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Introduction
In 2016, the sixtieth anniversary of th856 HungarianRevolution and War of Independence

provided new opportunities to reconsider and réthire Revolution from a photographic and
visual perspectivé.

1 This study was prepared originally as a papertferGonference of the Japanese Society of Hung&tizties
(Hangari Gakkai) in 2016 and as a companion teiteédl 956 photo exhibition in the 2016 Hungariahileition
room of the the University Festival of Josai Inetfanal University. The original text was modifiadd
completed, among others, with explanations aboatqgraphs that have emerged in the past coupleaby
(2017-2019). To make the reading easier, the ayghothe English translation of the Hungarian aaplahese
reference materials into parantheses.

2 After World War Il, Hungary signed the Paris Ped@ioeay in 1947, which restored basically the basder
imposed after World War |. The Soviet Union put lgary under its sphere of influence and the coupégame
a socialist state. The authoritarian and repregsiligical system led to political demonstratiomglaiprising in
October 1956. Historians are referring to thesensvas the Hungarian Revolution of 1956 (in HureyariLl956-
os magyar forradalom, in Japanese: 1956/~ 7/ U —#:iy), and the 1956 Hungarian Revolution and War
of Independence (1956-0s magyar forradalom és dsagharc, in Japanese: 1956D /> 77 U — #ify LAl NT
D#EV ) is also widely used. The words War of Independgnat an emphasis on the armed fights. The
expression Uprising (in Hungarian: felkelés, inalegse: ¥k, #iifL) is also used. The participants of the



As one of the most prominent researchers of theés Fdngarian Revolution, Janos M.
Rainer notes, the Hungarian Revolution was a wevient, a world sensation, and a media
event. More than one hundred and fifty journaléstd photojournalists traveled to Hungary in
the wake of the revolution. The BBC also sent telewision broadcast camera crews. Hours
of motion pictures, tens of thousands of photosewaker’

The analysis of the photographic history of theGLBlingarianRevolution and has not yet
been finished. The photographs of the foreign anahgdrian professional and amateur
photographers were not only taken in often advenisiconditions, but the way in which these
photos were brought or smuggled out of the couatnyg, how they were kept secret for many
decades was also nothing short of adventurousuhghry, after the Revolution, the authorities
systematically sought to collect photos and footagel used them to try and identify the
participants of the “counter-revolution,” as theharities had labeled it. The photos were used
to compile propaganda material based on politicddiiermined criteri4.

During the Kadar Era, many pictures remained hiddeiHungary, and these photos only
began to emerge from their hiding places after 188fact, this process continues even to this
day.

By the 50" anniversary of the Revolution, in 2006, several i®oks were published in
Hungary based on photographic documénEirthermore, in the year of the'8@nniversary
(2016), new photos were discovered. Over the astdecades, the Internet has brought a
significant change in terms of our visual cultunel ghe way in which the photographic heritage
of the Revolution has been dealt with. Scientiéisgarch results and many of the ‘56 photos
have also been made easily accessible through iesh ©ne of the most interesting digital
databases of the ‘56 photos was launched in spfi2§1?.

As Rolf Muller puts it, a photograph is not simply imprint of a piece of the past, “and it
is not only a source, but also a household iterd,diifierent functions are assigned to it, while
many interpretations and layers of meanings amnddrbased on it.” In the case of major
historical events, the still picture is not onlyi $tame of our private history, but also a higtad
source’

Revolution are often referred to as “56ers” (in ganan: 56-osok or 6tvenhatosok), and the armdudig as
uprisers (in Hungarian: felkék), or armed uprisers (fegyveres felldel, freedom fighters (szabadsagharcosok).
8 Janos Rainer MAz 1956-0s magyar forradalofithe 1956 Hungarian Revolutiof§udapest: Osiris, 1956),
11-13.

4 Gyorgy SumegiNaplok, interjik '56-rél (Diairies and Interviewshaut '56) (Budapest: Enciklopédia Kiado,
2006), 149.

5 Katalin Jalsovszky, “Az 1956-0s forradalom képeb@. évforduld alkalmabdl megjelent kiadvanyokban
(Pictures of the 1956 Revolution in the Publicasi®ublished for the Commemoration of the 50th Aergary

of the Revolution), FotdmivészetFebruary 2007,

http://fotomuveszet.net/korabbi_szamok/200702/a26&9 forradalom_kepei?PHPSESSID=e56e58c20f40b31
19d4f8¢c958e0468d6.

6 http://www.magyaroktober.hu

7 Rolf Muller, “A forradalom emlékalbuma (The Commerational Aloum of the Revolution)Betekins - Az
Allambiztonsagi Szolgalatok Torténeti Levéltaraivakrnetes folyoirata (Insight — The internet joatof the
Historical Archives of the State Security Servicdaphuary 2007,
http://www.betekinto.hu/sites/default/files/betetirszamok/2007_1_muller.pdf
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During their daily activities, domestic and foreighotographers often photographed the
same events. Due to the noticeable differencdmeiteichnical aspects of the photographers (e.g.
methodological approach, local knowledge, aims,erpretations of the situation,
accompanying texts of the photos, etc.), theirypes carried multiple layers of meanings and
interpretations. The evident and perceptible déifee in approaches allowed for a variety of
visual representations of the Revolution. On tothaf, these photographs faced very different
destinies: in Hungary, after the Revolution, thé fhotos were not printed in news magazines,
like in the West, but were used in criminal progesuby the authorities.

The only exceptions are those photographs whiche warblished in the short-lived
democratic Hungarian press during the Revolutiamirg these tumultuous days, the Igazsag
(Truth), the Magyar Szabadsag (Hungarian Freeddm)Magyar Flggetlenség (Hungarian
Independence), the Magyar Ifjsag (Hungarian Yquthg Magyar Honvéd (Hungarian
Soldier), and the Népakarat (People’s Will), amantgers, published pictures about the
demonstrations, street scenes, and street fights.

As in the past ten years many additional infornretticelated to the photographic history of
the revolution were disclosed, and as the handilirilge visual heritage of the revolution is still
not fully analysed, the author of this paper witeanpt to examine these new developments and
to give a summary of the photographic heritagdeff956 Hungarian Revolution with a focus
on the differences between the professional andeamphotographers including an expanded
structural and iconographic examination of theiotolgraphs.

1 Characteristics of photography - Transformationof the cameras and the photographic
culture in the fifties

The fifties were the golden age of press photographeady, long before the war, the
innovation of German Leica cameras, namely theitgbilo shoot on 35mm films,
revolutionized the workflow of photojournalists gmieéss correspondents. As a result of Leica’s
success, other camera and lens maker companieastolgtlander, Kodak (Retina), and Zeiss
(Contax) began producing small-film photographicchiaes, lenses, and equipment, as well
as the first Leica replicas. One such example wakyZcamera from the Soviet Union, which
achieved a high standard in photographic cameraesrsdoroduction.

In addition to these small-film machines, portafiedium-format (Rolleiflex) and large-
format machines became also widespread, so bytedHirties, from the time of the Spanish
Civil War, more and more agile, professional phoapépers could specialize themselves in
conflict photography. Professional photo agencess &ilso been established - one of the most
famous being Magnum, founded (among others) byHtegarian Endre Friedmann, also
known as “Capa.”

8 See below a more detailed analyse.



In the fifties, magazines with photos were publéshad circulated in large numbers all over
the Western world, such as the American Life, thenEh Paris Match, the Italian Epoca, and
the German Stern. These magazines, when informedt ahe uprising, sent their press
correspondents directly to Budapest. After the aeseries 11l (which used screw-on lenses
during World War 11), the company released thet fo@mera of the revolutionary M series, the
M3 in 1954% This auspicious debut was right around the tim@beginning of the Cold War
and the conflicts of the fifties.

The most widespread and common form of photography the use of the 50mm lens -
which yields a perspective to its users one sindhe proportions and field of view perceived
by the human eye. Thus, it is ideal for documentgainptography. In photographs of the
Hungarian Revolution, the trained eye can actuaitypgnize that they were taken by a 50 mm
lens1®

At this time, the process of photo development.(dayelopment-enlargement, making
contact prints for photo editing, etc.) had alssemi to the level of professional standards
worldwide. In Hungary, portrait photography waseally taking place on a large scale in the
capital' However, in post-war socialist Hungary, even sestié photographers were forced
into co-operatives (called FENYSZOV) through natitiration, which limited the
photographer’s freedom in many terms.

In addition, in Hungary, numerous photographic vstwkps were running within state-
owned companies, and these companies also owngdwre photo labs. At the same time,
amateur photographers were operating "developraest in their bathrooms at home.

These were the technical conditions under whicHdhegn photo correspondents and their
professional and amateur counterparts in Hungamkedduring the Revolution. Let's now
look at the foreign and domestic photographers whotographed in Hungary during the
Revolution.

