About the Romany Fine Arts in Hungary

Footnotes on the birth ctncf bistory of Romctny firte ctrts itt Hungary

Officially the existence of Roma fine irts in Hungary dates back to three decades ago. But its prequel started a lot earlier. In 1937 a Roma musician from Nyíregyháza, whittling away since his childhood, manufacturing a violin and a viola da Bamba durrog the 4Vobd War I as a P04V, making riding-switches for landowners, then, returning homo, mending musical instru​ments, made up his mind to provc himself at sculpture. In his determination he was probably motivated by the 1934 exhibi​tion of Hungarian peasant painters and sculptors, "Naturals", that was held in the National Salon and attracted a lot of pub​licity. A severe critic of hirnself, Vince Horváth judged his first attempt a failure, nor did he like the second carving, but found the sculpture resulting from his third attempt acceptable. Still, he could not bring himself to show his sculptures to Jenõ Iván, organiser of "naturals" exhibitions. So he was left out when other Hungarian folk-artists made their spontaneous debuts en masse. The appearance and discovery of Roma folk-artists was not to come about for another three or four decades. But Vince Horváth's sculptural ambition proved to be a long-term com​mitment. He made a brave resolution to carve a hundred sculp​tures plus a miniature violin and to tour the world with them, playing his own music as accompaniment at the travelling exhibitions. The proceeds could be used, he thought, towards sefting up a workshop at homo, where all talented young artists can carve at will. Vince Horváth kept at his work in silent seclu​sion and three decades later there were the hundred sculptures lined up in his workshop. The tour around the world did not materialise, but he was awarded the title Master of Folk-arts in 1972, successfully took part in the exhibition Hungarian Naive Art, in the Hungarian National Gallery, and found a second homo among the tarvers of Folk-art Studio of Nyíregyháza.

But we have fast-forwarded through a lot of time. After the World War Il the dogmatic-schematic art policy of the 5O’s was not favourable for the appearance of the naive, specifically Roma folk-artists. Yet, during the 1950s two Roma artists, none of them a naive artist actually, did set out on an artistic career. József Kiss, a Roma musician from Keszthely, was a self-educat​ed painter, who started to paint in 1954. József Fenyvesi, a woodcutter from Gilvánfa, lator a construction worker, tried his hand at painting in the second half of the 1950s. From 1958 until 1961 he spent three years on studying fine arts in a work​shop. Both painters created in obscurity. Their names were known to a very limited circle only. They both hold theit first exclusive exhibitions in 1974, József Kiss in Keszthely's cultural centre, József Fenyvesi in Magyarmecske, his place of residence, where the schoolmaster had urged him to paint. They may also have been motivated in setting up their exhibitions by the 1972 exhibition of Hungarian naive artists, that had two Roma par​ticipants, Vince Horváth, already mentioned, and the freshly discovered genius, expressive-visionary pointer János Balázs. Their successful entrée encouraged József Kiss and József Fenyvesi whose wish to exhibit their talent was more than wel​come in the institutions of public education. József Fenyvesi for example had five exhibitions prior to the Exhibition of Self​educated Roma Artists, two of them in Pécs. Also, József Kiss was given special award at Summer Exhibition of Balatonfüred. Most significantly, these were the years of the formabon of Romany intelligentsia in Hungary. With the Romas traditional way of life fading away and the Communist Party's infamous 1961 resolution, the need to assess and pass on the valucs of traditional Romany culture became more and more urgent among the responsible and thinking elements of the country's Roma population. As I put it in the introduction of the 1989 national exhibition's catalogue: "in this new era beset with emergencies, in the era when they were to change their way of living, Hungary's Roma population, in order to express their desires, their awakening, in order to report on their inner world, gave birth to their own intelligentsia including their own poets, writers, performers and artists". At the same time I drew parallel between the appearance of peasant painters in the 1930s and that of the Roma artists in the 1970s. In the 1930s the so-called "peasant painters" emerged from the peasants' tra​ditional way of living and practically laid siege to the society, demanding a place for themselves in culture. In his article "Naturals... symptoms of a sick era" Zsigmond Móricz made reference to that particular phenomenon when ordinary people who "against all odds, make an attempt at sophistication... tres​pass on the world outside school zone and by extra-curricular self-education simply interfere in life." Debuts by Roma folk painters and sculptors were encouraged and emphasised by the interest of the emerging Roma intelligentsia, first and foremost Roma writers, musicians and other performers. That is why so mony Roma poets and musicians playing authentic folklore or classical music have been invited by Romany artists to grace the opening of their exhihitions.

