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MINISTRY OF INTERIOR          TOP SECRET

III/III-4-b subdivision

Received from: “Zoltán Pécsi”

code named secret agent

Received by: Tibor Horváth police captain

Place of reception: Public place

Date: January 30, 1984

Subject: Exhibition of György Galántai

R E P O R T

”György Galántai launched his newest “arts competition” in 1983 
under the title “Hungary can be yours”. Of the “works of art” he 
had received, he organized an exhibition at the Young Artists' Club 
(Budapest, district 6. Népköztársaság útja 112). The opening of the 
exhibition took place on January 27, 1984 at 7 p.m. at that address, 
in all premises of the Club where my acquaintance was present. 
Entrance was granted for holders of an invitation card. At the 
entrance severe guards (probably the organizers from the Club or the 
local Committee of the Young Communists' Organization) were posted 
this time too, who did not let in those without an invitation or 
holding a membership card even if they paid the HUF 10 entrance fee. 
Undoubtedly, these persons later slipped in by way of being “helped” 
by people who had an invitation card but came alone (one card was 
a ticket for two). The exhibition, however, was opened as a “private 
event” due to which disputes erupted at the entrance.

What is to be said in summary: For Galántai's competition several 
“works of art” (in reality plain botch-works) had been provided that 
are politically problematic, destructively criticize and, moreover 
- primarily some of those made by Hungarian “artists” - mock and 
attack our state and social order as well as the state security 
organs. Galántai was unable to separate these pieces from the rest 
of the works, which most probably would have been against his 
intentions anyway. Thus, the above mentioned seriously problematic 
works were exhibited too and as a great number of visitors were 
present, the exhibition fulfilled a politically harmful, destructive 
and disorientating role. This function was enhanced by the fact 
that the most radical representatives of the Hungarian “opposition” 
appeared at the opening and, though behaving relatively modestly 
(none of them spoke to larger groups), in small conversation groups 
of 3 or 4 they had a chance to propagate their views.

At the opening there was an extraordinarily large number of people 
present (at least 250). The number of persons was more difficult 
to estimate than usually for the exhibition and the opening took 
place in three large rooms of the club and people were permanently 
fluctuating. Even hallways, stairways and the basement canteen 
(buffet) were occupied. Presumably, 30 to 40 people never even left 
the canteen; as this area was jammed, the number might have been 
even greater. On the whole, the maximum estimate is around 350 to 
400 people. If so many were actually present, it was in defiance of 
the possibilities of the club for the size of the space allows for 
the civilized housing and entertainment of not more than 150 to 200.
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Among those present there were Miklós Haraszti, Gábor Demszky (and 
his lady friend “Rozika”), György Krassó, Gáspár Miklós Tamás, 
János Kenedi - all of them the most radical representatives of 
the “opposition”. Also present were several known members of 
SZETA [Foundation for Supporting the Poor] such as András Nagy, 
Ottilia Solt and their friend János Malina. Nagy and Solt were 
accompanied by two children of Solt, the elder daughter and the 
youngest son (Máté); 2 or 3 other children (aged 5 or 6) joined 
them. The presence of children especially aggressively highlights 
the irresponsibility of Nagy and Solt. In that environment small 
children naturally grew hapless and impatient in a short while. They 
constantly fell in the thick crowd, one of them hurt himself gravely 
(needed nursing), later they fought and danced on the stage in the 
darkened room (see below) provoking laughter from the audience. 
These small children were still in the club as late as a few minutes 
before 11 p.m.(!). Apart from these people, the audience included 
a few remote SZETA “sympathizers”: a bearded and bespectacled man 
earlier seen in Nagy's apartment a few times (the one who wants 
to publish Orwell's 1984 in Hungarian) as well as László Algol and 
Péter Rácz. There was also a man addressed as “Tóth” who too is 
András Nagy's acquaintance and was at Nagy's several times. The 
number of artists and musician was significant. Apart from Galántai 
and Júlia Klaniczay, there were István Haász and Attila Pácser, the 
graphic artist. The number of artists providing works was probably 
much higher. László Beke and Éva Körner art historians; certain 
circles of the literary world, such as persons gathering around the 
“Lélegzet” [Breath] literary events were there too. Also present 
were Ádám Tábor, Balázs Györe, Endre Miklóssy. János Tamás Katona, 
a philosopher was there too who earlier made himself known by 
organizing opposition activities at the Faculty of Arts. According 
to Ádám Tábor, Endre Kukorelly, the poet, one of the editors of the 
“Jelenlét” [Presence] anthologies also was there.