2 Foreign photographers
Foreign photographers were basically professioredgphotographers who worked for the

media introduced in the previous pages. They hdgramuce" material of professional quality
within a relatively short time. Unlike the Hungariphotographers, who will be introduced later,

® Raika tsushin henshub@ (1 77 1813 fm4E &%, ed. by the editorial board of Leica Tsushintjgata Raika
hisutori bukku (M# Z -7 & & %X } J—=">» 2 The history book of Leica MYokyo: it i t1: Ei
shuppansha, 2003). Kabushiki kaisha YuniZgin{< = = > > f, ed. by Unizon M-gata Raika no subete -
M-gata Raika no bodi to renzu no miryoku wo tekeisho suru (M =7 2D FXT - M B Z 1 0 DAF 7

g & L XD 2 AT S Everything on the Leca M - A thoroughful investigaton the
fascination of the Leica M body and lens¢$pkyo: #fit Hififi#1: Ei shuppansha, 1999).

10 The 35mm lens, also known as the reporter lenajduoegin to spread with the Leica M2 series offilgra
1957. See the above-mentioned books on Leica.

11 Akos Bartha, “Szipal Marton életutinterjja (Lifaterview of Marton Szipal), Térténelemtanarok Egylete
September-November, 2010, http://www.tte.hu/medififpterjuk 10-szipal_marton.pdf
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they did not speak Hungarian at all, so their krealgke of local conditions was limited. They
had to use local interpreters for their work. Imyaases, they only spent a few days in Hungary,
and basically only arrived after the outbreak cfretg on 23 October. In other words, after the
initial "hot days". Exceptions were those half dopeess correspondents who were already in
Hungary on October 2%. This also explains why many arrived to Budapesf orar the end

of October to report about the clashes on Koztagsésr (Republic Square) at the Hungarian
Working People’s Party (MDP) headquarters and @tState Security Authority (AVH) (see,
for example, Pedrazzini's tragic case).

Some photographers were real "wanderers," congtseking photographic subjects in the
different corners of the world. Some had experidrntemselves earlier persecution, and had
been driven abroad with their family members byphbétical systems and authorities of their
countries - such as John Sadovy, a Czech natiomalb&came world-famous largely for his
documentary work of the 1956 Hungarian Revoluti®uss Melcher, an American who
accidentally remained in France to work theand the Austrian Erich Lessing, who was of
Jewish origin.

As for their choices of photographic subject, ttexyded to choose scenes of dynamic events,
and compared to amateur photographers, their éffadnsciously frame and spatially organize
images is obvious. Their choices affected the Viand artistic quality of their pictures. In
addition, they had to take into consideration th@igazines' visual requirements as well as the
tastes of the country where the magazine was fhdalisin other cases, we know either by
personal recollections or a thourough analysidefgictures, that even without speaking the
language, professional photographers communicéiédlly with the primary subject of the
pictures to produce revolutionary genre picturessbme of these photographs of armed
revolutionaries, it is apparent that the main scitj@eok a certain pose or turned to the camera
and waited patiently for more pictures to be takéhim at the request of the photographer.
Gyorgy Sumegi points out that some foreign photplgeas rented first floor apartments for a
better viewt®> This meant that the photographer’s vantage panaime different from that of
the street level. Pictures of photographers takictures from these second level apartments
indeed can also be seen in some of the photos of (Wlngarian News Agency)
photographer$?

The technical possibilities of the press were algferent in Hungary, as there were no
Western-style picture-filled magazines in Hungarthat time. The foreign photographers had
to bring fresh material to the editorial offices, many of them left Hungary after a few days.

12° A thouroughful research and presentation aboutdieign press’s activity can be found here: Javiomar,
“The World Press on the 1956 Revolution.” The o for the history of the 1956 Hungarian revalnti2007.
http://server2001.rev.hu/msite/display_item.asp2&kct=tu&lang=e.

13 Gyorgy Sumegi, “A Torténeti Levéltar 1956-os féapki (The 1956 Photographs of the Historical Arehiv
of the State Security Services),”fényképek 195@udapest: Allambiztonsagi Szolgalatok Torténetvéltara
(Historical Archives of the State Security Serv)je@906), V-XVIII,
http://link.oszk.hu/libriurl.php?LN=hu&DB=any&SRY +& SRE=000002635877.

14 Tamas Féner, eKor-képek: 1956 (Era-pictures: 195qBudapest: Magyar Tavirati Iroda, 2006).
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In the meantime, the Suez crisis also may havéoléleir relocation to the new crisis center.
Their pictures became world-famous almost immedfiabait the Hungarian public could not
see them and wonder at them until 1$89.

It might be also interesting to mention here thasitbes the photographers, television
journalists also worked in Hungary during the Retioh, such as the British Charles Wheeler,
and the American Ernest Leiser.

Photographers worked independently or with thegpcesrespondents. One of the novelties
of the 2006 commemorative year was the bBakapestfl jelentjik: Az 1956-0s forradalom
az egykoru nemzetkdzi sajtoban: Valogatas (We eporting from Budapest: The 1956
Revolution in the Contemporary International PredsSelectioh edited by historian Janos
Tischler. The book is a collection of articles aodhments from the contemporary international,
Western and Eastern European press on the 1956itiend®

According to a summary in the magazine Faigészet (Photographic Arty, more than 30
foreign photographers worked in Hungary, includignnes Betzler (Minchner lllustrierte,
Suddeusche Zeitung), Georgette Chapelle (Llllystaymond Darolle (Sygma), Anders
Engman (Se), Jack Esten ( Picture Post, BBC), Bdlhausen (Stern), Peter Gotz, Benno
Graziani, Vagn Hansen (Billed Bladet), John HilkeglsAlfred Hilscher, David Hurn (Reflex
Agency), Fritz Kern (ORF), Ginette Laborde, Ernaule (Minchner lllustrierte), Fred Mayer
(Black Star), Russ Melcher, Jack Metzger (Schwelllastrierte Zeitung), Stefan Moses
(Revue), Angelo Novi, Willy Rizzo, (Sygma), MichaRbugier (Time, Life), Frank Spooner
(Gamma Photos), Franz Finch Stringer, Philip Tre@art Waage, Harry Weber (Stern), Lutz
Weitz (Revue), and Gerold Zu$t.

Unfortunately, less than a hundred pictures ofwoek of foreign photo reporters can be
found in Hungarian public collections (Hungarian $dum of Photography, Hungarian
National Museum Historical Photo Gallery), but #hdrave been numerous exhibitions of
foreign photographers over the past 27 years ieraéeities in Hungary (Budapest, Miskolc,
Kecskemeét, etc.)

The work of certain photojournalists is worth dissing briefly, because of the high profile
of their work during the 2006 and 2016 memorialrgedohn Sadovy was of Czech origin and
worked for Life. His series of photos of the Octol@®" lynching taken at Kéztarsasag
(Republic) Square was published in the propagantiigations and “historical literature” on

15 Muller, “A forradalom emlékalbuma (The Commemaratl Album of the Revolution).”

16 Janos Tischler, edBudapest#l Jelentjik: Az 1956-os forradalom az egykor( nekdze sajtoban: valogatas
(We are reporting from Budapest: The 1956 Revatuticthe Contemporary International Press: A Sétaot
(Budapest: 1956-0s Intézet, 2006).

17 Fotomivészet is a Hungarian professional photography magavith critical, theoretical and historical
articles on photography. It was founded in 1966.

18 Jalsovszky, “Az 1956-0s forradalom képei az 5@oul6 alkalmabdl megjelent kiadvanyokban (Pictuoé
the 1956 Revolution in the Publication Publishedtfe Commemoration of the 50th Anniversary of the
Revolution).”



the “1956 counter-revolution” of the Kadar regirse,these photographs and the name of the
photographer were commonly known in Hung®ry.

The Austrian Erich Lessing’s work was one of thestrsignificant photographic testimonies,
not only of the 1956 revolution, but also of thealéhyear, which was full of political and social
changes. Lessing himself worked for the aforemeetiomagazines (Heute, Life, Quick, Paris
Match, Epoca). Lessing's photojournalistic qualiys not an accidental as he and his family
were forced to flee Europe before the war, so he atde to illustrate the great changes of the
year 1956 with an adequate sensitivity. The volwhais '56 photos has been published in
several languages, including Hungarian (20863nd these photos have already been exhibited
at the French Institute in Budapest, the Budapegbly Museum, and in Vienna.

Another renowned photographer of the Revolution \iagn Hansen from Denmatfk. His
portrait of Erika, a teenage girl in a cotton jaokéh a drum machine gun, was the cover image
for the November 13 issue of the Danish Billed Blaith 1956. The tragic fates of the main
characters of many of these types of portrait pgsuare underscored by the fact that although
they became world famous almost immediately, thd@ntities remained secret for many
decades. The identity of this girl was only revdale the Hungarian public in 2006, although
an article on her death was published in Denmark981. The 15-year-old girl was under
training to become a cook, but was shot dead oretder 4, during the Russian invasion,
while working with the Red Cross. The picture watet purchased by the Hungarian National
Museum.

