.
Everything is moving, changing, intermingling amdertwining in these paintings of which
the most monumental Rose Garden in the Wittf*

Oil Painting No. 72 of the Album

- = x|

Rose Garden in the Wind, 1972-73, oil on cardboard,972-73, 52.8 x 63 cm

The Ged-Bir6 couple spent a year in Paris in 1969-1970,they were not allowed to take
along their children. llka Gédtook part in the collective exhibition of the Parksalerie

Lambert. Endre Bird, a biochemist went abroad w&ithne-year scholarship, but his official
scholarship was supplemented by another one thalved a much higher amount. They

21 Jilia Szabo, “Geilllka mivészete” [The Artistic Work of llka Gé#l In: Péter Gyorgy, Gabor
Pataki, Julia Szabo and F. Istvan Mészéaros, ap pgit 59-60.
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rented a small penthouse flat in the direct vigimt the Boulevard St. Michel quite close to
the Jardin des Plantes.

Within the rose garden series paintings of a morapdex structure are Oil Paintings 37, 38,
59, 61, 67, 76, 86, 89,109, 116, 118, 1Rbse Garden with a Triangular Windo{@il
Painting 118), in the collection of the Hungariaatidnal Gallery, is special because it
combines a constructivist picture plane structwbich in itself is very beautiful, with a
refined and sophisticated colour poetry. Behind gle®@metric window structure the rose
garden replete with cold colours comes to view wehdark colour hues are intersected by
white plant tendrils. The closeness of the cololan@gs of the wall that surrounds the
triangular window is enhanced by the light colowhereas the garden seems to lose its
contours in the distance.

Oil Painting No. 118 of the Album
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Rose Garden with a Triangular Window, 1979-80, oibn canvas, 1979-80, 50 x 55 cm

The viewer ofJardin des Plantesdil Painting 119) is fascinated by the picture. ¢t into a
world of mysterious beauty and he feels that thésblfield at the bottom of the painting seems
to be closer, while the yellow field above it seamde further away and the whitish yellow

field even further away. These last two fieldsiatersected by tendrils of flowers and plants.
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Oil Painting No. 122 of the Album

| T

Jardin des Plantes, Paris, 1980 oil on canvas, 5%%6 cm
Circus and Other Auto-Mythological Scenes

Autho-mythological pictures of simpler structure @il Paintings 34, 49, 51, 56, 104, 124,
128, 129, 130, 131, 135,139, 147 and 148. Oil isatwith a more sophisticated structure
and a magical colour world are 72, 73, 136, 138, 146, 149 and 151. (Sometimes also the
titles are quite revealing. Oil Painting 119 idetik Dejected AngelWe seem to be living in
times when even the angels are dejected and ruggaelyp.)

Oil Painting No. 119 of the Album

Dejected Angel, 1979, oil on cardboard, 46 x 49.5c
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In the picture titled Monster and Boy “we see tlulioes of a monster, scary and funny at the
same time. Although lacking in a uniformly constagd space, this picture, with its different
colour consonants, in some spaces suggest spepti.drhe figures are, once again, «given»
here, and therefore no symbolic meaning shouldttobwied to them. Geddoes not simply
copy the two figures, but blows up the originalggieof paper. She thinks that the faithful
reconstruction of the perforation on the edge eftdrn out piece of paper is just as important
as the portrayal of the figures. There is no majominor theme here, since each point on the
sheet is blown up with the help of a grid techniyas the same importance for her: she paints
them the same way, with the same devotigh.”

Oil Painting No. 128 of the Alboum

Monster and Boy, 1981, oil on canvas, 55 x 65 cm

122 pater Gyorgy — Gabor Pataki, “Egylivészi felfogas paradoxona”.[The Paradoxon of anstect
Approach] In: Péter Gyorgy, Gabor Pataki, Juliatfezand F. Istvan Mészaros, op. cit., p. 26.
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Sdf-Portraits Prepared on the Basis of Sdlf-Portrait Drawings From the Year 1947 and 1948

This series includes Oil Paintings 137, 141, 143, 150 and 152. With the exception of Oil
Painting 142, all these works were prepared orbtss of self-portrait drawings from 1947
and 1948 by magnifying them with the help of a photechanic process. After this
photographic paper was laid down on the canvastampainted over.

A Self-Portrait with Hat (Alboum/ Oil Painting 137), originating from 1983ias a sad
atmosphere, but the line of the lips suggests rat@inal strength and readiness to confront the
world. The colour world of the picture brings temsinto sadness. The reddish orange field
with a dark hue in the right-hand upper cornerefpicture is balanced by bluish strip on the
left of the face, and this bluish strip contrasthvihe white and yellow-grey field. Behind the
colours of the picture the contrasts between lagitt shadow prevails well.

Oil Painting No. 137 of the Album

e o

Self-Portrait with a Hat, 1983, oil on photographicpaper laid down on canvas, 60 x 48 cm

Pink Self-Portrait(Album/ Oil Painting 141) is the strictly exactuel portrayal of a complete
collapse and spiritual breakdown, a depiction tleages on self-torment. The forehead and the
upper part of the face have a dark tone of redpamid The eyes are not visible we can only
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guess their location with the help of two whitigdlds, and the mouth and the nose disappeared
from the face as a result of which the face is tat skeleton. The viewer could think that the
painter put on a reddish mask. The left-hand sidbepicture is divided by two grey and one
dark stripes. The yellow of the topmost striperiskien by a puddle-grey colour as a result of
which it becomes “sickly and insidiously poisonatf$™Just as there is but one truth, so there
is only one yellow. Adulterated truth is vitiatedith, untruth. So the expressions of diluted
yellow are envy, betrayal, falseness, doubt, distand unreasort?* The greyish colour of the
stripes found below the muddled yellow are in casitwvith the more potent colour of the upper
part of the face, which could in theory have a gdew effect. This, however, is not the case,
since the face and its red colour reflect madnedsasspiritual breakdown.

Oil Painting No. 141 of the Album

B

Pink Self-Portrait, 1984, oil on photographic paperaid down on canvas, 59 x 49 cm

123 Johannes ltten, op.cit., p. 96. (English editihg quote in the German original: “etwas Krankes,
heimtiickisch Giftiges.” (Johannes Itten, op cit5p.)

124 Johannes ltten, op.cit., p. 132. (English editibhg quote in the German original: “Wie es nur eine
Wabhrheit gibt, so gibt es nur ein Gelb. GetriibtenvMait ist kranke Wahrheit, ist Unwahrheit. So
ist der Ausdruck des getriibten Gelb Neid, Verratséhheit, Zweifel, Misstrauen und Irresein.”
(Johannes ltten, op cit. p. 85.)

In that chapter of the book that deals with gyadibintrast, i.e., with the contrast between satakat
luminous colours as opposed to blunt, contaminatetibroken colours, Johannes Itten explains:
“A color may be diluted with black. This admixtudeprives yellow of its brilliant character,
turning it into something rather sickly or insidgy poisonous. Its splendor is gone.” (Johannes
Itten, Ibid., p. 96) The quote in the German owrdiifEine Farbe kann mit Schwarz gebrochen
werden. Gelb verliert dabei seinen strahlend heAersdruckscharakter und bekommt etwas
Krankes, heimtiickisch Giftiges. Es b3t sofort e@trahlkraft ein.” (Johannes Itten, op. cit. p.55.
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Self-Portrait With a Straw HatAlbum / Oil Painting 143) is a monument for herrogelf.
The pleasant yellow of the right-hand upper cowrurtrasts with the blue on the left-hand
part of the coat under the shoulder. The greyiste f the right-hand side of the huge
rimmed hat contrasts with the yellow field behindTihe lighter colours of the background
are in equilibrium with the black stripe at leftlsiof the painting. The contrast of cold and
warm colours can be seen not only between the rfieJds of the painting but, creating lyric

colour poetry, also within the individual fields.