The eruptive emergence of Romany fine arts in Hungary is in great part due to János Balázs and Tamás Péli, the first out​standing representatives of these arts. János Balázs helped naive artists get rid of their misgivings, landing a hand to those who without an art school diploma, as they were, would never even dare to think about picking up a brush or chisel, but for the encouraging example set by Balázs. Those, engaged in profes​sional art, mostly young people, were influenced by Tamás Péli, the first Roma artist in Hungary who graduated at an art acade​my and thus became a professional artst. Following his return from the National Art Academy of Amsterdam Péli systemati​cally sought to lay the foundations of Roma fine arts and recruited pupils around himself.

This is how it came about that in the 1979 First National Exhibition of Self-educated Roma Artists as many as twelve Romany folk-amist made their debut. On the next occasion the number of participants increased to seventeen, despite the fact that two participants of the first exhibition gave up on paint​ing in the meantime. This latest exhibition boasts twenty-one amist participants. The rate of development becomes even more obvious if we add that at present more than thirty Romany artists are active all over the country. This develop​ment is unbelievably fast, even if we recognise that this fast development has created new problems during the part ten years, and along with the outstandingly talented there also appeared some other, half pxofessional, half spontaneous artists who, struggling with their professional shortcomings, create heterogeneous works of art.

Approaches and mode.s ofexpression in the fingi arts o f Hungary's Romany

From the outset, several different modes of expression can be detected in the art of Hungary's Roma folk-artists. That is why it was a fomunate idea to accept Ágnes Daróczi's suggestion and replace the Word "naive" by "self-educated" in the title of the 1979 first national exhibüion of Roma artists. Self-educated refers to a pamicular way of mastering painting instead of a mode of expression. A brief treatment of different modes of expression identifiable in the fingi arts Romany followrs.

The first breakthrough is dugi to János Balázs the partly naive, but predominantly visionary painter and to the objective and spontaneous artists who followed in his footsteps. After the suc​cesses of the fiast decade and the appearance of Romany artists engaged in professional art, during the 1979 national exhibi​tion some of the naive artists developed an inferiority complex in connection with their naive mode of expression and tried to adopt the objective, illusionistic w·ay nf expression of their pro​fessional peers. Part of Romany intelligentsia was also affected hy reservations about naive art. The same false beliefs accompa​nied the appearance of pcasant painters in the l9:iDs and the second wave of Hungarian naive art in the 1970s. These pre​conceptions originate in provincial and conservative thinking​In western parts of Europe naive axt gained full recognition

some seven or six decades ago, what is more, Paris hosted an international exhibition of naive artists as early as 1938.

Some people find naive art interesting but mistakenly consid​er it primitive, cheap and inferior when compared to grand art. Instead of diplomas and styles artistic valuc is determined pri​marily by message and the creative power inherent in and radi​ating from the artist's w·orks. Should it he a naive painting or a professional work of fingi art possessing artistic power of expres​sion and painted with the required technical skills - both can represent quality in its own category and withiu its own con​finements. None of them can replace or make the other unnec​essary. There is, of course, difference between naive art and pro​fcssional art.

Naive art reflects the world in a more direct, simpler way, pro​fessional art on the othcr hand portrays the relation of the amist and the world in a more complex and indirect way. In naive art the creative self does not distance itself from the world cap​tured. Lxperience and message are expressed in a more subjec​tive and poetic way. In professional art the creative self does distance itself from the portrayed, expressed world thexefoxe professional art can model the world in a more sophisticated, less subjective way.'I'hat makes the subject a simple pretext, a mere opportunity at the hands of professional artists, through which they can express any messages, in naive art though mes​sage is always linked to the subject and the first-hand experi​ence of the amist.

Thus naive art compares to professional art the way a wild flow·er compares to a cultivated rose or an orchid. Still it would be a mistake to think orchids are comparable to snowdrops or cornflowers. .4rtistic phenomena known as naive art can express human existence in a way that is impossible for profes​sional art. (?rand art on the other hasd can express existence in a complex and sophisticated way naive art cannot. I'resenting them as opposites of one another or condemning one just to create a favourable picture of the other therefore is false, harnr​ful and pointless.