Frenchman Jean-Pierre Pedrazzini who photographedRevolution for the French
magazine Paris Match, was seriously injured dutivgy Koztarsasag tér (Republic Square)
fightings on October 30, and later died on Novemben a Paris hospital. In Hungary,
Pedrazzini was a companion of the Austrian FranésSolLegend says that Pedrazzini put a
large telephoto lens on his camera and that wasthdylefenders at the party headquarters
shot him. His surgery and return to France weré kredwn and his death symbolic after the
French papers published a picture of him in higphakbed. Interestingly, there were some
Hungarian photographers who knew about his escem®@ Hungary. Decades after the
Revolution, on October 30, 2016, Pedrazzini wasroemorated at the Gustave Eiffel French
School in Budapegt

Russ Melcher and Dominique Berretty, two Americam® worked for Paris Match, but
who were originally not war photographers, stayeHatel Gellért. Gellért was very close to

1% These propaganda works were frequently publishedradely distributed by the Kadar regime.

20 Erich LessingBudapest 1956 - a Forradalom. Erich Lessing fotdigidirasok és visszaemlékezések: Erich
Lessing, Fejt Ferenc, Konrad Gyorgy, Nicolas Baquet (Budape&i61:9the Revolution. Writings and
Recollections: Erich Lessing, FéjEerenc, Konrad Gyorgy, Nicolas BaquéBudapest: 1956-0s Intézet, 2006).
21 Katalin Jalsovszky, “Ajandék Daniabdl - Vagn Hamskn fotoriporter felvételei az 1956-os forradalohtA
Gift from Danemark - Press Photographer Vagn Haagghmotos of the 1956 RevolutionFotdmivészet

March 2008, http://fotomuveszet.net/korabbi_sza@@8B803/ajandek daniabol.

22 “Emlékfat Ultettek a forradalomsls fotésanak tiszteletére (A Memorial Tree Was Ridrid Honor the
Revolutionary Hero Photographerptigo, November 11., 2016, http://www.origo.hu/itthon1302111-
emlekfat-ultettek-1956-hos-fotosanak-tiszteleteralh



the city center on both sides of the city, so tkeuld reach the Pest side easily. Another
photographer, the Italian Mario de Biasi worked floe famous Italian Epoca and worked
together with journalist Massimo Mauri in Hungaty.

The last six photographers are also interlinkethleystory of one of the most famous 1956
photographs and a book based on the researctsgftthtograpR?* The authors of the volume,
French journalist Phil Casoar and Hungarian hiatoiszter Balazs, researched the making
and the afterlife of this world-famous photo pubéd in the 398 issue of Paris Match.

The photo, taken on October 30, featured two yqeuple, a young girl injured on her face
and a young boy with a submachine gun. They stgoch@dels for the photographer on the
Muzeum Korat (Museum Boulevard on Pest). The stdrihis photograph is very symbolic,
as it illustrates well that many of the 1956 phoégdns had a similar turbulent fate. In fact, the
authors of the book needed years of research toks the identity of the photographer and
the revolutionaries in the photograph. Casoar aalé#3 explored in their book not only the
myriad vicissitudes of the protagonists of the fampicture, but also the way in which they
personally became absorbed in their own zealousstigative work, and by this unique
perspective, produced a surprisingly refreshing lantan-faced presentation of 1956 and its
aftermath.

The picture was originally attributed to Pedrazzimit it turned out during the research that
the photographer was actually Russ MeléheFhe aforementioned Italian Mario de Biasi and
Massimo Mauri had also met the same couple in ¥i@ieet on the day the famous picture was
taken, and the young girl was interviewed and pi@iphed by the Italian Epoca 10 days later
on the other side of the Austrian border in Eisattsf One of the people in the photograph,
the textile worker Julianna Sponga, fled to Auswith the rest of the fighters of the Corvin
Lane group?’ After a stay in Switzerland, she eventually seftin Australia. Another
interesting feature of the book is that the idgrit Gyorgy Berki, the boy in the picture, was
identified only long after the publication of theéginal French volume, and just before the
Hungarian edition in 2016 was publishédin addition to comprehensively explaining the
depth of photojournalistic work, the book also praed newly developed photos and brought
the difficulties of the photojournalists’ and higems’ work closer to the general public. At the
time of its publication, critics praised the boak,the 300 illustrations, photographs, and maps

23 Phil Casoar and Eszter BalaBsidapest lisei (The Heroes of Budape@Budapest: Scolar, Vince, 2016).

24 Casoar and BaldzBudapest lisei (The Heroes of Budapest)

25 Casoar and BalazBudapest Ksei (The Heroes of Budapesty—71.

26 Casoar and Balazs, 46-60, 135-44.

27 The Corvin Lane group was one of the stunchehtifig group on the Pest side of the city. Theydttie
block the Soviet invasion towards the city centent the southeastern part of the city via one efrttain
strategical roads, the BIIRoad. The Soviet army entered the city also thhotihe same road during the battle
for Budapest in World War II.

28 Casoar and BalazBudapest Hsei (The Heroes of Budapest®g8—49.
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intertwined interestingly with the text of the bodie research was also the base of an award-
winning documentary by Attila Kéke$!.

3 Hungarian photographers

Hungarian photographers, both professional and emahad more local knowledge than
their foreign counterparts. Naturally, the photqip@rs of the MTI (Hungarian News Agency)
were able to attend many social and official poditievents, so they knew well the major
political and public figures involved in the evenBoth professional press and amateur
photographers took pictures of posters, noticed, graffiti, as they were, from experience,
more sensitive to those elements than their foremmterparts.

Some of the photos of Hungarian photographers webéished by the Hungarian press at
the time of the revolution. Some of these newspmapeisted before the Revolution, while
others were shortlived and existed only for a fewysdduring that time. These newspapers,
including (but not limited to) the Igazsag (Truttije Magyar Szabadsag (Hungarian Freedom),
the Magyar Fluggetlenség (Hungarian Independenoe)\Viagyar Ifjlusag (Hungarian Youth),
the Magyar Honvéd (Hungarian Soldier), and the Keapat (People’s Will), were all publishing
pictures about demonstrations, street scenest fitjets *°

On 24 October, the Szabad Nép (Free People), thealdournal of the Magyar Dolgozok
Partja (Hungarian Workers' Party), posted a phajgigrabout the demonstration the previous
day on Margit hid (Margaret Bridge). The picturesveater also published by the Szabad Ifjusag
(Free Youth, the Revolutionary Hungarian Youthsvapaper) during the Revolution. Gyorgy
Gonda's photograph of the demonstrators in frorthefstatue of Bem on October 23 was
published by several journals, including Népszaha,central newspaper of Hungarian trade
unions, and later on October 27 by Truth (the HuilagaRevolutionary Youth Magazine).

The Igazsag (Truth) published a picture about thmdd Soviet books and brochures in
front of the Horizont bookstore on Kossuth Lajose8t3! and another about Wil Road in
front of the Killian Barrack$? On November 1, the Magyar Szabadsag (Hungariaedbre
— the Independent Democratic Daily) showed a péctira burning Soviet tank on Gilroad.

2 Attila Kékesij A forradalom arca — Egy pesti lany nyomaban (Faee of the Revolution - in the Footsteps of
a Girl of Pest) documentary film, Arted Stadio, 2006. Furtheradlston the movie can be found on the web
page of the National Film Institute of Hungary gstt/nfi.hu/hu/film/a-forradalom-arca-egy-pestiyan
nyomaban). An interview can be found here withdiector of the documentary: Horeczky Krisztina ghkesi
Attila: A forradalom arca (Attila Kékesi: The Fac&the Revolution),’FILMHU, November 2, 2006,
http://archiv.magyar.film.hu/filmhu/magazin/kekestila-a-forradalom-arca-interju-szemle-38.html.

30 All of these journals with the photographs weneutgished in the following book. Lajos Izsak andskf
Szab0.1956 a sajt6 tikrében - 1956. Oktober 22. - Noverbbgl956 in the Press - October 22, 1956 -
November 5, 195Budapest: Kossuth Kényvkiadd, 1989).

31 The Horizont bookstore was selling Soviet booksds located on the Lajos Kossuth street. It wasned in
1950.

32 The Killian Barracks is located in the intersestif the Ferenc Boulevard and thediBtreet. The Killian
Barracks and its neighborhood was one of the ersistcenters during the Revolution and thus theplotd of
the armed fighting against the Soviet Army.



The Magyar Szabadsag (Hungarian Independence -naloof the Hungarian National
Revolutionary Commission) presented, on Novembph@to reports on the funeral of freedom
fighters, including one at Rakoskeresztur cemeadeiy about patroling freedom fighters. The
Magyar Ifjusag (Hungarian Youth - Journal of theudMg Workers' Revolutionary Council)
published a picture on the removal and clearingyasfghe rubble and ruins, a picture of a tank
with the Kossuth Coat painted on it neardURoad, and later a photograph of a temporary
grave in Kinizsi Street and a photograph of thed?@Residencé® A Magyar Honvéd (The
Hungarian Defense Forces’ Soldier - The HungariafeBse Forces magazine) published the
image of Prince Primate J6zsef Mindszenthy withliberators on November 1.