_ p'-;r;‘_'q.?;ﬁ'f.:*' i/ h&" A SRR
Self-Portrait With a Straw Hat, 1984, oil on photogaphic paper laid down on canvas,
60 x 48.5 cm

In addition to Oil Painting 137, there is anothamping (Album/ Oil Painting 153) title&elf-
Portrait with a Hat,originating from 1985, that is based on a drawmghina ink. The slightly
tilted image that is based on the original drawlmgks like a photo stuck in an alboum. The
colour world of this tilted image is dominated ket colours and this contrasts with the lighter
colours of the background framing. The paintingpased on a drawing made in 1948, and the
representation of the original china ink drawingoatonjures up the contrast of light and
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shadow. The background suggesting distance anésad@ndominated by blue which is broken
by black, greenish grey and greyish white coloBhse is the colour of sadness (see the phrases
“to have the blues” or “to feel blue”), but we mighiso remember Johannes Itten’s words:
“When blue is dimmed, it falls into superstitioeaf, grief and perdition, but it always points to
the realm of the transcendentd™ Viewing the contrast of blue and black we remember
Johannes Itten again: “Blue on black gleams inhbrigure strength. Where black ignorance
holds the sway, the blue pure faith shines likéstadt light.**°On the canvas that follows the
lines of the original china ink drawing the blackirding lines express sorrow and death wish.
The slightly tilted head suggests sadness, a presett of death and the acceptance of its un-
avoidability. It is not surprising that for the p&ar a drawing that she made in her youth is just a
memory, but the infinite sadness of recollectioovghthe feeling of the closeness of death.

Self-Portrait with a Hat, 1985, oil, mixed techniqee on paper laid down on canvas, 60 x
48.5 cm

'#> Johannes Itten, op. cit. p. 136. The quote in @eeman original: “..trlb wird, sinkt es in
Aberglauben, Furcht, Verlorenheit und Trauer, imiaeer weist es in das Reich des Ubersinnlich-
Seelischen, des Transzendenten.” (Johannes Ifienijtop. 88.)

126 |bid. p.136. The quote in the German original:€f8tBlau auf Schwarz, so leuchtet Blau in heller,

reiner Kraft. Wo Unwissenheit, Schwarz, herrschlat,lelichtet das Blau des reinen Glaubens wie
ein fernes Licht.“ (Johannes lItten, op. cit. p.)88.
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Double Self-PortraitfAlbum/ Oil Painting 152) originating from 1985 ske two heads. On

one of the portraits the artist’s face can be tyer@cognised, while the other tilted head only
suggests the location of the eyes and the moutd.tWwh portraits conjure up the passing of
time, and a profound and resigned sadness ovgradsng of life. The artist recollects two
egos from her youth: the first ego is the self-camss one relating to the world, the other one

IS an ego that accepts her loneliness resignedly.

Oil Painting No. 152 from the Album

_ S —
T ?T i
I-,"-. -
o
CLPREE |
I Ly

Double Self-Portrait, oil on photographic paper lad down on canvas, 58 x 42 cm
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7. Suffering and Early Death

In 1972 the state loosened somewhat the suffocatimgit had on Hungary’s cultural life.
The until then officially glorified “socialist resim” was allowed to include much more than
the copying of 19th century academism imbued wimmunist ideology. This was the time
when the ideologues of the regime vaguely realisaimost modern western artists despised
and refused the values of bourgeois society, wkeiteaas just “socialist” realism that
bogged down with bourgeois kitsch by sticking, ihygocritical way, to the visual world of
19th century academic painting. “It must not beydten that whereas in Western Europe the
debates centred on the issues of existing art,uimgdry decades have been spent with futile
debates on what art should be liR&"By relying on the administrative staff of the Mitry

of Education and Culture, the Central Committeghef Communist Party directed cultural
life. The Arts Lectorate was under the direction tbé ministry, and it was thenly
organization in Hungary that had the power to attkoexhibitions. Good recognition was
accorded only to those who maintained good contaits the leading functionaries of the
regime. Endre Balint was more equal among thetattign other artists. When | visited West
Germany in 1973, Lyubomir Szab6 a member of thdecinf Lajos Szabd living in Germany
told me angrily in Dusseldorf that Endre Balintalleged to have arrived in the West and
contacted the members of the circle of Lajos SZatidy in the West as a “deputy” of the
Hungarian authorities. It can easily be imagineat thiswasthe truth but it is also possible
that thiswas notthe caset?® But this can no longer turn out because the aggritse fallen

12T péter Gyorgy-Gabor Pataki, Official Arts PolicieHungary (1945-1985) /MS/

128 According documents held by the Historical Arclsia# the State Security Services, Endre Balint
was not an agent, but his very good relationshifh w@ading functionaries of the regime is
unequivocally documented. According to folder N@163853, “Endre Balint left the country
legally on 17 April 1957. He travelled to Franceotganise an exhibition showing graphic works,
but he did not return.” He returned home on 6 A8&2 with the permit of the Hungarian Embassy
in Paris. In the minutes of the interrogation wa oe@ad the following: “The named person referred
to such leading personalities of the party and guvent as comrades Ferenc Munnich, Gyorgy
Aczél asking them to help solve his housing problela told us that Gyérgy Aczél visited him in
his home in person so that he can examine thesihgiconditions.” In his deposition he said: “I
kept a safe distance form the Hungarians who emeigriiom Hungary in 1956, and | did not feel
any need for getting into touch with persons whaen@volved in politics.” In response to the
guestion whether he knew any persons who werevedoin activities “hostile” to the “People’s
Republic of Hungary” he replied: “I know a writethwase name is Ferenc Fejvho is a friend of
dr. P&l Citrom, my last host in France. (...) Feré&ejt has been living in the West for about
twenty years, and is an unconditional advocatéefiro-Western line, although he regards himself
as a leftist intellectual.”
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communist regime “sifted through” these papersirfid@rmation, and many documents were
wilfully destroyed, many documents are classifigdta this very date irrespective of what
would be required: the papers of a regime that haddemocratic legitimacy should be

accessible to everyone.

The political class of Hungary seems to have maskeategic decision: it will obey the secret
services of the former regime and it will not diarithe past of the country. It is beyond the
scope of this report to give a detailed analysigheftragic consequences that this policy has
so far resulted in. This strategy can, at the nardl, produce a phoney language that shows
the failure of common sense and the collapse ofmaltal values: “Only for a temporary
period had the political changes of 1989 and 1@@0tb a sense of togetherness. Due to a
political disenchantment exacerbated by the megiash for sensation and due to the fact
that it turned out that a lot of persons have skeke from the former regime in the cupboard,
the public mood turned sour. Increasingly tough petiion for newly discovered opportu-
nities and the appearance of the robber knightewf capitalism as well as an atmosphere of
suspicion spawned by the snitch society of the ipusv decades had destroyed social
confidence.*® Failure to clarify the past results in a loss afional memory that is going to
cost Hungary a lot. However, the impact of this rmgyoss can already be felt: “Budapest is
not an intellectual scene anymore and this is énen in the negative sense; it simply does
not have an intellectual atmosphere. Budapestt®sva without memory, where, instead of
self-examination and instead of a vibrant and edctommitment to come to insights, only

legends and false nostalgias are bdtf.”