In the end of the seventies I got a scholarship to Brussels where 1 studied the Belgian naive art. The artists were enthusi​astic about me: they said that the Relgian reviewers usually did not say much more than they liked the picture nr they did not like it. But I always explained why I considered something beautiful, good or unsolved. Durrog my visíts I came to know a woman who líved in great splendour but considered herself, and was recognised, as a naive amist. Her father was the author of a major monography on naive art anrl her husband was the owner of a furniture gallery redolent of aggi. She herself had an atmosphere like a lady-in-waiting of Louis XIV. Her paintings were precisely worked out but were dry and sterile and were lacking the intimate c,ast of mind - the c·ery essence that gives a poetic charm to naive art. Thumbing the photo album about her paintings and exhibitions I happened to ask her whether it was a voluntarv, decision that she expresses herself in this naive way. She futnod pale, shut a vert' cool glance at me and said she found that this question was rather offensive. bVell, this is how a western European lady of high tank tried to protect her being a naive amist. Some naive artists in (:entral and Eastern Europe, however, wish to back away from this category and put on a style depicting nature with illusory fidelity, which is alien to their internal vision and experience. 'I'his attitude prevents them from expressing authentic, individual feelings. The pre​tentious conservative style is unimpressive and featureless in professional art, on the one part, and mostly not perfectly mas​tered bt' the naive artists. (The naive amist should paint in his spontaneously developed style as long as he tan telt' on his experiences and exhaust all possibilities. If there is a genuine change in his artistic attitude, he tan remain an authentic amist only as long as he does not stray away· towards "external vision" and illusory depiction but preserves his attitude arising from his "inner vision" and develops into one of the internal vision schools of professional art.) I give you an example. I'ál Kun, an excellent Roma naive amist, once gave up his natural, original style and tried tn make plein air paintings. By doing this, he fost his individual character, his authenticity. Lator on in 1992 he worked at the Central Luropcan Artists' (:olony at Tokaj and followed his intcrnal inspiration and vision when doing his glass work entitled Gypsy Madonna. It became his most outstanding composition. He found his way back.'Fhere arc several other examples but the point is that the naive amist shuuld rcly on his internal inspirations only- He should not be encouraged to apply an alien, strange style that contradicts his habitude and internal vision.

ln summary, we should lat' asíde all preconceptions and should appreciate and honour out Roma naive artists. Anti we should not try to mislead them according to out conscrvative amistic concepts and limits in taste.

we also have to know to further orientation that the artistic phenomenon known as naive art implies various forms of expression, or to be more precise, some ways of creation have been put into the category of naive art, although they dn not belong to it.

There arc two essential way·s of creation that also tan pro​duce artistic value directly, without getting connected with the process trf thc history of art. One of them is the so-called naive objective and the other one is the spontaneous expressive svay of creation. Both of them use inner visinn, so they arc not halod p<m the illusionist depiction of sight, but the rememhering d imaginative vision. They arc, however, contra(üctory at the me time as naive art is static and depicts the world in its ate, mostly with a harmonic attitude, while thc spontaneous pressive way of creation seizes the existence in its movement, hange, often in its dissonance The fonn tan he altered hy an motional, impulsive expression and an intellectual stress, so

the figure tan he extended or compressed. (It is essential to emphasize that in thc spontaneous expressive way of creation mohon is not visualized through armtomical depiction but the expressive forrnation of the figure or the mohon of the compo​sition.) Only a small proportion of János Balázs' art belongs to naive art, for example, the Mother with her (:hild (1968) and the Abundance ( 1968), the majority of it belongs to the sponta​neous expressive or the expressive visionary way ot creation (Illusion; Apostolit Vision, from the 1970x). Moceover, thcre arc pictures of his on which the figures appear stiffened into the state that is characteristic of naive art and the background is tomposod with the strain of the spontaneous expressive way of creation (Blue Flowers, 1968; Still Life with Adam and Eves tieads, 197()x). Jolán Oláh's, Gyöngyi Ráczné Kalányos', lrén Nyáris, József Kovács', Judit h'agyné Horváth's art tan be classi​fied as naive Works. The same tan be told about Teréz Orsós, but we tan sec more realistic observations and charactex portay​als in her paintings. Aoth in naive ohjective art and in the case of Works ereated in the spontaneous expressive way, a scale tan be set up ranging from the pattern-like, marking depiction to a kinti of rcalistic detailing. The point is that the detailing part​fonns should be suhordinated to the inner vision and the expression. Thus, for example, in Jolán Oláh's pictures the shapes of a face arc markod with simple patterns: the nose is markod with a trapezoidal or triangular fonn, the eyes arc quar​datic or circular but the colours give the picture elementary intensity and suggestivity. András Balogh Balázs' and Mara Oláh's paintings, Jakab Orsós', Pál Lászlós, Kálmán Szomora's and László Koszöcs' wood sculptures, Flórián Botos' and József Perkovics' drawings tan be put into the spontaneous expressive way of acation. The strength of inner vision, the suggestive for​mabon and the stylization is the most powerful in I'ál Lászlós compositions. Realistic observations arc already present in László Kosztics' scullhures, all these, however, appear subordi​nated to expressivity and stylization. The drasvings of Flórián Botos', but especially that of József Ferkovics' arc of expressive realistic character. However, tomparing the Works of the two, we tan notice that the realistic observation and the seizing of the charac-ters is more emphatic in Ferkovics' portraits. Botul is satisfied with highlighting some essential features. Józset Fenyvesi's suggestive portraits w·ere also painted in terms of the expressive realistic way nf depiction.