The Népakarat (People's Will - The journal of thegibihal Union of Hungarian Free Trade
Unions) published on October 27, a picture of & tsurrounded by protesters. On November
3, it published a picture about the collecting afmay for the martyrs, removal of a tram tilted
to the side during the re-launching of the pubkdfic of Budapest, the selling of revolutionary
newspapers, and a street scene of Elizabeth Badl&/ahe November 4 issue of the People's
Will showed a photo of the relaunch of tram traffired a picture of the funeral of two members
of the National Ambulance Service (Orszagos Msmlgalat) in Farkasrét cemetery.

Let us now examine the work of the professionaltphp@phy community. Photographers of
the Magyar Tavirati Iroda (MTI - Hungarian News Agg) took photos of the Revolution
(Tamas Munk, Ferenc Balassa, Sandor Bojar, TamageEgFerenc Bartal, etc.), and one of
their young photographers became a victim of theO2%ober volley and massacre at the
Parliament. However, after the revolution, the Idiny of the Interior tried to collect all existing
photographs, including those of MTI and numerouataor photographers, so we do not know
the fate of many. Hundreds of amateur photograptestoyed their photographs so that they
could not be used in investigations and prosecstduring the period of retaliation. In 2006,
from the remaining press photos, MTI created a, ribitized press photo archive of those
events in 1956 on the Internet consisting of 3086tpgraphs?® and that same year also
published an impressive photographic book abouyéae 1956°

Other than press photographers, there was a groypofessional studio and portrait
photographers. Many of them came from old, promin@rotographer families, and went
abroad in 1956. This was partly because they thiweseook photographs during the
Revolution and feared for their own or others’ §ivat the time of the retaliation, and partly
because they had previously been forced into ptaitographers' cooperatives (FENYSZOV).
After having experienced the loss of their artisiiatonomy, they gave in to the call of
colleagues from abroad. It was then that Martinp&ziwhose father had been a court
photographer, went abroad to become a major Holbgnuortrait photographer. Béla Kalman

33 Matyas Rakosi was a Hungarian communist politicind the leader (General Secretary) of the Hungaria
Communist Part, and then its successor party, thegarian Working People’s Party, and thus in thpessitions
basically the ruler of Hungary from 1949 until 1956

34 One of the major boulevard on the Pest side.

35 “1956,” MTI, accessed April 22, 2017, http://1988i.hu/Pages/Default.aspx.

36 FénerKor-képek
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also left for the US! just like Béla Hollenzer, who went to Canada.6@y Szkita, Tamas
Veres® and many others left the country with thém.

Laszl6 Almassy also left in 1958.He took only a few dozen shots with his Leica ogri
the Revolution. He then developed, magnified, aiddtle photos in his downtown business
shop. After selling them to a foreign journalis pictures were published during the time of
the Revolution with black stripes on the faceshefpeople in the pictures. After the revolution,
an unknown, suspicious person inquired about htsupgs. Since he was confidentially
informed by others that he was being observed byathhorities, he left the country. Many of
the above photographers also worked together inrlsméor some time with Robert Halmi, a
photographer who lived at that time in the US aratked for Life, and who later became
famous as a television producer. Before movindgh&oUsS, Halmi had had problems with both
the Nazis and the Communists in Hungary.

Another example of the tempestuous fate of thepb6tographs is that of Almassy's
photographs, which were added to an alobum comppeaim in America. The album was then
returned to Hungary through several hands andlyimahde its way to the National Museum's
Historical Photo Department in 1992, but was idadi as Almassy’s only after 2004. So
Almassy also had photos that became famous whddenfime of its photographer remained
unrevealed until the beginning of the*Z&ntury.

Let's mention here another photographer, GyorgyagyNShe worked askisiparos(self-
employed) photographer, and took 6x9 and 35mm L&xmat photographs during the
Revolution. Her images have also been enteredtlwdistorical Archives of the Hungarian
State Security (Allambiztonséagi Szolgalatok Tortéhevéltara).

Among the art photographers, we should mentionketado (originally known as Etelka
Gorog), who lived in the Netherlands before theohetton and who, having been informed
about the revolution, went to Austria to photogrépdfleeing Hungarian citizens and children
at the border and in the refugee camps around ¥iehins photo album was released by
Christmas 1956 in order for the book revenues lp the Hungarian refugee children. A photo
exhibition was later made based on these picttires.

As for the graphic artists, many students of thélé@e of Fine Arts (Képamivészeti
Foiskola) fought during the Revolution and were supgubby their renowned teachers.

37 sandor Bacskai, “Beszélgetés Kalman Bélaval a.Easmeram velem utazik (Conversation with Béla
Kalman ... and my Camera is Traveling with Mel;,dtémivészetMay-June, 1999,
http://www.fotomuveszet.net/korabbi_szamok/199966#gIgetes_kalman_belaval

%8 Tamas Veres (Tom Veres) was the photographer \@hwlat the side of Raul Wallenberg shoot pictafes

the deportation of the Jews during World War 1.

39 Bartha, “Szipal Marton életitinterjdja. (Life-Imteew of Marton Szipal)”

40 StimegiNaplok, interjik '56-r6] 155-59.

41 Janos BodnaAta Kandé (Ata KandojBudapest: Art & Globe Kft., 2019). And see alSandor Bacskai
Fotomivészet. “Ata Kando a forradalomrél (Ata Kando Abtheé Revolution), FotomivészetMay-June, 1999,
http://fotomuveszet.net/korabbi_szamok/199956/aadk_a_forradalomrol?PHPSESSID=b4c65c233f2e2fb2a

0217f08c07a8ed3. See also: Féner, Tamakaeképek: 1956 (Era-pictures: 1956)
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As for the visual and fine art interpretations aegresentations of the 1956 Revolution,
graphic artists like Richard Rapai, Adam Lux andsggyAmbrus ¥made 1956-themed works
(graphics, etc.). Hungarian emigrants’ exhibitiomsre held in reputable art galleries and
museums (e.g. Gare D’Orsay in Paris or in MunioHater years.

Richard Rapaich emigrated to France after the Réiool, where he worked as a graphic
designer for the advertising industry and as agtapeartist. In Budapest, he shot three rolls
about armed clashes with a Weltax Junior camebax(8 film) and made drawings and graphics,
in which he later found inspiritation for his dfor Rapaich, these 1956 photographs provided
an example of fine art photograptfyAs Rapaich puts it, “The use of photography foefart:
it is a mode of performance. The creator can tarrthe memory-preserving, associative
capabilities of the photograph, when he needsedifgpstarting point from which he can ‘quote’
from, or from which his imagination can depart in@w directions, and it produce variations,
stimulate paraphrase$®”

Eva Saary took photographs of the fights betweenl@c 26-28. After 1957 she emigrated
to Switzerland where she worked as a poet, wetditpr, photo- and fine artist. She joined the
Hungarian Literary and Fine Arts Circle in Switzertl (Svajci Magyar Irodalmi és
Képzomiveészeti Kor or just simply SMIKK), so she lived aikgjarian intellectual life in the
West. Only 10 frames of her 6x6 Rolleicord docuragst photographs remained. Saary’'s
photographs captured the street scenes, the tregdiip” between the Revolution and the #ty.

After the revolution, the Ministry of Interior anstate agencies systematically collected
photographs taken by Hungarian photographers aed tieem in the criminal proceedings
against the revolutionaries. In 1957, the Natidaseum issued a call asking for available
photos, but many Hungarians did not comply. Amatdungarian photographers destroyed
many images at the time to protect others, whilether cases, faces on the negatives were
made unrecognizable.

Many photographers decided to hide their photoggafecretly taken photographs were
often hidden without development in lockers or othecret places that even family members
were not informed about. Since 1989, more and mbotographs have turned up and can be
viewed in exhibitions, publications, and more rdtyeim digital form. The decades-long fears
have been dissolving since the year 2000, and &agy there are photographs suddenly
coming to light.

For example, the high school student Kalman Kecsgkiemho later became a photographer,
painter and graphic artist lived in Baross streety close to one of the hottest spots of the

42 Gyodrgy Sumegi, “Négy nap alatt - Rapaich Richd@mlyképei 1956. oktober vé@é(During Four Days - The
Photographs of Richard Rapaich Taken at the Endi@ct1956), FotomivészetMarch, 2004,
http://fotomuveszet.net/korabbi_szamok/200434/nagp_alatt?PHPSESSID=b4c65c233f2e2fb2a0217f08c07a
8ed3.

43 SuimegiNaplok, interjak '56-rol (Diairies and Interviewsaut '56), 141-44, 211-18.

44 Gyérgy Sumegi, “A forradalom kronikasa, Saary Ev@nyképek 1956 oktober@l{The Chronicler of the
Revolution - Photographs from October 195@)dtomivészetMarch-April, 2003.
http://www.fotomuveszet.net/korabbi_szamok/20033#aadalom_kronikasa_saary_eva.
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fightings, Corvin Lane. He photographed with hisEaerman-made Altissa the fightings and
the city, but many of his pictures were destroygdis mother after the Revolution to protect
the family members and others. Only some of higipés documenting the horrible destruction
his neighbourhood suffered when clashes happerndRuissian tanks survivéel.