The favourite topic for conversation for the mensbef the Ged-Bir6 family was how much

and why they hated regime. When recollecting theveosation topics, it seems to me that
this was the only thing they talked about. Neveraganoment did they doubt that this regime
has to fall. When? In 100 years? In fifty yearstdéoow? No one knew. My parents brought
back an interesting bestseller from their one-ystady tour in Paris. It was the French

129 Quoted by Péter Niedermiiller in a book review in. 80 (2005) of the literary weekly Elet és
Irodalom. The book reviewed is Margit Acs (et. aBzent Istvan-terv: gondolatok a magyar
nemzet felemelkedés#iSaint Stephen Plan: Ideas on the Rise of theydadlation] (Budapest:
Magyar Szemle Alapitvany, 2005)

%0 1mre Kertész, “Budapest — Egy félosleges vallom@idapest — a Superfluous Confession] In:
Imre Kertész, A szatizétt nyelv [Exiled Language] (Budapest: Madiv&iado, 2001), p. 123.
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translation ofWill the Soviet Union Survive Until 19849 Andrei Amalrik. The author was
forced into exile because he had to fear for fesdnd because he was threatened with arrest.
Endre Bir6 often asked the question, “Will Mr. AmilalSurvive until 1984?” Amalrik died in

a car accident under mysterious circumstancesamSp

llka Ged5 was a black-listed artist. She was 59 years olthattime of her first official
exhibition. The artist nearly had an exhibition 1882 at the Hungarian National Gallery.
Based on documents and notes available to me higidy probable that the exhibition was
called off because Endre Balint, by relying on éxsensive connections, prevented it. Endre
Bir6 made notes on the series of events that lethéocancellation of the exhibition. In
December 1978, the art historian Lenke Haulisclormed the artist about the National
Gallery’s intention to organise an exhibition. landiary 1979 Endre Balint told Endre Bird
that he was going to have an exhibition at the dvati Gallery in the framework of the
workshop series. A week later Maria Anka informbd Bir6-Ged couple that she had most
recently visited Endre Balint who praised Ilka @eiaria Anka indicated that Endre Balint
would “help” in the selection of the exhibition reatl. On 27 April 1979 Maria Anka and
another colleague, Maria Vajna selected the drasvi@mn leaving, Maria Vajna accidentally
blurted out that Endre Balint asked her to call lipnand to inform him about the exhibition
preparations. The notes Endre Bir6 shidwhat Endre Balint called him on 29 May 1979.
Bir6 asked Balint if he knew about the exhibitiotYes, | know about the planned
exhibition,” replied Balint. “Maria Vajna visited enin my studio. And to tell you the truth,
she is now hesitating. This work is a little bitAmnt Nouveau style. To organise an exhibition
from this material, means going too far.” Accordiegthe notes Endre Bird, preserved in the
artist’s estate, Balint went on to explain that &etlould rather have exhibitions in houses of
culture and the National Gallery would help herotih doing so. Endre Bir6 replied that
houses of culture would have been good exhibitemues only at the beginning of the sixties.
Balint replied, “If you together with Méaria Vajninfl some good connections, maybe you can
succeed in having this exhibition.” Although thesea lettet®’, dated 4 March 1982, from
Zsuzsa Jobbagyi, another staff member of the Naki@uallery, in Ged's estate which
includes the line (“The National Gallery has takgnyour exhibition to be organised in the

31 This note is preserved in the artist's manusagpate.

%2 The letter is preserved in the artist's manusaspate.
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workshop series into its annual plan.”), this exioln was cancelled from the Gallery’s
programme schedule. It could be true that Endré’'8iremark made in his biographical
interview is too even-handed: “Balint could havdpkd llka a lot more, and it could have

been absolutely for possible him to cause herHass.™*?

llka Gedb and Endre Bir6 conducted an intensive corresparedwiith their friend who fled
Hungary in 1956. On 24 September 1978 Endre Birétevthe following to Magda
Kotanyi** “A cause cannot possibly have a bigger success getting appreciation and
recognition for the art of Lajos Vajda. The opengpgech of Gabor Karatsony was published
in the weekly magazingj Tiikor. This painter and art theoretician absolutely ifested with
Lajos Vajda just skips the time between the begmgwiof the renaissance and Lajos Vajda,
because he believes Lajos Vajda is alleged to éeotity artist who had found the FORM.
Endre Balint does not see any problem in sayinthéncatholic monthlyVigilia that Lajos

133 Bjographical interview with Endre Biro.

13 Magda Kotanyi, the first wife of Attila Kotanyi wte an obituary on her late husband: “In
December 1956 we left Hungary with Lajos Szabo,domir Szabd and our children. We ended
up in Brussels where in 1958 the pictures of Layagda, Lajos Szabd, Endre Balint, Attila
Kotanyi and of Lyubomir Szabd were exhibited at Bugyest gallery of the town. Attila Kotanyi
became a member of the Paris-based Internatioitakt&niste and also an editor of their journal.
However, he called the attention of the Memberthefmovement to the traditions of Buddhism,
Taoism and Hinduism. He was expelled from the margnof Internationale Situatonniste which
soon stopped its activities, but its ideas hadwgact on the Paris student revolts of 1968. In 1964
Attila Kotanyi followed Lajos Szabd and startedlitee in Disseldorf with his companion Jenny
who looked after him in the last two years of lifie When he was seriously ill. As the teacher of
the famous Dusseldorf Kunstakademie he held semimader the title Counter Architecture. (...)
Although he attended a cadet school in his youghrejected the values of the army and he also
rejected the values of bourgeois society. He wasr@areerist and he did not care for money, he
was motivated by a commitment to tradition andakantgarde. He fully understood the spirit of
the age, and he was a keen observer and a shiécpthis age in the noblest sense of the word.
(...) Though he suffered from two diseases thaalpsed him, his spirit remained undaunted. As
concerns courage, he remained faithful to his dacesvho served in the army.” Magda Huszaér,
“Blcst Kotanyi Attilatol” [Obituary on Attila Kotéyi] Elet és Irodalom, No. 44 (2003). The
Historical Archives of the State Security Servibedds a “research material’ on Attila Kotanyi (K-
673/T). In one of the reports an agent cover-nati@xhbd” reports on Attila Kotanyi and his
friends: “From among his contacts in Hungary, wewrabout Endre Bir6, a university professor
who teaches at the University of Veterinary Sciemeehe summer of 1958, Bir6 went to Brussels
and stayed in Kotanyi's flat for several days. Heesumably, smuggled out a number of
manuscripts to Brussels.” Sub Division II/3 B o&tWlinistry of the Interior recommended that the
“research material” on Attila Kotanyi be placedarthe archives. (Page 36 of Folder K-673/T:
“Our department started to deal with the matteMimy 1958 as a possibility that could allow us
access to Anna Kéthly. On the occasion of the EBias®Vorld Fair, our agent cover-named
«Szab06», who stayed in Brussels because of thedWaiit, dealt with Kotanyi, but since then no
progress has been made.” The folder was placedhatarchives and the matter was closed down.
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Vajda is more important than Klee. llka respondedhis ironically by remarking that this
actually means that Endre Balint, the best-verifigstiple of Lajos Vajda is greater than or,
at the minimum, equal to Klee. / The world is netumiform that there is a well developed
mafia behind everything, as llka believes. The diagImuch less formless, it is like amoeba.
There is a vague mafia motivated by snobbery, aoewee, laziness and also vested
interests. The whole process runs on its own. Byptiocess | mean that an artist should have
no recognition among the teeming crowds of the@mg. (...) Endre Balint is a major power
here. He is not the master of the broad massethéuotaster, surrounded with a large court of
«high-brow» art lovers. (...) He could do something could help us, but he is all too much
preoccupied with his mortal diseases and in thentimea with his new exhibitions.” Magda
Kotanyi, in her reply dated 18 October 1978, wrdtee just talked with the editor-in-chief
over the phone. He has never heard about LajosaV&dd this is not the magazine’s fault.
And now | got to the cause of my stifled angerisihot by chance that they succeeded in
making Lajos Vajda a local hyper provincial suptr,sbecause this was the only way that
Endre Balint could also become a local hyper prowinstar. Endre Balint, after having spent
a few years here in the West, had irrevocably sedlithat there is no likelihood that his
handsome and less handsome works will be noticeduasversally significant art. For his art
to be noticed he needed the atmosphere of sweet.ldio tell you the truth, | laughed when
| read about how happy you are that Julia Vajdallfinhad the drawings of Lajos Vajda
restored without any consideration for the costslved. / You will hardly believe it, but it is
true that the restoration of the drawings couldehaecurred without any costs and efforts
back in February 1958. Then, in the wake of theelsugrcess of the group exhibition of Lajos
Vajda, Lajos Szabd, Attila Kotanyi, Lyubomir Szafdd, last but not least, of Endre Balint,
Robert Giron, the director of the Brussels Musége Beaux Arts offered to have the large-
sized drawings of Lajos Vajda restored for freecaose he was astonished that such
magnificent works of art are in such an awful coiodi and that Endre Balint carried them
about rolled up in a paper tube. / Mr. Giron al$ered to introduce Lajos Vajda to a world
audience without charging for it. / Ender Balintigly disappeared with the drawings and
put them under the bed of his attic room. / Thiesloot require any commentary, and the
witnesses who all saw this are still living. / Thgsnot really interesting. | mention it just for
the sake of historical accuracy. All these maclimeat will pass away, and nothing will be left
of them but a little dust and ash and, for a shore, some blue smoke. / And the works of