Inner vision and expressivity determine in the first placc the art of thosc Rornany artists, too, who acquired the plein air-like way of acation of the professional art in courses or as autodi​dacts, like Márta Bada and Gábor Dilinkrí. Both of them trans​form the plein air-like way of creation that represents nature in an illasort' way, namely in terms of expressivity, so they trans​mute the natural and figural motifs pointedly according to the emotional and impulsive expression. '1'hey change depiction into inner-sighted to a tettain extent and they work out the visualization of space in this spirit. Márta Rada, for example, creates a kind of crooked space from patches of colour modulat​ed in a soft but sirnultaneously expressive avat', where the fig​ures plant themselves as being in the centre of their own uni​verse (Children in the Reeds; Underwater 1N·orld; The Four Ravens' Tale). In Gábor Dilinkó's vision-like pictures (Golgotha 1; Golgotha 2), however, the background is transformed eves more emphatically·, according to the requirements of expres​sion.

The strong inner vision and expressiveness, creating fantant' and the ability of composition saving Magda Szécsi without any particular preliminary studies up to the Icvel of professional artists. This stressed expressivity characterizes the young artists, like Zoltán Túró, Zoltán Oláh and Kálmán Horváth, who are orientating towards the professional fine arts, and some other artists who do not occur in our present exhibition yet (Zsolt Vári and Sándor Pintér). A part of Zsolt Vári's Works has been inspired bt' the classical values of fine arts, he lifts the lively fig​ures of the Baroque into his art with decorative expressive sim​plification. Sándor Pintér derives from the collection of instru​ments of the surrealism, but he has not managed to find his individual avat' so tar.

The pictures of these young people already show that besides the artists who continue the tradition of the Renaissance and Baroque, those Romany artists also appear who find the stimu​lating tradition in the modern art of the 20th century. However, we tan give account on not only attempts but com​plete and significant results. Besides Tamás Péli's mythical, mythological and epical oeuvre and István Szentandrássy's cathartic anct elegiac art that follows the tradition of the Renaissance and Baroque, David Beeri's (Károly Pongor Beri), József C. Kis' and Ildikó Péli's art has developed as well. David Beeri (Károly Pongor Beri) created a kind of sovereign, spiritual art that makes use of several results of modern art though (the constructive avat' of picture building, surrealism, transforming and making expressive the tubist forms), the substance of his art is determined bt' his own inner laws. József C. Kis, however, createrl his own modern avat' of expression bt' mixing surreal​ism and constructivism specifically and individually.

The Third National Exhibition and the Icssons drawn frorn it

The Third \ational Exhibition of Roma Artists involves twenty​one exhibitors but there are much more roma artists in Hungary. From among the professional Roma artists some have decided not to take part, e.g. István Szentandrássy, Ildikó féli and poet Károly Bari, who is an outstandin;; nraphic amist, too. flanc who fmllow hlth attenticm the decclynnenl oÍ Itnma art

mar' find that some naive artists and some self-taught protes​sional artists are missing, including naive amist Irén Nyári, the talented Brigitta Milák, who mixes the naive and realis"~ approach, the painter of elegiac pictures Elemér Tóth, who inu vert' special fantant' and has become famous for his serien cr.'I​tled The Dante of the Dying horse, and the recently emer;;~v.;~ Zsolt Vári. And the list of names may be continued...

The reason why the number of participants avas not increase~l not only the limited capacity of the Gallery of the I'at;a.u Cultural Centre but also the istent of the organisers of the evl~i​bition to give a characteristic picture on the Roma art in Hungary. With the exception of some young artists, pricui,a avas given to those who has a definitc, individual style and who undoubtedly proved that they are worthy. W'e hope that son~e of those who had no opportunity to take part this time will have a chance to prove that they have an individual, character​istic style at the next national exhibition. The result of an inter​nal development process is worth waiting for. E.g. the pictures of József Ferkovics were left out írom the Second National Exhibition of Self-Taught Roma Amists in 1989 because thev reflected an unsettled nature and were not up to the expecta​tions of the national exhibition. Half a decade avas, however, enough for him to establish his own expressive-realistic style in graphics and a nice envelope in painting, showing high emo​tional value. He deserved to be selected among the exhibitors. The art of the naive amists of the Second National Exhibition has improved further and became eves more characteristic and significant. Such compositions as Jolán Oláh's Gallop, Emprise and The sighted testifies the courage and completion of the interna) vision of the amist.

Gyöngyi Ráczné Kalányos transfers her experience and impres​sions and occurrences of her own life into a dreamworld with natural ease. Her pictures express the natural brightness of things, creating an intimate envelope. Her magicai glanc picture entitled 5even tavin serpents depicts a roma folk tale with con​cise iconology and composition. She painted this tale at the Tokaj Artists' Colony in 1989 and five years later agaín at the Central European .4rtists' Colony in Tállya in the form of a fixe metres long panel picture, always adding more artistic details and new solutions. She learned the techniques of glanc painting at the Tokaj Artists' Colony and eves her first trial, a work of art entitled In India, avas an outstanding piece.