Some of the amateur photographers were involvegrbfession in technical sciences or
were members of the photography clubs of state eomep, and had their photographs
developed at the company. Some of the amateuragadatheir pictures into albums and
collected fliers printed during the revolution.

One of them was Laszl6 Fettich, who made 148 phmafisgs during the Revolution, most of
them in the 7 district*® Today, the Historical Archives of the Hungariatat8 Security
(Allambiztonsagi Szolgalatok Torténeti Levéltaray ipreserving his collection of
photographg’ As a member of the MAVA® Photo Club, Fettich exchanged his pictures of
houses, vehicles, and dead soldiers with his aplies. After the confiscation of his
photographs and the album he had compiled, thesesitvere used by the authorities during
the criminal procedure against Ott6 Szirmai and/aist Angyal, along with their 15
companions? and then later they were taken to the High Pusat Office of Budapest
(Févarosi FBlugyészseg). Fettich was convicted. His acquaintaacehemical engineering
student, Zsolt Papp, was a member of the samechiat after the arrest of the Fettich group,
he succesfully hid his photographs and only madentpublic after 1990. At the same time,
along with Fettich, students of the Budapest TemdinUniversity (niegyetemista) were
condemned for collecting, exchanging and organipimgtos into albums.

Laszlo Gara was an electrician at the Mechanicabtatory (Mechanikai Laboratorium).
At the age of 26, during the Revolution, he madel3&s with his Velta camera. He was also
hiding these pictures for many decades in his aparnt before making them public in 2004
after a '56 car show.

The electrotechnician Gabor Gazda took 38 pictiHiespictures were also entered into the
Historical Archives’® Gyula Kinczler (1926-2005), a chartered desiggimeer, made 143
photographs, but after developing them in 19564drefally wrapped them and put them in a
hiding place, so that prior to his exhibition inG20Q he did not see the enlargements himself.
His exhibition Unknown Images of the 1956 Revolutigh956 ismeretlen képek a

45 Sumegi, Gyorgy. “Kecskeméti KAlman 56-os képedtogni veszélyes (The 56 Photographs of Kalman
Kecskeméti - It Is Dangereous To Take PicturesptbmivészetMarch-April, 2003.
http://www.fotomuveszet.net/korabbi_szamok/200384dgkemeti_kalman_560s_kepei.

46 Muller, Rolf. “A forradalom emlékalbuma (The Commerational Album of the Revolution).”

47 StimegiNaplok, interjuk '56-rol (Diairies and Interviewsaut '56), 161-68.

48 MAVAG is an abbreviation for Magyar Kiralyi Allanasutak Gépgyara (Hungarian Royal State Railroads'
Machine Factory). It was one of the biggest indakémterprise of Hungary, and as a rail vehicledpicer it
produced large number of locomotives and wagonerAfie war, the worRoyalwas removed from its name.
4% |stvan Angyal and their companions made tleolt6 street group which fought close to the afarationed
Corvin Lane group. About the group’s activity sefsklé E6rsiA Tizolté utcai fegyveres csoport a
forradalomban (The fzolté street armed group in the revolutio(Budapest: 56-os Intézet, 1993).

%0 Siimegi, 165-67.

51 Sumegi, 165-67.
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forradalomrol) was organized by the Lutheran NatloMuseum (Evangélikus Orszagos
MUzeum) in 20052

It is worth mentioning here a diary, which, thougdt containing photographs, but hand-
drawn illustrations, contributes to the visual mptetation of the revolution. Gyula Csics
decided as a young child to work consciously omaycabout the Hungarian Revolution, and
he also made, with his friends, Kossuth coats wisaand city maps. This revolutionary diary,
which captured the events with the eyes of a ckns not made available to the public until
after 200022 The diary was later made into an animated docuangntovie by Boglarka Edvy
and Sandor Sillé*

Coming back to the photographers, Jozsef Karpak fmctures of the removal of the red
star from the Soviet monument on Szabadsag (Lipplége, and the painter and photographer,
Kalman Kecskeméti photographed the district JoZseb:

The thirteen-year old Laszl6 Haris took photoshi@ 8" district near important sites of the
Revolution. Because of rumors of search warrantd arrests, he later destroyed his
photographs. Miraculously, several of his pictuwnese discovered after 2000, including 15
enlarged images that he got back from a formesniase in January 2008.

Lajos Racz worked for BKV (Budapest Public Transgiton Company) and was tasked
with photographing damaged public transport vebieled electrical systems in the city. a total
of 150 photographs were taken of damaged elecBisiems.

The most prominent amateur photographer of the F&lution was Gyula Nagy. In
1990, 800 of Nagy’'s photographs were put into atlollection in the Kiscelli Museum,
which has permanent Budapest history exhibitions, gerves also as the Municipal Picture
Gallery of Budapest. Some of the copies of hisinalgmaster-negatives were later added to
the collection of the Historical Photographic Lityreof the Hungarian National Museum
(Magyar Nemzeti MUzeum Torténeti Fényképtara). Negkotographs were not analyzed and
studied by researchers until just before the flitenniversary of the Revolution. Unfortunately,
Nagy died in the early nineties. As a passionatatann photographer at the Design Institute of
MAV %", he wandered all over the city untiringly from mimg till night during the Revolution
and photographed obsessively the revolutionary Bestawith his small film camera. He used

52 Sumegi, 149-54.

53 Gyula CsicsMagyar Forradalom 1956 — Naplé (The Hungarian Retioh of 1956 — A DiaryjBudapest:
1956-0s Intézet, 2006).

54 Boglarka Edvy and Sandor Sill§lapléfilm, 12 éves voltam 1956-ban (Diary-Moviyds Twelve in 1956)
Documentary-Animation. 1956-os Intézet, 2006.

55 Péter Baki, “15 ékerult fénykép - Haris Laszl6 56-os felvételei, (18wly Found Photographs - The
Pictures of 56 of Laszl6 Haris)FotomivészetMarch-April, 2006,
http://fotomuveszet.net/korabbi_szamok/200634/1dkerult fenykep?PHPSESSID=b4c65c233f2e2fh2a0217f
08c07a8ed3. See also “Haris Laszl6 1956-0s foRalassi Intéyet, accessed December 19, 2016,
http://www.balassiintezet.hu/hu/1956t/.

56 Zsuzsanna Demeter and Katalin Jalsovszky, “Egpi85fénykép-egyuttes kilonos torténete - Nagy &yul
fotogréfiai (The Strange Story of a Photo Collectioom 1956 - The Photographs of Gyula Nagy),”
FotomivészetMarch-April, 2006,

http://www.fotomuveszet.net/korabbi_szamok/20068#/6 9560s_fenykepegyuttes_kulonos_tortenete

57 MAV (Magyar Allamvasutak) is the Hungarian Railw@pmpany.
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almost 40 rolls of film. After November 2, he waspainted by Béla KiraR? as the official
photographer for the National Guard (Nenéze€g) and the police. He took photographs of the
events with thoroughness and professionalism. Afterrevolution was suppressed, he took
even more pictures of the women'’s silent mournirggess on December 4. Gyula Nagy was
arrested in 1957 but released after a few dayseSdris photos had disappeared, but most of
them were preserved in a hidden place, which hedideveal to his relatives.

It is worth mentioning here another book publisied®006: Az 56-os forradalom zalai
fotdkronikdja (“The Photo Chronicle of the 56th Reuion in Zala county”). The pictures
published in this book are important, as they caatievents outside Budapest. This volume,
made for the commemorative year, presents picttaksn by amateur photographers in
Keszthely, Nagykanizsa, Bazakerettye, Sarmelleknyiszentmiklos, and Zalaegerszeg. A
special feature of the photographs is the particpaof the rural students in the revolution and
the actions of the Hungarian and Soviet troopslloy@ahe communist government. Some of
the pictures could only be made secretly from beimdowsills®°

Related to the event of rural Hungary, it is worttfentioning here some interesting
photographs of Prime Minister Imre Nagy. Priortte tevolution he was participating in a grape
harvest (in Hungarian: sziret) in the famous Baolagdill area before 23 October. Antal
Kotnyek, a professional photographer who also gipdted the event, took black and white
photos of the harvest and the joint lunch with Ziado6 host family. Antal Kotnyek hid these
pictures for decades and didn’t make his first gy@ments of the original until 1989.

Finally, it is worth mentioning here the photogreggensation of the past few years. In 2016,
during the commemoration year, new and colorfultphmaphs were made public. The color
photographs were taken by Dr. Emmanuel Csorba gliuhe Revolution. At that time, the
photos published by family members on the Intenvete also widely discussed by the
Hungarian medi& Also in the same year, in 2016, the photograph@ydfrgy Faragd?® and
in 2019 the pictures of mechanical engineer Mikiie6d and his brother-in-law, Laszlo
Blahunka were published.

%8 The commander of the National Guard (Nerézaig).