Lajos Vajda and those of Lajos Szabd and those dKmsniss will once be shown to the
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world and Endre Balint will remain, for some tingJocal celebrity. / The documents of the
debate between Lajos Szabd, Endre Balint and Séefdandy on Lajos Vajda have been
probably preserved by Stefania Mandy who will ptdpaealise that she would benefit more
from the publication of these studies than fromrtbencealment.”

A letter of Magda Kotanyi written on 30 June 19@7lka Ge& and Endre Bird contains the
following solacing words: “This is how | see youwrreent position in the mafia. Right now
you are the virtual guards of Lajos Szabd in teofnshat Endre called the preservation of the
«creative atmosphere of our youth». And it is ustderdable that a buffoon who has been
wasting his talent should be angry. As regardsdlkeagnosis, | fully agree with it, but | also
agree with Endre that, apart from diagnosing thenpimenon, one must not pay too much
attention to these stupid attacks on llka. (...¢ Téason why they want to bury us away by a
conspiracy of silence and oblivion (and they did same with Lajos Szabd) is not that we are
worthless, but rather that they know full well aworth and are afraid that their unworthiness
might be revealed. (...) llka must exhibit in Paaad then she will also have an exhibition at
home. An exhibition must be organised there witheotire Balint knowing about it. If he
realises that he does not control all the post#sli he will willingly help.” An earlier letter
by Magdi Kotanyi dated 14 October 1976 mentionsrEnBalint negatively: “As regards
Endre Balint, | only wrote about his relationshipthwLajos Szabdé and also about the
statement in one of his books where he mentionssL¥pjda and remarks that it was he who
exhibited Lajos Vajda and Lajos Szabd in Brusselich is such a big lie that no one of my
children should ever talk to him until he retrattis statement. | told him this several times so
that he can repeat this to whomever he wantsTellihg lies, the policy of «saying this — not
saying that», has become his second nature.”

A pharmacist, Botond Kocsis, a devout art lover paddonably snobbish admirer of many
artists once caught sight of a drawing by llka &Gedthe studio of Endre Balint. He was so
much fascinated by this single drawing that he actetd the Bir6-Gedcouple. Later on he
called a famous art historian’s attention to thistarJulia Szabé was a much respected art
historian and it was thanks to her that the King Sephen’s Museum of Székesfehérvar,
Hungary organised a retrospective exhibition froedé3 works in 1980. The artist was 59
years old then. Although this exhibition was a fugcess, one cannot avoid describing what a
bad psychological condition the artist was in aiter
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Before the exhibition she worked as a lonely umgengnized artist, and although she was far
from being satisfied with the recognition accordecher work, she was in a psychological
equilibrium. However, after the Székesfehérvar lekioin that mental harmony was gone.
The artist guessed what she could be able to fgkeeriart would be better recognized. The
victim who provided an odd thirty of her notebookish the title “exile”, and distinguished
the notebooks having the same title with the hdlmwmbers, suddenly realized what she
should get in terms of recognition. Seeing that #mnd of recognition was no longer possible
she had lost her mental peace. Suppression extetaliall the aspects of a person’s life are,
due to its unequivocal nature, is in a certain sansre bearable than the granting of some
semblance recognition. Although the last 4-5 yedrthe artist’s life were spent with very
intensive work, the artist could no longer overconee bitterness over the lack recognition
for her artistic achievements and the blatant gare for her work.

She understood that she created a huge body obwatkout having earned any money with
it. It was in this mood that the artist wrote adoand detailed lett&¥ to Péter Suranyi, one of
the cousins of her husbaritithought | would try to write the strange story the poor Biros.
Maybe you can help me. / In September 1964 Enddeathof a sudden: | am curious to
know how much revenue we had this year. llka wgwised to see that Endre wanted to deal
with this now, and she was quite stunned as Endeegetically scooped from the depth of his
desk a box containing receipts, reached for his g started to write out the numbers. Did
| really have so much in extra revenues and fed&hb/found that she could not even utter a
word. For ages she has only heard that Endre’s ryala simply not enough to make both
ends meet. Endre told me how lucky we were thdiadeextra revenues that allowed us to
repay our debts. | was so much stunned and, sontdatea so much surprised that | could
not utter a sound when Endre added up the extreysiof the family and when it turned out
that, compared with the extra outlays, the sumxtraeexpenses is ridiculously low and it is
hopelessly far away from the extra revenues.If.the months and, indeed, in the years that
followed llka, who has a curious nature, attemptedr and over again to get to know where
the money was going and when and with what sorhethods Endre has been feeding the
Unknown and Insatiable Stomach (U.l.S.), with om@dwlka was inquisitive and curious.