Pál Kun has been painting for a quarter of a century. His real artistic development occurred in the nineties. His naive pictures focus of the tradítional roma lifestyle, trades, customs and holi​davs. He works on the bacis of his authentic experience with harmonic clarity and intimacy (Migrants, Eastern Fun, lnside Mood, Horseshoeing). In the last third of the decade of the nineties he decided to paint the history and migration of the Romas on the bacis of traditional old tales told bt' relatives and legends spread from mouth to mouth. This enterprise has been implenrentecl up to an extent of fitty percent. The pieces of the series show the creation of a kiad of popular heroic epic. Each composition comprises a number of figures with parallel and opposing attitudes. The naivety is mixel with spontaneously expressive sty le. Pál Kun brings up the solidarity of the conunu​nity, the disintegration of harmony, the pcople's fight for sus​tenance and survival. By his depictions of crafts and by the pic​tures belonging to this series, I'ál Kun has found his place among the best of Roma popular art.

The eanier works by Teréz Orsós are memorable of thcir lyri​cal and humorous attitude. Her composition "Sisters" painted in the varieties of blue and green is for example, influenced by sensibility.

Orsós creative world became more crusty, cankered and grotesque in the last decade - marking that he deeply under​stands the kard life nf the stepchildren of this age, the Komas. His pictures reflect the desperate fight for survival, loneliness and deprivation (Orphans, Gypsy Girl Shouting fox Survival) and the cmshing effect of inhuman circumstances on soal an d boly IRag-picker Child).

After naive artists we should focus on the career of spontan​eous expressive artists.

András Balogh Balázs succeeded in getting rid of the effect of János Balázs on his eaöy Works and by now he established his individual artistic approach. His pictures prove that he is a com​pletely mellow amist. His ögures painted with perturbed expres​sivity and his natural motives come out of a pitch dark back​ground. llis picture.s speak of the nrysterious night and dawn in tvhich reality and dream have no clear outlines.

Mara Oláh's Homecoming is a composition having dramatic expressiveness. The homecoming soldier is shocked seeing his lover being with another. The pictuxe depicts the fight of the three figures swirling around. The soldier wnuld hug his lover but recoils with horror. The unhardy competitor tries to resist in the background with an uncertain mohon. There is nothing superfluous in this picture. The motions, the stxong and rich colours speak of elementary emotions.

In the last decade the career of two significant, expressive Roma sculptors was unfnlded before us. Pál László was living estranged from the world fnr long, preparing sculptures with bizarre fantasy and ascetic diligence. These sculptuxes are made of creeping, tangling forms. Both the positive and negatíve forms, also the empty space formed by the material become part of the structme. The joining forms recall leaves and exotic fruits, the creeping tortus suggest híding, symbolic figures. Thc sculptures mostly have a cylindrical form and while going around ynu can recngnise new motifs each time and even the motives themselves may trigger seveml figuraöve associations. The art of Pál László is of a meditative, spiritual type where the message of the amist may be sometimes allegnric (Time 1 2, 3) and sometimes symbolic (I'earl-diver). His series entitled Dream

expresses the continuous secret metamorphosis of figuratlve mntifs.

As a contrast to the estranged, meditative personality of Pál László, László Koszöcs is an active amist who requires wide range personal contacts and, beside showing his own works of art, also organises performances and programmes integrating various kinds of fnlk art genres. His activity is supplemented by intense creative approach and outstanding diligence, and also permanent unsatisfaction and demand for fumher improve​ment and for new sculptural solutions. Koszöcs made impres​sive development durrog one decade. In the early times he depicted the traditional roma crafts. His conventionally designed, rough sculptures (Lard Eater, Daddy Teliing a Tale, 'free (:utter, Grape-picker) were followed by sculptures made in the spint of roma populax rcligiousness, growing in size (Gypsy Madonna, Christ Breaking the Bread). In 1996 he first carved his big-size, two figure sculpture entitled the Crowning of Stephen, which was later improved and re-caxved. This sculp​ture belongs to his bent Works. In the last third of the nineties the quality of his art significantly changed. His sculptures (Magic'Iree, 1998; The Tree of the Stepmother, 1998; The Tree of Faning into Sin, 1999; Trec of Martyrs, 2000) show thc evi​dence of characteristic, individual creative artfulness and that his style became more sophisticated. The branches of the Magic tree show tense excitement, the figures of the híding man and woman are hardly distinguishable and the entire sculpture is encircled by some mysterious, magicai envelope. The tree sug​gests a dual symbol of the tree nf life and the trec of I'aradise. The Tree of Martyrs recalls the thirteen martyrs of Arad and the tragic fate of Prime Minister Lajos Batthyány. 'l'he portrait of the leadexs of the freedom fight is attached to a branch of the öee, in accordance with the usual structure of family trees. There is one leaf at the end of each branch, as the symbol of survival.