59 “560 kép 56-rdl (Nagy Gyula fotdi) (560 Photosséf — the Photographs of Gyula Nagy),” Fortepan Blog
accessed December 19, 2016, http://fortepan.blPh3/06/14/560 kep_56-rol_nagy_gyula_fotoi.

60 Katalin Béres, Erzsébet Csomor, and Imre Kapildegyszott gyz, az elesett él - Az 1956-0s forradalom
krénikaja (The Defeated Wins, the Fallen Livese @hronicle of the 1956 Revolutiofalaegerszeg: Zala
Megyei Mizeumok Igazgatésaga, 2006).

61 Eszter Kiss and Szabolcs Barakonyi. “Az utolséetti képek Nagy Imrét (The Last Peacetime Pictures of
Imre Nagy),”Index October 21, 2019,
https://index.hu/fortepan/2019/10/21/az_utolso_bekekepek_nagy_imrerol/.

62 “Szines fotdk '56-r6l: Csorba Emanuel portréjal(@®ictures from '56: The Portrait of Emanuel Gsa;”
Mandiner, October 25, 2016,

http://1956.mandiner.hu/cikk/20161025 csorba_emlasames_fotok 56 rol_csorba_emanuel_portreja.

63 Adam Kolozsi és Szabolcs Barakonyi, 60 évig voliaktalfiokban: ismeretlen képek a forradalomrdiefl
Were Lying for 60 Years in a Table Drawer: UnknoRintures About the Revolution)liiidex October 23, 2017,
https://index.hu/fortepan/2017/10/23/60_evig_vol@adztalfiokban_ismeretlen_kepek_a_forradalomrol/

64 Adam Kolozsi and Orsi Ajpek, “Bibor képek a kométhij fotok keriiltek & a forradalomrol (Purple
Pictures from the Chest of Drawers: New photograiimit the Revolution Came to Light)tidex October 23,
2018, https://index.hu/fortepan/2018/10/23/eleoklmsi fortepan_1956_szines_foto/.
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Unlike foreign professionals, amateur photograplaics not necessarily photograph a
spectacular scenario or element, but often pastraibods, and life pictures. Many of them did
not take photos every day, and others recall tiet explicitly avoided emergency situations,
street combat, and military action in neighbouriageas. Amateur photographers’ free
movement was often blocked by the shutdown of puldinsport, so they often moved on foot,
sometimes in lorries, and were usually only abledwel around certain areas, as opposed to
professional photographers, who arrived in carsuwaadl them inside the city. Amateurs often
took captions. In many cases, amateurs were novated to document comprehensively what
was happening in Budapest, but they took photothiEmselves, and these photos were meant
to become part of their and their families’ privélistory. Sometimes, they had to borrow a
camera or a roll of film to continue shooting.

4 The classification, the features and the usage of the photographs

It is worth highlighting here those photographiearks that showcase the preparative
period for the revolution, the preceding years,dbtvities of the Péfi-kor (Petfi circle),®®
etc. In this sense, the photographs of the photogists of MTI stand out as benchmarks of
continuous high-standard photographic wdkg.hese photographers had the opportunity to
work in their home country. Another good examplhesAustrian photographer Erich Lessing,
who had a permanent access to Hungary and thus, Moegary well. The political changes
of 1953, the resignation of Rakosi, Nagy as Prinigidter, the dramatic changes of 19%5,
the replacement of Nagy, the removal of the Sdawetps from Austria following the Austrian
State Treaty in May, and the establishment of thes@iv Pact were all crucial for the events of
195658

As Vince Matyas, the president of MTI Co., stateshie foreword to the MTI Book, many
amateur photographers destroyed their imagesth#e956 Revolution, and on some subjects,
such as events in rural Hungary or the NovemBeRdssian invasion and the weeks following
the invasion, very few pictures remairféd.

As it was mentioned earlier, the Ministry of thetemor (Department of Political
Investigation of the Department of National Polideadquartersf collected all existing

8 See the collection of original archive data of Besfi Circle, for example “A Péifi Kor Vitai Hiteles
Jegydkonyvek Alapjan - |. Két Kdzgazdaséagi Vita (The B#s of the Péfi Circle - . Two Economical
Debates),” on this web page: Janos Rainer M. adi Japits (ed.), ,Evfordul6: 55 éve vitazott a Bfekor
(1956. majus-oktober) (Anniversary: The &#tCircle was debating 55 years ago (May-Octob@56)),”
Orszagos Szécshényi Konyvtar 1956-0s Intézet dH@tary Archivum
http://www.rev.hu/ords/f?p=600:2:::::P2_PAGE_UR&#vanyok/petofikor01.

6 FénerKor-képek.

67 Féner, 11-18.

%8 Tibor Valuch,Magyarorszag tarsadalomtorténete a XX. szazad nilé$elében (The Social History of
Hungary in the Second Half of the 20th Centu¢Budapest: Osiris, 2005), 133

% valuch, 7-9.

0 In Hungarian: Beliigyminisztérium Orszagos R@rdkapitanysag Politikai Nyomoz&Bsztalya.
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photography about the revolution taken by the MiTay other person, and either used them
as evidence during the reprisals or destroyed ti@stiecting and preserving the images was
also considered a crime and could be considerednadnducement against the people's
democratic order’®

To counterbalance the propaganda material prodbgettie Kadar regime, many people
collected and organized photographs after the Réeol, but when these were revealed,
prosecutions were launched against such peopldd\athorities. Fearing the subsequent
reprisal, the revolutionaries themselves were bdmany times from taking photos after the
first few days of the revolution. Sometimes, thenfiolls or the cameras were taken away from
them. For the same reason, beginning November 1@&8tern papers began to publish
pictures covering the faces of the people on itn\people, both Hungarians and foreigners,
took photos at the same locatitn.

Not only were the photographs used by the autlesrit identify the participants during the
reprisal, but they were organized by the authariil@o albums explaining the "counter-
revolution" and propaganda materi4ls.

The story of one recent drama by Géza Bereménycsgk (The Apaches) which ran at the
Radnéti Theatre in Budapest, reveals the dramétclife of these 1956 photographs during
the years of retaliation. The drama was also adadpte a TV movie/*

Photographs were also important for those whdHafigary after the Revolution and settled
in Western Europe or North America. For example, eAman Hungarians’ personal
recollections with photographs were edited intaesalvbooks in the past decades.

As Gyobrgy Sumegi points out, the 1956 photograpbsaverse in their different levels of
meaning, function, and use, and as such they cafabsified into different categories: 1. the
objective records of events in the (world) pressiténs used for the identification of the
revolutionaries and participants of the events dlffte revolution during the years of reprisal, 3.
forbidden, concealed black market items during ytkars of reprisal, 4. tools of counter-
revolutionary propaganda in Hungary (during the &agra), 5. in the West they carry the
memory of the revolution; 6. documents of street art and graffiti during Bevolution 7.
primary visual resources for fine art drawings,dajects, and newspaper drawings.

L Muiller, “A Forradalom Emlékalbuma (The Commemaratl Album of the Revolution).”

2 StimegiNaplok, interjuk '56-ré) 149.

3 For example: Arpad Szab&,Magyar Forradalmi Honvéd Karhatalom: 1956. Novemh957. Janius. (The
Hungarian Revolutionary Armed Forces: November 1936ne 1957fBudapest: Zrinyi, 1977 pandor Geréb
and Pal HajdUAz ellenforradalom utévédharca: 1956. November5719arcius (The Rear-guard Fighting of
the Counter-Revolution: November 1956 - March 1988)dapest: Kossuth, 1986).

74 Apacsok (Apaches)jrected by Ferenc Torok, Vertigo Média - Katagtilm, 2010, film.

> Laping, FrancisRemember Hungary, 1956: A Pictorial History of th@ngarian RevolutionAlpha
Publications, 1975. Lauer Rice, Andrea, and Edith&uer, eds56 Stories - Personal Recollections of the 1956
Hungarian Revolution. A Hungarian American PerspectBudapest: Lauer Learning - The Hungarian
American Coalition -Kortars Kiadé, n.d.
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Needless to say, the revolution and the war ofpedéence itself, is a highly visual "genre”,
and these produced many daily visual "performanassivell. The sight and outcome of the
fighting is often shocking

According to Gyodrgy Sumegi, from the point of vielwepresentation, photographs can be
grouped into several iconographical groups (themgtes are added by the author of this
article): parades, demonstrations, mass demorsisa{emphasis on the volley of Kossuth
Square), street fightings, insurgents (Corvin $trBepublic Square, etc.) , group portraits,
dilapidated houses, street fragments, public bugisli(at Astoria, Calvin Square, Blaha Lujza
Square, Baross Street, Corvin Street), burningookb and pictures (e.g., the Free People's
Home serving the system; the Horizont bookstore selling Soviet book®).