It must, however, be emphasized that the exhibition was opened 
without permission. On this György Galántai and Júlia Klaniczay said 
the following (I was given a brief account):

It is not the club that selected the material to be exhibited but 
the usual jury procedure was conducted. To be the jury for the 
Galántai exhibition, the Club asked artists Ádám Kéri and András 
Baranyai, who both accepted. Asking them is not hostile towards 
Galántai by any means as the two were in the same courses with 
Galántai at the Arts College; furthermore, according to Júlia 
Klaniczay, they had actively supported Galántai at various fora in 
the near past. Kéri and Baranyay, however, having a closer look at 
the works got “frightened” and refused to judge them as suitable 
for an exhibition. In fact, the Club thus was not in the position to 
grant its permission. Despite this, Galántai mounted the usual glass 
show cases and displayed the non-painting type objects (besides 
paintings and graphic works several spatial objects and objects 
of use had been provided), requiring a minimum of thirty to forty 
hours of work by Galántai at home and on the site. The majority of 
visitors - facing a most regular “exhibition” - obviously did not 
even know that the exhibition was illegal. Some people whispered 
others the gossip that there was no permission and the whole thing 
would be closed down soon. According to Júlia Klaniczay, Kéri's 
and Baranyai's comment on the material was that what Galántai had 
wanted could have been somehow OK-ed, but this Hungary topic … just 
would not go, this was already politics and was a tough thing. (They 
said this despite they had their own works exhibited.) First I will 
describe the “works” displayed.

Then I will turn to the events at the opening and to the various 
private conversations of my acquaintance.

The first thing to be noted is that Galántai had received much fewer 
works and from much fewer artists, both from home and abroad, 
than in the case of the stamp competition. This is certainly to 
be explained by the political nature of the topic. Several of the 
competitors, while sending in a work, tried to hide the inevitable 
consequence of their act: notably that in one way or another, the 
“works” express an opinion on Hungary, a state and a society. About 
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three-quarters of the works were absolutely apolitical, insignificant 
and neutral, and only revealed something about the personality and 
thoughts of the creators, and Hungary was but a vague “excuse”. The 
best illustration of these little problematic works is a painting by 
a domestic artist showing a monk who prays in front of a fire and is 
clad in oriental garment in a clearing in the Himalayas. The rising 
smoke winds into a spiral and lets see an unclear map of Hungary. 
Obviously, in this kind of painting any other country, or any 
other symbol could appear in the “smoke”. There were, however, some 
gravely problematic and politically offensive and destructive “works 
of art” to be described here in detail.

Galántai separated domestic “pieces of art” from foreign ones and 
exhibited them in the so- called “small room” on the mezzanine floor. 
The two, undisputedly most aggressively oppositional works, were 
provided by the INCONNU group. One of them is the map of Hungary at 
the bottom of which it reads - cited nearly word by word: This map 
has been created to help the state security organs to better meet 
their task of tailing INCONNU. The creators wish them good luck!

(A word or two may be different but the meaning of the text was 
exactly this.) Next to it a French sign: “Ou est l'inconnu?” which 
means “Where is the unknown?” or in a different interpretation “Where 
is INCONNU?” The map itself seems to find an answer (in an infantile 
way). The sign at the bottom of the map says that it has been 
created by INCONNU members Csécsei, Molnár and Bokros. They have 
located the towns Csécse, Molnári and Bokros in the map, marked them 
green and linked them as if INCONNU were there and should be looked 
for there. In the map the geography of Hungary had been considerably 
changed. The most conspicuous thing is not that regions had been 
pasted to different places, (for instance, the area around lake 
Balaton to the South of the South Plain, across the country border), 
but that huge lands had been “named after” the best known artists of 
the West of the 1970s (Cavellini, Rauschenberg etc.). As if these 
people owned estates in Hungary or regions and counties had been 
named after them. On the other side a huge sign reading “HUNGARY IS 
ART” [in English in the original] is running across.

INCONNU had submitted another, maybe even more aggressive “work 
of art”. From a wood board mounted on the wall approximately 10 cm 
long nails stick out in a chessboard arrangement. A crumpled up 
paper map of Hungary, much smaller than the board, is pinned on the 
nails. Beneath, on a table black paint drops, imitating congealed 
blood, are sprayed on a heap of broken glass. The meaning of this 
“work of art” in a minimal interpretation might be that our homeland 
is humiliated and tormented. However, both the board and the nails 
being painted red, may bring further association (the red color 
being the symbol of the international workers' movement, communism 
or particularly the Soviet Union).