Some of those artists who are not going the way of naive art made considerable development in the last decade. 'Chey, e.g. Gábor Dilinkó, Márta Bada and Magda Szécsi, learned by them​selves the more complex ways of expression. Their intemal vision has a significant role in their art. At the Second National Exhibition and the subsequent International Koma Art Exhibition in 1995 Gábor Dilinkó exhibited mostly expressive, vision-like pictures (Calvary 1, 2) and grotesque portraits. In this cxhibition he shows paintings depicting landscapes and the rclationship hetween man and nature. Dilinkó transforms the plein air style with solute action painting into an expressive composition, especially in his picture entitled In a Snowstorm. The small roma group progresses agarost the storm in the bar​ren, snowy winter. The picture depicts not only a fight with nature but also a tragic fate of helplessness and the permanent fight of romas tor survival. The painting entitled Nobody needs Us also mixes the landscape and the fate nf man, however, in spite of the painting In a Snowstornt, this is not a fight of many; the autumn forest and the nld couple walking towartts the depth of the wilderness represent the waters of forgetfulness with elegiac resignation.

M the pictures of Márta Bada the forms become limitless and the pictures are dominated by glittering and ttissolving forms. Just like Dilinkó, and eves more characteristically·, Bada trans​forms the plein air style into expressivity. The experienced scenes are recreated in the rnemory of the amist and become mystic, fictitious visions. The figures are encircled by a back​ground comprised of mystic, billowing colour patches. The motifs are placed in the centre of their own universe. Márta Rada is gnod in depicting situations and moods. Her colours were previously a fene contrast of red, yellow, ochre, blue and green. In the Tast decade various purples were introduced to her pictures.

Magda Szécsi, who has an extremely unique fantasy and tale​telling ability, is a significant and authentic talent both as a writer and as an amist. Magda Szécsi fights her own artistic fight, faces the major issues and tragie occuxrences of existence but her art always represents the eternal optimism of tales. Magda Szécsi is an amist creating a style. Without much studies, she spontaneously created an expressive, simple way ol mark​ing forms. Her countless figures and motifs are arranged into compositions as easily and naturally as a bird starting to sing. In recent years she illustrated a number of books (poenrs of Baudlaire antt Attila József, Song nf Songs). Hcr drawings are not only illustrations but graphics that provide full artistic value.

Frorn among the generations following Tamás Féli, there are two outstanding Rnma artists both of whom are charismatic personalities: István Szentandrássy and David Beeri (Károly Pongor Beri). In the first decade of his artistic life István Szentandrássy focused on the major problems of roma life, first the social Issues, the fate of minority mernbers and the conflicts of changing a lifestyle. Later on, he ctealt with the basic prob​lems of humanity and he wanted to become a universal amist. In the last decade his artistic approach significantly ehanged and he created an individual, spiritual art. For him, art is not only a way of expressing hintself hut also the mcans of reform​ing religious faith and human existence. Initially his internal messages were put in an allegoric form (Calvary) which was somelemes difficult to understand by the viewers. However, in the lant decade, he got rid of reminiscences and his internal cohesion has become an integral part of himself. His internal messages are expressed with a certain tension and with a force of creating allegories. His forms and motifs are extremely sim​plified. His compositions are characterised either by static imperturbahility or by thc hot-tempered, creeping motifs. David Reeri has created his own visual thinking system and he is capable of utilising many elements from various trends:

secession, cubism, expressionism, surrealism. His art has not yet been duly honoured yet.

József C. Kiss is a special personality of Roma art in Hungary who did not develop his individual style on the hasis of the trends of the old limes or the first decades of the century but approached the contemporary art. He integrates construc​tivism, non-figurativism and surrealism. While composing his motifs, he sometimes aligns forms, somelemes creates a laminar spatiality, sometimes progresses simultaneously imvard to and outward from the plane and somelemes he applies varies types of spatial effects in the same picture. His paintings represent fig​ures and non-figurateve motifs with a kend of impersonal mod​eration. The pictures speak abnut the cold rationality, the ever faster way of life and the irrational anxiety of the pcople of the supercivilisation at the end of the century. However, instead of these pictures formed with voluntarily impersonal objectivity, he brought to this exhibition paintings that reveal his internal emotions, his broken heart, his sadness and also his desperate hope and insuppressible exhilaration. His overflowing joy is unfolded in the expressive figure of the fiddling roma. The motifs, recalling both the Netherlands art of the l7th-l8th cen​tury and the building art of the 20th century, of the painting entitled The forsaken radiates withheld colours, meditative, ele​giac sadness. We see a desolate, numb gloomy landscape that has a mond of a Tarkovsky film. In the ~lower left corner there is the figure of Christ, in the right corner we see thc hand of Judas holding the silver coins of treachery. The message of the picture is that Christ leaves this world that has become evil and is not womhy of redemption. Also the painting Gandhi is a meditative one, recalling the memory of the great Indian humanist of the 20th century. József C. Kiss succeeded in introducing his art not only in his country but also in western Europe. lie is even more recognised there than in Hungary.