As Ungvary and Tabajdi indicate, after the revaatduring the Kadar era, the authorities
tried to make the remnants of the revolution disap@s soon as possibleAfter analyzing
many 1956 pictures, | would like to give here ameotientative list of some additional
iconographic groups. Some of the visual performarasel other signs of the revolution were
ultimately preserved only by photographs, and therefore important to further “fine-tune”
the iconographic classification. These give us <lém the patterns of revolutionary and
symbolic action: The images of the cutting, pullidgwn, and splitting of the Stalin statue
(Blaha Lujza Square, Akacfa Street on the Pes) sidd Soviet soldier’'s statue (e.g. Gellért
Hill) might be grouped into one separate group. Wighotographs show the destruction,
“dismemberment” of the hated political leader’'ststa There are also pictures about the
removal, cutting into pieces, and destruction & #ymbols of the Soviet and Hungarian
Communism (Stalin statue, five-pointed red stahe Deheaded Stalin statue and the bodyless
Stalin head, which was pulled into the city cerfdaha Lujza place), and thus lowered from
its original height, “humiliated” and repositiongdthe city space were and remained on of the
most important and emblematic photo subject duttiegRevolution.

Another group contains the photographs of the g@pents of the demonstrations and the
uprising. Similarly, another iconographic groupws@ictures of the spontaneous graves of the
fallen erected at certain points in the city (sashthe tomb of Istvan Svoboda on Ferenciek
Square - then Felszabadulas Square - at KigyotSirethe Pest side). As these were later
moved to another place, the images of spontaneaisiigraves as visual signs of the outcomes
of street fightings were preserved only in thesatpgiraphs. Another iconographic group might
be the pictures of the funerals of the fallen (e cemetery, Pestszémihc cemetery etc.).

Only photographs can report to us faithfully akietvisual signs and performances adopted
by the Revolution. These can be also put into arseép group: the “redesigned” Hungarian
national flag, with the coat designed in the R&layai cut out from the middle of it and then

76 The above places are all in Budapest.

7 Here is an interesting work on the eradicatiorewblutionary memories: Krisztian Ungvary and Gabor
Tabajdi,Budapest a diktaturak arnyékaban (Budapest In Ha&l& of DictatorshipsjBudapest: Jaffa Kiadd,
2012).
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proudly put in many corners of the city, the Kossabat of arm$® painted or drawn with
chalk on tanks and armed vehicles, and the rewriitdboards of the movies (e.g. "Irene Go
Home" to "Russians Go Home!"). Similarly, there westher types of visual signs and
performances like the graffiti on the walls of theildings or the inscriptions on the
immobilized tanks and vehicles (“Vesszen az AVO!,Down with the AVO!; “Eljen a
magyar szabadsag!” — “Long live the Hungarian ipét “Russzkik haza!” — ,Russkies go
home!” etc.), or the posting of traffic signs ing8ian for the invading Russian troops showing
them the way back to Moscow (“V Moskvu!” “To Mosc8)v Visual performances included
the removal of the Red Stars from different paftthe city (Szabadsag place, Kalvin place,
Deak place etc.), and the removal and demolitiostatiues not only in Budapest, but in other
parts of the country. The remnants of these ddslumonuments and symbols are also
importants and these were also photographed. Thkespds of the statues and their
surroundings were often modified (e.g. supplememiigd the Kossuth coat of arms, such as
found in Klauzal Square in Szeged). Some Sovietld\ar Il memorials were demolished,
such as Kossuth Square, in Nyiregyhaza. The cagrgfiound and hanging on buildings of the
Hungarian flag during the Revolution were also aissigns and performances of the
Revolution.

Based on some of the photographs and the pattérasajutionary actions, we can also set
up pairs of opposites: freedom fighters versuseggprs, armed fighting street scenarios versus
"calm," before and after street views, and so on.

| have already briefly discussed the fine art aigessing photos. An early example of
revolutionary art can be found in the November suésof the Magyar Ifjusag (Hungarian
Youth). The graphic art showed two freedom fightemrse was fallen, but still grasping his
weapon, while the other was drawn slightly woundachis head but with a flag in his right
arm and a weapon (possibly a submachine gun) ileftisarm/® In some respects, Time
magazine's famous 1956 October cover, which defliietsman of the year, the Hungarian
freedom fighter, also falls into the category oamhic art works. It looks like the main male
figure is also handling a weapon and the side @igun the picture were drawn by the artist
based on different freedom fighters photographedhenstreets of Pest. The illustration was
obviously designed to meet American visual né€ds.

Similarly, as was mentioned earlier, in the casseseral Hungarian artists, the objective
that photographers strived for was to offer an oppuaty for the imagination of the War of
Independence to flourish.

8 The coat of arms used during the 1848-49 Hung&&rolution and Freedom War against the Habsbtings:
Hungarian coat of arm without the Holy Crown.

7 Republished by Lajos Izsak and Jozsef SzaBb6 a sajtod tilkrében - 1956. oktober 22. - noveribE 956
in the Press - October 22, 1956 - November 5, 18B6jlapest: Kossuth Kényvkiado, 1989), 227.

80 See Miiller, “A forradalom emlékalbuma (The Commaeational Alboum of the Revolution).” Also see
Gyoérgy Sumegi, “A Torténeti Levéltar 1956-os féngké(The 1956 photographs of the Historical Arckioé
the State Security Services).”Fiényképek 1956/-XVIIl. (Budapest: Allambiztonsagi Szolgalatokéneti
Levéltara (Historical Archives of the State Segu8ervices), 2006)
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5 Museums, exhibitions, and the Internet

In Hungary, the 1956 Institute, which operates inithe Széchenyi Library, has done a great
deal of research on the history of 1956 in Hungagr the past decad®s.

In Hungary, besides MTI, the collection and storafighotos is also dealt with by the
Budapest City Archives (Budapestvaros Levéltara), the Budapest History Museum
(Budapesti Torténeti Mizeum), the Hungarian Natidhaseum (Magyar Nemzeti Mazeum),
and the Historical Archives of the Hungarian StSecurity (Allambiztonsagi Szolgalatok
Torténeti Levéltara). The latter (among others)s &s a specialized archive, preserving and
handling the documents of the of the former StateuBty Organizations from December 1,
1944 to February 14, 1998.

Both the Hungarian National Museum and the Budagiestory Museum exhibition related
to 1956 have highly visual contents.

All the more, the Museum of the House of Terrorgibition especially tends to use
extremely strong visual elements, along with musacal sound effects. The House of Terror
Museum in Budapest is located at 60 Andrassy Avenie building served as the seat of the
former Arrow Cross Party during World War II, afgktState Protection Authority (Hungarian:
Allamvédelmi Hatdsag or AVH) during the post-wanuounist system until 1956. The AVH
was the de-facto secret police of the communisiregits brutality and the tortures committed
by the AVH among others in this building generaiadmplacable hatred among the Hungarian
people. The House of Terror aims through its exioibs to show the workings of totalitarian
systems and preserve the memory of its victims.mtigeum is highly popular among tourists
visiting Hungary, but the content of its exhibitsoand the way they are organized is based on
strong visual and sound effects, stirring a lataritroversy and also criticism from time to time
during the past years by some historians.

Beyond these institutions, exhibitions about thetpgraphic heritage of the Revolution
have been held in various locations and institgtiaround the country since 1989.

The 1956 photographs have already been on displaghé Hungarian House of
Photographery, also called Mai Mand House in Busiapad in the Hungarian Museum of
Photography in Kecskemét Museum. The preparatiorthi®e commemorative years (2006,
2016) was commissioned to State Committees (199brdékévet élkészity Emlékbizottsag
- Committee for the Preparation of the CommemoeatiYear 1956). During the
commemoration year of 2006, the revolution washreked in many cities through conferences,

81 “1956-0s Intézet — Oral History Archivum (1956tihge - Oral History Archive),”
http://www.rev.hu/hu/http%3A//www.rev.hu/hu/munketak.

82 “General Information | ABTL.ABTL, Accessed December 20, 2016. https://www.abtlrigligh-
information.
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exhibitions, and publications. In 1956, many bogkslications, and periodicals based on the
photographic material of many public collectionsl gmivate collections were published.

Needless to say, photographs are widely usedralsigtorical books. It is worth to highlight
here that books about the Revolution translated daipanese and Japanese books are also
containing many original photographs. Photograplfistn@ events, armed fights, and
photographs of original documents and newspapergaluded into the Japanese translation
of Gyorgy Litvan's edited original 1991 textbooketHungarian Revolution of 1956 (1986
N FT ) —H)8, The translation of the book of Bill Lomax, Hungdr956 also contains
many picture¥.

Visual interpretations of the revolution dominated commemorations of 2016 as well. A
website was created for the eveftsand a government-sponsored image video was made ab
1956. On October 23, there was a torchlight pareg®memorating the contemporary
university students’ demonstration from the Uniitgref Applied Sciences to Bem Squéfe.
By the 60th anniversary, enormous molinos were naadieexhibited city-wide, using pictures
of Julianna Sponga and Erika Szeles (among othehg) were already mentioned in this paper
as being involved in the armed struggle of the #ian and made known world-wide by
photographs. The molinos were basically designedl made to emphasize the personal
contributions and tragedies of the revolution. Hegrethe editors and preparers of the molinos
modified the original pictures in several placebeToriginal black and white images were
colored, the backgrounds of the original imagesewehanged, often placing the main
characters in front of the ruined backgrounds efBludapest battles, or occasionally altering
the characters' clothing and putting weapons iir thends that were not seen in the original
pictures. In one case, the name of another persognhave been placed under the pictlire.
The same images were also widely used and publishede printed and internet-based
Hungarian medi& Because of all of this, and as the original imagese presented with a
highly stylized artistic design to have a more egéching and dramatic effect, the molinos and
other related images provoked a lively professiomadia-related, and political deb&te.