135 Notebook preserved in the manuscript estate céthist.
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But this curiosity was not a ceaseless one. llkaigosity plummeted when she discovered
and understood a method whereby the money was toatisappear. (...) Once when Endre
was crouching over his desk and studying his firdnwotes, Ilka pointed out that it was
pointless to write down all the expenses and recema®d to make records only of the extra
expenses and extra costs. My proposal was optarestd detached, it was devoid of any
hostile intentions, which could hardly be explaivath anything else that llka had simply got
so much fed up with this nightmarish horror thatlz¢ time of making this proposal she felt
only satisfaction over a wise proposal. Endre’slaxation was like a sudden slap in the
face: “In no case. | should be a fool to do thateh you will ask me where all that money has
gone!The letter goes on to describe the events of 1971-1the time of the Paris stay and
comes to the conclusion that Endre Bir6 was prgbfisted to make regular payments to a
close relative:*One day | said. The same goes on here in Pariaabome, where you
recorded an amount lower than your actual salanyd an the week before we left for Paris
you suddenly needed 2,000 forints and you said that the money had mysteriously
disappeared. Anyhow, | could still have a lot tg.s@ndre did not even bother to ask what |
wanted to say. Overcoming his disgust over havinge confronted with such slander, he
said courteously: this problem with the missingasalis some misunderstanding. The money
that was gone missing before we went to Paris, séerhave been taken away by you. | will
never talk to you. (...) | am not willing to add thee amounts that went missing after our
return from Paris. (...) To be sure, | feel morespleration when on the sheet of a «large
settlement» | discover that 12,000 forints are mgshan when realising that 500 forints are
missing. And when you count, you would like to texactly, but for good reasons the fate of
a large part of the gone sums will never be rewvéa®» in my imagination | build two holiday
cottages at Lake Balaton a beautiful one out of eyotinat surely evaporated and an even
more beautiful one from all the amounts that evapet. And before | finish, | would like to
mention that on the way home from Paris during stopover in Vienna at aunt Vica, Endre,
using the opportunity, when aunt Vica left the roasked me not to say a word to anyone at
home about the fact that his U.S. scholarship veased from 8,000 to 11,000 dollars. llka
promised to do so, and from then on Endre was gpyéke a kid. Now that | have broken
my promise, | apologise that it took me 31 pagefotso.”

In 1982 the artist had a chamber exhibition atBhdapest Gallery of Dorottya utca that back
then was an institution belonging toibsarnok, the largest state-owned temporary exbibiti

Page 121 of 135



David Bir6: Ilka Gedé—The Painter and Her Work (A Background Report)

hall of Hungary. In 1983 the National Gallery bougo of the artist's paintings. The St.
Stephen’s Museum of Székesfehérvar, Hungary wasingagreparatory plans for its
permanent collection when two UK art historiansgaderina (Katya) Young, originally born
in Carpatho-Ukraine and speaking also Russian améatian, and Chris Carrel were just
visiting the museum and caught sight of two of Bad’s drawings. They wanted to visit
the artist, but a comrade from the Ministry of Qudt, who wanted to prevent this meeting
from taking place at all costs, told them that &nest was not staying in Budapest and she
would not returrhome for several month$he painter llona Kesgiknew that this was a lie
and gave the phone number of llka Géd the visitors. This way, the UK art historianere/
able to contact the artist and see her works.

In April 1985 llka Ged was hospitalized for high blood pressure. Duringedical check-up
she was diagnosed with lung cancer. By May 1985thist’s condition had deteriorated so
much that everybody could see she was ill and skgedying. Both the family and the closer
circle of relatives knew that she had only weekbvim At the end of May 1985, three weeks
before her death, the artist got a “solacing” feftem Julia Szabd: “llka, please recover.
During my study trips abroad, | have visited sevearmiseums and | remembered your
drawings and paintings. You are a great masteruodiean painting. When the construction
works of the Székesfehérvar Museum are finisheérydody can go there and see for
themselves your works and everybody can ascetaridct. | also have other plans. It would
be such a good thing if Budapest had a Museum afdvtoHungarian Aft®. | have a simple,
but well-lit building in mind with white walls andiall-to-wall carpets with air conditioning
and with so much exhibition space that practicatiyhing must be kept in the museum’s store
rooms. | have several museums like that in Germiawsh that a museum like that would be
moved to Budapest through some magic. This is Wwhat dreaming about and maybe some
day my plan will resonate with the intentions ohet art historians.” What a pity that this

letter arrived so late, that it was only writterttz time when it was written.

During the last days of May 1985, the artist exgrezed a total physical collapse, and a
frightening deterioration of her condition occurrdtl was during these weeks that she
received official notification that the Artists’ Rd of Hungary granted her permission to use

1% |nstead of it the Ludwig Museum Budapest — Musefi@ontemporary Art (LUMU) was built.
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one of the cottages of the Szentendre Arts Coluviyen the well-connected enemies of the
artist learned that the artist was dying then asogance and also as a finishing stroke they

fulfilled the artist’s request.

It was at mid-May that the terminally ill artist eéransferred to the sanatorium of Budakeszi,
and during these days Chris Carrell and Katya Yowege viewing the artist’s works, and
this activity lasted for at least four days. Choarrell reports: “llka Gedl at the Compass
Gallery provides the smallest, quietest, most mpwmorks brought from Hungary to
Glasgow. Her gentle drawings, made as a young wpreaord the hopelessness of wartime
ghetto life. Her thin, spare, spidery pencil twistainful, nervous intensity capture hungry,
hollow-eyed children or exhausted figures asleepaomakeshift bed; the fear and angst-
ridden era of Schiele’s Vienna lurks in the huddleghtened families. In 1946 she applied
this same searing honesty to drawings of the olz&agineering factory, where labour was
hard, not heroic: a bitter task the State did nahtwecorded. This time her nostalgic and
symbolic abstracted rose gardens in soft, trangparelours hint at Jugendstil, Klee and
Munch. llka Ged’s female artistic sensibility produced mountairfswmrk in the paper-
strewn corner of her tiny bedroom. As Carrell saysvent for an hour, was completely
bowled over by what | saw in her piles of portfgliand spent days there.» Sadly she died just
after his last visit. Carrell is to do a major timgrmemorial and a book on Geah two years’

time.”l37

The artist’s condition got worse and on 15 Juneggitento a coma. She died on 19 June. She
was buried on 25 June. In his funeral speech thiei quoted from the book of Job conjuring
up, as it were, llka Géds personality and work: “Can the wing of the agtrbe compared/
with the plumage of the stork or falcon?/ She ledwer eggs on the ground, with only earth to
warm them;/ Forgetting that a foot may tread omttoe a wild beast may crush them.” This
passage continues: “Yet if she bestirs herselismher height, she can make fools of a horse
and rider too.”

In the opening speech to Ggsl exhibition opened just a few days after her kaatthe
gallery of the Szentendre Art Colony, thg historian, Ibolya Ury recognized the artisthwit

37 Clare Henry, Studio International, Vol. 199. N8-12 (1986), p. 59.
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the following words: “This exhibition in Szentenduadoubtedly shows the work of an artist
who does not rely on anything or anyone other tiemown internal force and talent. It is her
painterly vision and perspective that make thigstarso distinctively unique, it is this
perspective that distinguishes her from all othéista, so her work cannot be confused with
that of anyone else"*®

¥ The text of the opening speech is preserved irstete of llka Geil
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8. Reception of I1ka Gedd