From among the young generation we would like to first mention the name of Üdön Gyügyi. Gyügyi found his own style in the early nineties in his characteristic portraits (Voivode), his compositions showing fene depiction of the human soul (Girl with a bird) and his pictures Gramming vari​ous motifs and including mostly allegoric references (Nail​smith). I.ater his style has become somewhat affected. But Gyügryi had enough endurance and willingness to recollection to wait until a new style was born reflecting his new experi​ences and attitudes. His recept drawings are inspired by far east graphics and Chinese and Japan art (No title, The gambler, Four crows, The elephant of Niki). These drawings show the inter​penetration and transformation of motifs. Somelemes only a small fraction of a figure is depicted but with stich expressive force that the small fraction may suggest a whole figure.

Zoltán Oláh represents esoteric experience, cosmic fantasies. Oláh longs for monumental size but currently, in his present situatinn, he can implement stich big desires only partially. In summary we can conclude that internal vision and expres​sivity arc the characteristic of not only the naive and sponta​neously expressive Roma artists but also the essential feature of the art of professional Roma artists. They are chaxactetised by rich fantasy in creating figures, and the hold application of colours-that gives their att a kind of individual and particular​ly Roma taste.

The Place of Rornany Fine Arts in Hungary Constdering the Entirety of the Roma Fine Arts

Until the middle or the Tast third of the 20th century the histo​ry of Roma fine ams is actually only the survey of individual Rnmany creators' work. The collective appearance of Roma artists, their connection with each other, the forming of com​mon programmes, the individual trends and the continuity that makes tradition arc new phenomena that only go back to several decades. The first Roma amist we know about is a painter of the Renaissance, r1ntonio Solario, the Roma (lo Zingaro) who presumably was an Italian father's and a Roma mother's child. He belonged to the Venetian school and some of his altar​pieces as well as frescoes survived in Osino, Naples, Macerata and Perno. For a long time this model of rise shown hy.4ntonio Solario was the only possible way for Roma painters to become artists and to join in art and the pxocess of the history of art. This model was the mixel marriage: the middle-class father broke the bourgeois limitations and married a Koma girl. Their amist son, however, faced also the Roma tradition of the family. So rlid, for instance, the distinguished modern amist, Otto Mueller who rose his family's Roma tradition into his art at the beginning of the century. His pictures on Roma themes arc attistic documents of his rebellion against the rignd, overregu​lated bourgeois mode of existence as well as the expression of his instinctive affection for liberty and the way of life with the nature nearby.

The first perind of the Roma artists' collective appearance falls on the two or three decades following World War II. 'f'he spot is Western Europe: France, Spain, Belgium and Italy. In 1938 Kandinsky's student, the Russian Roma amist, Serge Poliakoff, who created his fine-coloured abstract art with the deformation of the constructive forms and shapes, amivel in Paris. The brillfant jazz extemporizer and gitar virtuoso, Django Reinhudt, started paintlng his figurai pictures of mysterious atmosphere, which were powerful but simultaneously mndulat​ed by fine, broken colours and related to the expressionism, in the second half of the 1940s. Sandra Jayat was fifteen years old rvhen she went on foot from Milan to Paris to avoid a forced maniage and Chere she got into touch with French avant-garde writeu and artists. In ten-fifteen years she became an acknowl​

edged member of the French artistic life as a poet, writer and amist. Magdalena Reinharez also became a professional painter supported by French avant-garde artists and she even graduated írom the School of Arts in Paris. We can experience from it all that the most significant Roma artists in France evolved their art influenced by modern French artists. This connection to the modern art characterizes the rnajority of Roma amists in Western Eutope, for example, Bmno Morelli and Olimpio Cari írom Italy. Of course, there are also creators who hesitate between making pictures using their intimate vision and the spectacular painting with illusionism and they ate not free from dilettant features, either.

ln Middle and Eastern Europe the groups of Romany artists appear some thirty years later. No doubt that, as we rnentioned earlier, Vince Horváth from Hungary, for example, already carved his first sculptures at the end of the 1930s but he appeared with them hefore the public only at the beginning of the 1970s. At that time the Romany peasant painters and sculptors, primarily naive artists, present themselves following Bach other in Hungary, Czechoslovakia, Jugoslavia and I'oland. T-here ate some of them who revive some traditional technique, like Rudolf Dzurko from the Czech Republic who mostly applies coloured glass-dust to his pictures in a plastic way. Sorue profes​sional amists show up as well, like Tamás Péli, József C. Kiss, Károly Pongor Beri (David Beeri) and István Szentandrássy in Hungary and Szulejman Szeferov in 8ulgaria.