83 Gyorgy Litvan ¢ =/ = - U k77 —), 1956 nen no Hangari kakumei — kaikaku, hoki, jignse
hofuku (L9567 D2 — dy—J¢ 4 - 458 - [ H1#5 + #7 The Hungarian Revolution of 1956 —
Reforms, Revolt, War of Independence, Repr{3alyo: Gendaishicho shins&i{t /&%) , 2006). The
original Hungarian book was: Gyoérgy Litvan and JaBak, ed.Az 1956-0s magyar forradalom: Reform —
Felkelés — Szabadsagharc — Megtor|Bsidapest: Tankdnyvkiadd, 1991). The book wasiphbt by the
Tankényvkiadd, the Textbook Publisher Company.

84 Bill Lomax (£ /L + ©—~ v 7 Z), Owari naki kakumei — Hangari 19564./> ¥ /o & #ap— 2 —
1956 The unended Revolution — Hungary 196B)kyo: Sairyusha(¥iiitt) , 2006).

8 http://magyarforradalom1956.hu/

8 The torchlight parade was entitled: Hangulatképek 956-o0s forradalom és szabadsagharc 60. évéjadail
(Presentations of the athmosphere for the 60thvamnsary of the 1956 Revolution and War of Indepecd®

87 “Hazugsagokkal és hamisitassal gyartjak az (j$6xtioszt (The New 56 Myth Is Being Manufacturethwi
Lies and Forgery),168 6ra November 5, 2016, http://168ora.hu/hazugsagokkatamisitassal-gyartjak-az-uj-
56-0s-mitoszt/.

8 For example: “19560k voltak a forradalom gyermekei — Archiv fotok (B9Fhey Were the Children of the
Revolution - Archive Photos)NL Café 21 September, 2016, http://www.nlcafe.hu/56_dikk8160921/1956-
forradalom-gyerekek-foto/.

8 Tamas Német, “56-0s Intézet vedjet A plakatiigy a mai emlékezetpolitikasdge és kudarca (Head of the
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The Internet has brought far-reaching and unprededechanges in the presentation,
explanation, and exhibition of the photographicitage of the 1956 Hungarian revolution.
Needless to say, the above institutions have pagd®56 on their websites. For example, Dr.
Emanuel Csorba's colorful photos were made availabthe public via the Internet.

At the same time, the MTI's 1956 sifethe 1956 Institute's digital photo database, &ed t
FORTEPAN web collection, showcase Hungary's phaioigic output up to 1989. These are of
particular significancé!

Researchers and the public had long been misspupbic 1956 online photo gallery or
digital database. There was already a strong deratatind 2006 conferences for something of
this nature. Finally, the Magyar Oktober (Hungar@etober), the online map database of the
1956 Revolution was launché&8l.This database allows everybody to identify thatmns and
chronology of the Revolution through photos anohfibotage. Its expanding photo database
will hopefully be able to showcase the astonishtogiplex and manifoldness of the visual
heritage of the 1956 Revolution.

The Internet is also important because it can aotodate many other forms of 1956
commemorations. Among other things, it makes ptesdite digital publishing of original
official sources and researches, while also accagimore personalized pages. For example,
the photographer Ors Csete published a photo-tesk lbased on his recollections of the
participants of the Revolution and their portradtpres. The book has also been published in
Japanes& Csete also runs a website callegsbk Tere — 1956 (Heroes' Square — 19%6).

It is vital to emphasize the importance of videassig platforms. YouTube, for example,
has made it possible to not only show contempadi@mgign newsreels made by the foreign
media correspondent teafisbut also publish personal photo-montage merffoiasid video
news reports about the 1956 commemorations in emé&lngarian settlements. It also
broadcasts history research conferences on thedtiiangevolution.

‘56 Institute: The Poster-Affair Is the Fiasco drallure of Today’s Politics of Memory)Jhdex November 6,
20186,
http://index.hu/belfold/2016/11/06/560s_intezet eteje_a_plakatugy_a mai_emlekezetpolitika_csodjekuas
arca/.
9% www.fotomozaik.mti.hu és www.foto.mti.hu
% For example here is the access point to the @staf Gyula NagyFortepan accessed December 19, 2016,
http://www.fortepan.hu/?view=owner&lang=hu&name=pagyula.
92 http://lwww.magyaroktober.hu/
9 QOrs Csete (F=7 + =/L'> =) , Budapest 1956 - kao, soshite towazu katari (Budal@86—24, < [
TP 757% Y  Budapest 1956: faces and storie@okyo: Toshishuppan, 2000).
% See the homepage edited by Ors Csetéstid Tere - 1956 (Heroes Square - 1956),” accessétbwember
21, 2016, http://1956.blog.hu/.

The name of the blog obviously comes from the Egr®quare, which is one of the major squares ohBest.
Its statue gallery features the leading figurethefHungarian History.
% Az 1956-0s forradalom és szabadsagharc (The 1986l&®n and War of Independenc¥puTube video,
13:39, posted by “Videétanar - digitalis tananyaigyiril 28, 2015,
https://lwww.youtube.com/watch?v=TiYqH3iaCqw. Sesoahe documentary series of CNN on Cold War.
% See for examplel956- 60 éves évforduld. Tiszteletdsdknek!!! (1956 - the 60th Anniversary. Hommage to
the Heroes)YouTube video, 4:44, posted by “Richard Ried€lttiober 27, 2016,
https://lwww.youtube.com/watch?v=AVAKEe8rccc
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Conclusion

This paper tried to summarize the visual and phajalyic heritage of the 1956 Revolution.
As many new information and photographs emergedntgc the author not only tried to
include these in his paper, but also to track ddolenturbulent fate of these photographs.
Focusing on the work of the foreign professionall &tungarian professional and amateur
photographers, the paper first analyzed the backgronedia situation and the transformation
of the photographic culture in the fifties and teehnical aspects of photo-taking (including
the cameras, the lenses, the development of thergs; the Hungarian photographer’s
cooperatives and the photo labs in the Hungarianpemies). The workflow of the foreign
professional, Hungarian professional and amateotoggjnaphers shows distinctive differences,
as their educational background, their goals, tmeposition techniques of their pictures, their
visual and artistic qualities, their use of meaffistransport and vehicles, their financial
backgrounds, and the time given to work in Hungaeye all different. This paper tried to
analyze the workflow of some of the foreign prekstpgraphers (Lessing, Melcher, Sadovy,
Vagn Hansen, Pedrazzini, de Biasi) and tried tdlight and analyze those information that
emerged recently and how did these help to idethigypeople featured on some photographs
(for example Julianna Sponga). Besides lookingatjosn the workflow of the Hungarian press
photographers (MTI) and the professional photogyapbmmunity the paper also gave a
showcase of the short-lived Hungarian revolutiomawspapers that published photographs at
the time of the revolution (Igazsag (Truth), Mag$aabadsag (Hungarian Freedom).

After the revolution the Hungarian Authorities ttieo collect the photographies and used
them during the retaliation. Many professional plgoaphers (Almassy, Szipal etc.) had to flee
from Hungary, while some others had to hide thbotpgraphs for decades. Some artists also
used the photographs taken at these turbulent @setarting points to their artistic activities.
Hundreds of amateur photographers destroyed thetographs so that they could not be used
by the authorities, and many others hide theirsdecades (Nagy, Gara, Haris, Kinczler,
Kecskeméti), while others’ pictures were used westigations and prosecutions during the
period of retaliation, criminal procedures (Fetjichhis paper examined the turbulent fate of
these pictures while highlighting also those whiame to light in recent years (Csorba, Farago,
Blahunka). Given the vast corpus of the photographd based on previous researches, the
paper tried to provide some additional categoraesttie iconographical classification of the
pictures while highlighting also the visual perf@nces of the revolution. At the end, it
examined the way how the museums are exhibitingntéc these photographs, and looked
closely on how visuality dominated some of the negearly commemorational events. The
paper also tried to bring attention to the factt e Internet, the video-sharing platforms,
special websites commemorating 1956, photograpéisites, online databases and interactive
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historical maps are reshaping the way how we caeareh and try to understand better the
1956 Hungarian Revolution.

All these indicate that we are still not at the efidhe road to a full understanding of the
visual heritage of the revolution. One might readay anticipate new pictures turning up, or
the publishing of newly edited historical photowais. More photos can still be expected to
emerge in the coming years, both in Hungary andaabrAdditionally, we can, in all certainty,
expect the further development of websites, intebased collections of documents and
primary sources, and interactive virtual museungsehibitions.
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