In the framework of the Glasgow Hungarian Seaso@dtober 1985 a solo exhibition was
organized from the drawings and paintings of llked&s All the significant British papers
(The Glasgow Herald, The Scotsman, The Financiale§i The Times, The Daily Telegraph
and The Observerjlealt with the Hungarian Season and all of thenhllybted and praised
the art of llka Ged. (Chris Carrell and Jekaterina (Katya) Young cdaméke so much the
works of the artist that, in contrast to the otparticipants, Ilka Getl was the only artist
whose work was shown at a separate exhibition atgass Gallery (178 West Regent Street).
In the 29 October issue of tAiegmesJohn Russel Taylor reported: “But the most menlerab
and distinctive of all is llka Gédat the Compass Gallery. / Sadly she died in Jwhen the
season was already in preparation: sadly alsojsshpparently quite unknown in Hungary.
The show includes some of her remarkable ghetteidgs from the Second World War, as
well as some of the highly idiosyncratic flower agarden paintings of her last nine years,
wayward yet tense scribbles, richly and delicatioured, which oddly recall Mondrian’s
dying chrysanthemum. Fluttering on the edge ofrtaive, these fragile works still cast their
spell, and one imagines that their Glasgow reprigta major retrospective is planned) will

soon ensure this prophet at least posthumous hamder own country**°

In the spring of 1987 (16 April to 17 May) a repestive exhibition was organized from llka
Ged's works at thevlizicsarnok the largest exhibition hall of Budapest. Fromébiiary to

15 March 1989 the artist’'s drawings were shownhat Municipal Gallery of Szombathely,
Hungary. Gefl's second Glasgow exhibition took place betweere@dnber and 12 January
1990 at the Third Eye Centre (346-354 Sauchieha#e®). The catalogue planned for the
event could not be published due to lack of swdfitifunds, but the exhibition was a great
success. During its first days the students ofriaby Academy of Arts came to visit the
event in groups, and, to my surprise, many of tiséanted to copy the drawings. Someone
explained to me that there is nothing to be suegriabout because if the students think
something is good and interesting they often siaplying the exhibited works of art.

139 John Russel Taylor, “Brilliant Exponent of an Cattel Style” The Times, 29 October 1985
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This retrospective exhibition, the largest one @o §lave a comprehensive review of Ged
complete oeuvre and it was quite interesting forthe it followed the artist's work from
1934 on, thus including also the juvenilias. In arficle titled Glasgow Tribute to Artist of
Extraordinary Giftsand published at the time of the second Glasgomibéion that took
place in Glasgow's Third Eye Centre in the Scotsmdnrdo Macdonald pointed out:
“Gedd’s work displays deep introversion but in a vergipge sense. A typical subject of her
drawing is a woman reading, head propped on hed,leamd very often those she portrays
seem to be enclosed in a world of their own thosighhey are drawn in pencil in a way that,
as many of Van Gogh's drawings, evokes straightémdaphysical reality and emotional

sensitivity at the same timeé*

In 1991 a group exhibition was organized at theddumian National Gallery titled The Sixties

/ Emerging Trends in Hungarian Visual Arts at whitka Ged was represented by one
painting (Album /Oil Painting 29 titled ArtificiaFlower with Falling Leaves) held by the
permanent collection of St Stephen’s Museum of 8zf&hérvar, Hungary. One of the critics
of the exhibition wrote: “For example, there is @logely no justification for not showing
Béla Fekete Nagy and for the astonishingly redymedentation of the oeuvre of llka Ged
and Erzsébet Vaszké. Each of the latter two artisésrepresented only by one work at the
exhibition.”*! Later on in the same essay, the critic notes:iftese examination of the past
should have involved the presentation, side by, sidethose works that the official arts
policies of the 1960’s regarded as great art amsehworks of art that the outstanding
representatives of Hungarian art history, followthgir common sense, regard as significant
art today. The exhibition should have shown whatNational Gallery was collecting back in
the 1960’s and also what it was collecting in 188Q...) In that case the metaphysical depth
emanating from the dark pastels of Erzsébet Vasakdld have become clear to the visitors
and it would have turned out how fascinating a feaip intensity the works of Ilkka Géd

have.”4?

9 Murdo Macdonald, “Glasgow Tribute to Artist of Exbrdinary Gifts” The Scotsman

141 péter Gyorgy, “Mostantdl fogva ez lesz a milt (aks évek)” [From Now On This Shall Be the
Past (The Sixties)] In: Péter Gyorgy, Elsillyedgser [A Sunk Island] (Budapest: Kéfiniivészeti
Kiadé, 1992), p. 98.

12 1bid.: p. 111. and p. 112.
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In the spring of 1994 Janos Gat Gallery in New Y@iky organized an exhibition from the
paintings and drawings of G&d Born in Hungary, Janos Gat fled to Israel through
Yugoslavia. Later on he went to Paris, where heegithe Squat Theatre, a Hungarian,
counter cultural amateur theatre group, founde@d&ter Haldsz, that emigrated to America at
the mid-1970’s. He opened his gallery with the haflp prosperous New York factory owner,
Ruby Azrak. In the initial years it was on the bifloor of a tenement building located on
Fifth Avenue, a stone-throw away from the distottliamond dealers. Gé exhibition was
open from 1 March to 15 April 1994. The Forward, éina’s largest Jewish weekly, carried
an article on the Gallery: “The llka Gédetrospective is just the latest in Mr. Gat’'s efao
bring to light a number of Hungary’'s avant-gardiests (both living and deceased), many of
whom, owing to their Jewishness and their positi@ss political dissenters under the
Communist regime, were never accorded formal aoclat® From April 1995 four of llka
Geds’'s drawings were shown at the exhibition titl€illture and Continuity: the Jewish
Journey of the New York Jewish Museum, then these drawingse acquired by the

museum.

Anita Semjén got to know the art of Gedt the exhibition of the Janos Gat Gallery, ananfr
the drawings of Gydrgy Roman made during the wlaHungarian war criminals and llka
Gedy’'s drawings made in 1944 in the Budapest ghetto®siganized an exhibition at the
Budapest Jewish Museum titl&tictims and PerpetratorsThis exhibition, extended by three
paintings of both artists, was shown one year latethe Yad Vashem Art Museum in
Jerusalem. The best drawings of Gedyhetto series were acquired by the Yad Vashem Ar

Museum.

The Shepherd Gallery in New York City organizedexhibition*** from Ged'’s drawings
including the table series, the self-portraits el Ganz factory drawings from 21 November
to 19 December 1995.

%3 Douglas Century, “100 Years in the Avant-Gardeb@rated from the Basements of Budapest,
Hungarian Jewish Artists Arrive in Budapest)” Therward, 1 April 1994. Another review titled
“Hungarian Masterworks’ First Showing in New Yonwas published by Madeline A. Visbasius in
the 16 March 1994 issue of the New York Cover Magaz

1% Elizabeth Kashey (ed.), llka G&d1921-1985) Drawings and Pastels (New York: Shephe
Gallery, 21 East 84th Street)
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In November 1997 a bodk, includingstudies on Geilby the Hungarian art historians, Péter
Gyorgy, Gabor Pataki, Julia Szab6 and F. Istvanziiiéss, both in Hungarian and in English,
was published. The story of this book, which wagioally intended to be the catalogue of
the 1989 Glasgow exhibition, is rather complicatBarly in 1995 the editor of the Uj
Mivészet Publishing House, Gabor Pataki receivedHiinggarian and English manuscript,
extended by a detailed bibliography, chronologieziew and the listing of the artist's group
and solo exhibitions. Gabor Pataki apparently siemtmanuscript to press without editing it.
The intention might have been to print an Englisblbthat was literally teeming with errors,
and thus create a bad impression. With the terteatil had to commission a native speaker
with correcting the English translation. The mamagethe Uj Mivészet Publishing House
changed the text without my knowledge so as toter@afait accompli by the time of
publication and so as to conceal the fact that mhgsvof Ged were acquired by famous
public collections. Thus, for example, The Jewistiskum of New York was deleted from the
list of public collections where Géts works are preserved and the Jerusalem Israe¢ihus

was renamed into Jewish Museum.