Comparing the activity of the Roma artists who work in the Western, Middle and Eastern European countries w·e can estab​lish that the ethnic character, the typical Roma realm of imagi​nation and polychromy manifests itself the most vigorously in the w·orks of Rnma artists coming from the Middle and Eastern European countries. The traditional way of life, the trades and the land of romance and legends are also perpetuated by Middle and Eastern European Roma painters, sculptors and graphic artists in the first place.

F.xamining the sprcad and development of the Roma fine arts in Europe we can state that the fine arts of the Romanies' blos​somed out the most forcefully and wealthily in two countries, France and Hungary. In France approximately B-t(l Roma artists work and in Hungary more than thirty. Presumably, the cir​cumstances were the most satisfactory for the appearance of the Romany artists and the strongest social interest was shown towards their art in these two countries. These were probably the places where they got the most encoutaging support from professional amists, the galleries of culture centres and other exhibition builclings were opened for them and the critics and journalists followed their work with sympathy.

Examining the Romany fine arts in Hungary in international relation we can draw another conclusion. Roma fine arts made the most characteristic development here, so we can say that Roma fine art par exceBence was created here, by which we

mean that we cannot onlv speak about Roma artists who follow each other and e·ork isolated. 'f'hey formed connection e·ith Bach other, they introduced themselves collectively <luring the lant decades and moreover, they got into touch with other Romany groups that play authentic folk or classical or modern music, dance ensembles, writers and poets. An integral histori​cism of a certain kind, a chain of ancestors and descendants was realized and an individual school of Romany fine arts was established which is in connection w·ith the renaissance and baroquc traditions and whose initiator was Tamás féli. The sec​ond generation is represented by István Szentandrássy and thc third one by Loltán Túró.

As we already mentioned in a different respect, 'famás Péli aspired to create the particular Roma fine arts. 'There will be Roma fine arts after all,' he left tor Holland with this determi​nation according to his programme. He went to study in the State Academy of Fine Arts in Amsterdam and after finishing it he really returned home and painted his picture, Rirth, of more than 42 syuare metre size which is the perpetuation of the birth, the historical way and traditional culture of the Koma people. It is still the largest-sízed w·ork of art among the monu​mental ones that gives an overall picture of the Romas with great care in a mytical and epic form.

As a result of the collective appearances and meeting the rep​resentatives of other branches in Romany art, the Roma painters, sculptors and graphic artists aspired to perpetuate the traditional Roma folk customs, trades, tales and beliefs, partly tatring it for granted and partly with conscious intentinn of reviving and preserving the Romany traditions. József Fenyvesi, Gyöngyi Ráczné Kalányos, Pál Kun, Teréz Orsós and László Kosztics mpresented these memories of the traditional

Roma culture not only in one work each but in serien. József Fenyvesi, Gyöngyi Ráczné Kalányos and Pál Kun - following Tamás féli but in their own way, on the hasis of folk traditions and their imagination - composed the Romas' historical way, migration, arriving and settling in Hungary in distinct serfal pictures. The depiction of trades cannot only be witnessed in the Works of naive artists. One of the professional Romany artists, István Szentandrássy, detücated an entire serien to pres​ent the traditional trades.

In Hungary the two big branches of Romany fine irts, the peasant painting and sculpture, i.e. the naive and spontaneous expressive art and thc professional Romany art developed in a markel way but separated at the same time. The two hranches together, tatring into consideration the entirety of the Romany fine arts, are of individual nature and outstanding value. János Balázs', Jolán Oláh's; Gyöngyi Ráczné Kalányos', Teréz Orsós', András Balogh Balázs' and László Kosztics' painting and sculp​ture reyuest their place in the world's naive art with gond rea​son, while there is room for Tamás I'éli's, István Szentandrássy's, David Beeri's, Márta Bada's, Ildikó Péli's and Magda Szécsi's oeuvre in the Hungarian and European fine arts. Their track is followed by the young who have to face new challengcs while building up their intiependent creative world. The Romany fine art, according to the evidence of its history until now and that of the 3rd National Exhibition, has its inde​pendent character now. It developed in a wealthy anti various way and it is of significant artistic value. This type of art, already rightfully, deserves to be granted a permanent exhibi​tion, museum. 




István Kerékgyártó