In a work by Miklós Erdély, a similarly poor “trick” is observed. 
In an artless drawing there is a three-strip flag (obviously the 
Hungarian tricolor) in black and white. In each of the strips 
the signs of traffic lights are drawn and marked “stop” “wait” and 
“go”. (These signs are not colored either, the whole drawing is 
black and white (probably carbon paper was used). The sign beneath 
reads “villanyrendőr” [the word by word translation is “electric 
policeman”, which in Hungarian is a popular name for traffic light]. 
Even viewers with little fantasy are able to make the connection 
between the tricolor flag as the symbol of the state with the 
word “policeman”, and with the drawing of the traffic lights. Thus, 
the meaning of the work is: “Hungary is a police state”. (This 
meaning is, however, not directly expressed, and Erdély can easily 
defend himself saying that the drawing means something completely 
different; for that particular audience, however, the above described 
interpretation was absolutely clear.)

Several other problematic “works of art” had been sent in by 
Hungarian artists. In one of the corners, for instance, four paper 
panels were hung from the ceiling to make the walls of a “room”. 
People could “slip in” from under and see a series of photos inside. 
The photos are of a staircase in which 50 to 60 persons are walking; 
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the majority of them are young, one teenager is grimacing and 
flailing his arms in high spirits. In some of the photos, however, 
faces of Gáspár Miklós Tamás, György Krassó and Ferenc Kőszeg can be 
recognized by those who know them. So it turns out that the photos 
of the groups had been made at some “opposition” event - maybe at 
an illegal “flying university” - and the series popularizes the 
“opposition”. The photographer is István Jávor.

The English title of another series of photos pasted on a sheet 
is “The invasion of Hungary” [in English in the original]. On 
a table, the map of Hungary is formed of slices of bread spread 
with pork fat, and the people sitting around the table gradually 
“annihilate” the map by picking up the slices and eating them. In 
another picture a fork is stuck in an apple, which is painted in 
the national colors, and a knife is peeling the apple. On the top 
of the picture the title reads: “The situation is hopeless but not 
hard” - the inverse of the well-known phrase “The situation is hard 
but not hopeless”. This may rouse associations that fall in line 
with the Western propaganda. (The picture obviously means that life 
nowadays in Hungary is not especially hard but to break away from 
the alliance or to fundamentally change the current social system 
in terms of internal politics is “hopeless”. It is hardly doubtful 
that most viewers interpreted the knife peeling the national colored 
apple as the Soviet Union “exploiting” our homeland. This kind of 
claim was found in some of the foreign works.)

There was a strikingly large number of pictures showing Greater 
Hungary, and other old maps copied and pasted. Besides graphic works 
and paintings, there was a number of purely literary works. (Here 
“literary” is meant as a genre category and to assess their value 
is beyond my undertaking here.) Endre Kukorelly, for instance, typed 
a long poem over the map of Greater Hungary, while another provider 
sent in a four-page plan on “Draining Hungary”. (This work fits in 
the creative direction known as “project art” [in English in the 
original]: the artist designs a piece of art or action but does 
not actually carry it out, only exhibits the plans. In this case 
the plan itself is absurd: the author plans to drain lake Balaton 
through the Sió channel, then, inspired by a farfetched idea, would 
keep pumping until the whole country goes down to the Black sea.) At 
the beginning of this mess of pathological ideas one can read that 
the artist was inspired by a conversation published in the 5th issue 
of “AL”, Galántai's periodical.

Among works by native artists, the topic of food and eating featured 
frequently. The same is found in works by foreign artists which 
Galántai exhibited in the basement show-room. That foreigners were 
“taken” in the direction of hunger and eating and food is due to 
several factors. First of all a linguistic accident: in English 
the word for Magyarország is Hungary, which is pronounced almost 
identically with “hungry” or “hunger”. The sound of the letter a is 
hardly pronounced at all. This has been the ground for foreign puns 
on our homeland and Hungarians for decades. At the exhibition too, 
there is a foreign “picture” of an empty butcher's shop. The title: 
“And what about Hungary?” [in English in the original] (With the 
word Hungary, a little bit distorted, it says “And what about the 
hungry?”). Many European “artists” do know, of course, that our 
country has a well-developed agriculture and food industry, and 
there is a large food supply. Thus, in some of the pictures, next 
to “hunger” there are abundant piles of food, among them pepper. 
Similarly trivial are clippings cut out of advertisement brochures 
of Hungarian restaurants and bars.