The book was not distributed and for years it cowdtbe seen in any of the bookshops and it
is highly probable that the printed copies wererdgsed. | had to donate three copies of the
book to the National Széchényi Library, a natioreference library, several years after
publication. This became necessary because tharyilgot only one copy of the book as a
result of which it could not made available to resd

In 1998 the sons of the artist donated a totalftdein drawings to the Department of Prints
and Drawings of the British Museum, and this wakoyeed be another donation of six

drawings for the Jerusalem Museum.

In 2003 a beautiful albutf® was published both in Hungarian and in Englishlka Ged.
Marianna Kolozsvary helped a lot in the realizatwinthis project. The expressions “she
helped a lot”, she “helped a great deal” are battueate and inaccurate. She really helped a
great deal, but on top of this, she gave some advithout which the whole project aimed at

195 péter Gyorgy, Gabor Pataki, Jilia Szab6 and Fansiészaros, op. cit.

148 |stvan Hajdu — David Bird, The Art of llka G&dBudapest: Gondolat, 2003) Istvan Hajdu — David
Bir6, Ged llka mivészete. [The Art of llka Géll (Budapest: Gondolat, 2003)
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publishing this album would have collapsed. Thésestsons donated a total of twenty-three
drawings and three paintings to the National Gglend this way the financial assistance
could be secured for the publication of this albumma Hungarian and an English language
version. This album, in addition to the reproducted several documents and a large number
of drawings, also includes colour plates about edt¢he paintings.

Curated by Mariann Kolozsvary and Zsuzsa Jobbaglyeautiful oeuvre exhibition of G&d
works was organized, but this, unfortunately, dad prevent other national Gallery staff from
trying to cause harm to this exhibition. The OcteDecember special museum issue of the
largest programme weekly of Budapd®esti Misor did not even mention this exhibition and
on asking the responsible staff member of the MatiGallery | was told that she was not
sure about the opening date of the exhibition, Wwhi@as quite ridiculous because it had
already been agreed on six months before. The mealpPesti Misor failed to inform about
this exhibition was the intention to conceal thiemt. This same staff member, although she
did invite me to the press briefing of Budapest @wmss where | could show the journalists
the newly published album, did not even bother timgothe exhibition catalogue of llka
Ged, a catalogue published by her own museum! Shepmelyared a few bad-quality copies
of the first page of the catalogue that she disted among the journalists with the obvious
intention to conceal the significance of this evdftllowing this she assured me that the
National Gallery would sometime and at the latesote March advertise Géd exhibition.
This was followed by a complicated lecture on hoffiadilt it is to order the publication of an
advertisement. This may take even months. | hadisten to these cheeky lies without
showing what | felt. | told this staff member howsatlvantageous it was that in the huge
entrance hall of the National Gallery only a A/4esl notice advertises the exhibition located on
the third floor. (Most of the exhibition reviews ni®ned, quite correctly, how difficult it was
to find the exhibition in the huge building of tNational Gallery.) The staff member promised
they would place a big-sized poster on an eadékirentrance hall. This promise was not kept.
The Gallery did not print a poster for the exhdaitiwith the intention to prevent this event from
being publicized too much. Towards the end of Jantre staff member of the Gallery who |
talked with back in December suddenly blurted tiat the administration of advertisement is
not her but her boss’s task. Finally the editoctiief of Elet és Irodalom Hungary’s best
literary weekly ensured that the exhibition is atiged in his paper. Another four advertise-
ments were promised by the National Gallery owvlaith only two could be published.
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Staff members of the National Gallery had beenrmfog me for months about a co-
operation agreement betwelet és Irodalomand the National Gallery on the publication of
an issue of the weekly illustrated by works on papeGed. Early in January, at that time
the exhibition had already been open for two martties responsible staff member explained
to me that it was her job to do the administratagks in connection with the planned issue. It
turned out immediately that she had not even habalit the scanned images that | handed
over to the Gallery two months before. Before lagnihem to the National Gallery | had
scanned all the works on paper and | also scarheedrtes that were later on acquired by the
National Gallery. | did not know what the respofeistaff member was able to arrange
without having the scannings. | remember havingdooted a long conversation with the
head of the Gallery’'s marketing department on whou&l write a commentary to the
published drawings. | can clearly remember thaehtioned Agnes Gyetvai's short study on
Ged, but | did emphasize that | really do not waninterfere with his decision. In response,
the head of marketing promised to me in a phoneversation to hand over the scannings
needed for the Gédissue to the editorial office d&let és IrodalomLater on, however, the
editor of Elet és Irodalominformed me that there was not any co-operatioreemgent
between the National Gallery and the weekly on ssue illustrated by Gé& works on
paper. When | mentioned this to the marketing diined got a letter with vague threats: “|
have never told you that there would be this istoely contacted the art editor of the weekly
asking him about the possibility of such an issliee art editor told me that they publish
images only from thematic exhibitions and one-persa&hibitions are not accepted. They
publish only the works of contemporary artists.Bet és Irodalomhas never ever promised
us anything. We had the intention to publish thages in the weekly. | would be very glad if
you stopped trying to go your own ways, pretendima you act on our behalf and it would
also be good if you did not arrange things behiydoarck.”

| made available the scannings of approximately \®6€ks on paper by Gédso that visitors
can also view them on screens in the exhibitiora.aBome of the scannings were finally
shown without the signing of an agreement on thengeof use. The fate of the scanned
images is uncertain, although | do hope they hasenbdeleted from computers of the
National Gallery. Geéls exhibition was underway but the museum bookstlidpnot even
bother to place the albums in a place that théorsicould see them, and when they did put
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out the album, they only put the Hungarian languegrsion on display, even though more
than half of the visitors of the Gallery are fom@gs. In the final weeks of the exhibition |
managed to convince the staff of the bookshopdplay both versions of the album in a glass

showcase.

The last week of the exhibition that overlappedhwite first week of the Mihaly Munkacsy
exhibition arrived. Gallery staff members thoughivas too much to have on one side of the
entrance the poster of Gesd exhibition and on the other that of the Munkaeghibition, so
they removed Geéils poster and the other A/4-sized “poster” in therance hall of the

National Gallery was also gone.

In the autumn of 2003 | handed over a detailed o@euation of Gedl to the archives of the
National Gallery. In the summer of 2005 | got @adefrom the director informing me that the
Geds documentation had been taken up into the archiBessjust a day before the receipt of
the letter | saw something strange in the Archivesere | went to hand over the Hungarian
press coverage of G&d exhibition. The material was not catalogued. Tiberian on duty,
who could not hide her embarrassment, took thelilwe folders, containing the documen-
tation, out of her boss’s cabinet. She also hadpy of the director’s letter informing about
the cataloguing. The archivist wrote the identifica number on the two folders and when |
asked her when the other materials would be catalbgl did not get a clear reply, because
the archivist suddenly realized that she was busiygdsomething else. | was also astonished
to see that the card catalogue system of the Aeshof the National Gallery does not even
contain the catalogue of G&d exhibition, i.e. the catalogue of an exhibitigqublished by
the Hungarian National Gallerglthough the National Gallery itself organizedstbkhibition

in the same building. No wonder that | cannot bsoaliely sure that the material on llka
Ged will really be preserved by the Archives and madailable to researchers on request.

The Institute of Art History also has a documentaibn Ged, but it is not catalogued either.
This is a quote from my letter written in 2005: ‘@eMr. Pataki/ Thanks for displaying, from
18 January, the fond number of the Gdand on the website of the Institute. This is heal
good news as the oeuvre exhibition of Gatithe National Gallery is still underway. You can
now view a large number of the works on paper atr@en placed at the entrance of the
exhibition. A fond, whose items have not been ptedi with inventory numbers, will be
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exposed to the risk of items being lost. Let usiassthat someone who finds a letter from
Yad Vashem Art Museum (along with the scans andrithentory numbers of the drawings)
confirming that they have 135 ghetto drawings ieirtltollection, throws this letter away.
Another researcher could, out of neglect, misplm®e items. Your view means that these
documents (confirmation with inventory numberslad ghetto drawings) is not so important
as to have a separate inventory number withindhd.f | cannot agree with this. Is this what
these children, victims of the Hungarian holocadstserve? They have become part of a
staple of papers without identification numbersgdis exhibitions in Hungary and abroad
make a detailed inventory of the fond necessargalrse, this way, the contents of this fond
could be better preserved for the future. Back9@5L(that is ten years ago) you promised to
me in your letter (letter no. 177/199%e fond would be processed, and now that ten years
have elapsed (letter no 19/2005), you say that ntot useful to have a detailed inventory of
the fond. «Similarly to other fonds, we are unfoetely not in the position to prepare a more
detailed inventory.» However, a large number of fihheds are inventoried in the Institute’s
Archives, and | find little solace in the fact thhere are also some that, similarly to Ged
fond, are not inventoried. / Last year | preparetetailed list of items in the fond | handed it
over to Mrs. Levente Nagy. Maybe you still have/ iNow | have sent this list again in the
hope that my request concerning the fond ofd&Geah be fulfilled, all the more so as the list
of items in the inventory has been prepared. / @ensg the above, | request you to ensure
that the inventory list of the fond on Gebe prepared.” In vain did | write this letter. My
request was rejected and | was even reprimandeanjopoor judgement and a detailed
inventory of the fond has not been made.

FINIS
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9. Chronology

1921

1939
1940

1939-42
1942

1942-43
1943

1944

1945

1946

1947

1949

1950

1953
1962
1965

1969-1970

1974
1980

1982

Ilka Ged was born on 26 May 1921 in Budapest. Her fathes aveeacher at the
Budapest Jewish Grammar School. The mother, Elga2képf, was a clerk.

In autumn llka Gédvisits the free school of Tibor Gallé.

She participates in the second exhibition ®MIKE (Hungarian National
Cultural Society of Jews).

Due to family connections, she receivasitrg from Viktor Erdei.

She takes part in the exhibition organisethkyGroup of Socialist Painters that
takes place at the Centre of the Metal Workersodni

She attends the free school of Istvan Qikétrasser.

Ged participates in the fifth exhibition of OMIKE irhé exhibition halls of the
Hungarian Jewish Museum.

In the Budapest ghetto a huge series of dgmsagborn.

In the autumn of 1945 llka Gednrols as a full-time student in the Academy of
Fine Arts. However, she leaves the academy aftem&inths due to family
reasons. She draws at the school of Gyula Pappsfanember of Bauhaus.

She marries the biochemist Endre Bir6.

She takes part in the Second Open Nationablrim of the Trade Union of
Hungarian Artists. Birth of her first son.

She stops her artistic activities only to meswhem in 1965.

From 1950 on she does not take part in &t Her interests turn to the philo-
sophy of art and art history. She translates ektensassages from Goethe’s
theory of colour.

Birth of her second son.
The Hungarian National Gallery buys three dngw of the artist.

Ged shows a selection of her drawings from the ye&#4511949 in a studio
exhibition. She resumes her artistic activities.

Spends a year in Paris. She participatasgroup museum exhibition of the
Galerie Lambert.

She gains admission to the Association ofAligutists.

Retrospective exhibition in the St. StepheWMaseum of Székesfehérvar,
Hungary.

Exhibition at the Dorottya Gallery of Budape$the National Gallery of
Hungary buys two of the artist’s paintings.
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1985

1987

1989
1989-1990

1994
1995

1996

1997
1998

1999

2001

2002

2003

2004

2006

Ged dies on 19 June in Budapest. A solo exhibitiothefartist is opened in the
Gallery of the Szentendre Art Colony. A solo extidn of Ged is organized in
the framework of the Hungarian Season in GlasgoabG art is praised by the
art critics of theGlasgow Heralgd The Scotsmarfinancial Times The Times
Daily Telegraph The ObserveandThe Guardian)

Ged’s largest Hungarian exhibition takes place in edapest exhibition
venue Miicsarnok

Exhibition at the Municipal Art Gallery of Snbathely, Hungary.

Getls second Glasgow exhibition takes place betwe&e&mber 1989 and
12 January 1990 at the Third Eye Centre (346-354#l8ahall Street).

Solo exhibition at New York’s Janos Gat Galler

An exhibition titledVictims and Perpetratorgrom the drawings of Gyorgy
Roman made during the trial of Hungarian war craténand Gedfs drawings
made in 1944 in the Budapest ghetto takes platteeaBudapest Jewish Museum.
From April 1995 four of Ilka Getls drawings are shown at the exhibition titled
Culture and Continuity: the Jewish Journef/the New York Jewish Museum
for a period of six months. The Shepherd Galler@w York City organizes an
exhibition from Ged’s drawings including the table series, the selyaits and
the Ganz factory drawings from 21 November to 1@dbeber 1995.

Supplemented by three oil paintings of botlldGand Roméan\Victims and
Perpetratorsis shown at the Art Museum of Yad Vashem.

Solo exhibition at the Janos Gat Gallery invNerk City.

The Department of Prints and Drawings of the British Museum acquires 15
and The Israel Museum acquires six drawings by Gkab.

Participation in the collective exhibitionldéd VVoices From Here and There
(New Acquisitions in the Department of Prints andawlings) of the Israel

Museum The Dusseldorf Museum Museums Kunst Palast aegjién drawings

of the Artist.

Chamber exhibition of Géd drawings at the Budapest Municipal Picture
Gallery and Kiscelli Museum. The National Gallenyb three of Geils paintings.

Two of Gedl's painting become a part of the permanent exbibitof the
National Gallery.

Gondolat Kiad6, a Budapest publishing house publishes in English and
Hungarian an album titledhe Art of Ilka Ged (1921-1985) / Oeuvre Catalogue
and DocumentsThe sons of the artist donate twenty-three drgsviand three
paintings of Ged to the Hungarian National Gallery.

Oeuvre exhibition in the National Gallery adigary from 18 November 2004
to 3 April 2005.

Exhibition of llka Gedltakes place at the Berlin Collegicum Hungaricuamfro
March to 10 May. A representative selection of #mist's drawings and
paintings is shown from the permanent collectiohshe Hungarian National
Gallery and the Dusseldorf Museum Kunst Palast.
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2011 The Kupferstichkabinett (Museum of Prints 8mdwings, Berlin) acquires eight
drawings of Ilka Gedl.

2013 The Albertina acquires twelve drawings of Kkad.

2013 Chamber Exhibition of llka Gédat the National Theatre of Hungary from 22
March to 23 April 2013.

2014 The joint exhibition of the National Galleryldungary and the Israel Museum

titled Dada and Surrealism. Magritte, Duchamp, Man RayiroM Dali--
Rearranged Reality. Creative Strategies in Hungarfat under the Spell of
Dada and SurrealisnfJuly — 5 October 2014) features three drawingktaree
oil paintings by llka Gedl
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