However, there was an even more characteristic reaction by 
foreigners to the competition. In many works - obviously made 
independently from each other in different foreign countries - pages 
and entries of encyclopaedia are haunting, among them old ones 
(from the period of the Austro-Hungarian Monarchy). There is only 
one explanation to that. Foreign “artists”, having received the 
invitation to the competition, had thought that they did not know 
anything about Hungary. In order to start at least thinking, they 
applied the easiest solution: opened up an encyclopaedia. Later they 
copied in their pictures what they had found. A similar response is 
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found in the work by the German Klaus Groh, though with a slightly 
different solution: he used the method of “brainstorming” [in English 
in the original] to invoke thoughts about the word “Hungary”. 
He lists the first ideas (which, by the way, politically are not 
critical, for instance he has the names of Bartók and Moholy-Nagy). 
A Dutch artist writes: “I don't know anything about Hungary, never 
been there.”

One can find the other extreme, too, though in a smaller number: 
Galántai's personal friends, who “know a lot” about Hungary, 
and also know people personally. A series of paintings of six 
death's heads, for instance features Galántai himself, then Róbert 
Swierkiewicz, László L. Hegedűs, and the Inconnu members.

More concretely political works in the foreign sector are very rare. 
There are some, however, which are illustrations of the topic of 
the “iron curtain” or of Hungary being “closed”. In a photo sent 
from abroad there is a wooded area with a huge sign in the center 
“Border zone!” Entering is strictly forbidden!” Another “work” 
bears a mocking English title “I love the Hungarian border guards”. 
Only one single work was more offensive: an Italian artist wrote in 
English: “I sympathize with the brave Hungarian people who have to 
suffer a lot from their overlords” [”overlords” given in English]. 
Those who speak English well may find an anti-Soviet attitude in the 
word “overlords”. The same Italian author also mentions that one of 
his grandmothers was born in the territory of Hungary.

Another, more political work illustrates a claim of Western 
propaganda that Hungary “has moved away from the ideals of 
communism” and is a “half socialist and half capitalist” country. 
In the picture there is a Coca-Cola can with a conspicuous Cola 
sign -a realistic representation. In the place of the brand logo, 
however, there is a classical Marx portrait.

There were also some bizarre works “out of line”. For instance, 
a foreign artist wrote that he “hated government states [government 
states given in English], but hated anarchist states just as much”. 
As practically all countries on Earth have governments, what the 
author wants to tell us is that he does not like any of them, even 
if there were countries where anarchy broke out. And as if this 
were not enough, he adds: “furthermore I hate all varieties of this 
two social maladies” (i.e. government rule and anarchy). Another 
work sent from Brazil - probably guided by true anti-fascist and 
leftist views - warns: Hungarians, do not forget what fascism was!” 
(This title is written exclusively in English. An indication how 
educated the author was that he had misspelled fascism twice). In 
the photo mass hanging, tortured men - maybe in a concentration 
camp -, destroyed neighborhoods are seen as well as a portrait of 
Hitler. (This work, if meaning anything at all, obviously is about 
the Brazilian junta rather than present day Hungary. Nevertheless, 
Galántai put this one on the wall, too.)

Events at the opening only loosely relate to the material of the 
exhibition. Galántai used the occasion of the exhibition to present 
his collection of sound recordings. The recordings, however, could 
have been played at any other exhibition or performance. The place 
of the main presentation was the darkened main room of the club. 
The audience here were seated in rows as if in a movie but nothing 
was projected, a sound montage was played on a stereo system. The 
montage was made up of short sections, on average 4 or 5 minute 
long each. The majority of the excerpts were recordings of pop 
bands, which, however, were not popular and well-known bands but 
groups having appeared in the last 2 or 3 years with scarcely any 
professional musicians among them. In many of the groups literary 
people and artists are trying to “do music”, though the result is 
not music but recital of texts or unarticulated howling accompanied 
by a few instruments. There were, however, in between the musical 
parts, readings of poems and prosaic excerpts, and even parts of 
recorded every day conversations. The invitation letter by Galántai 
lists all the bands as well as the authors of the literary excerpts. 
Among the latter there are infamous members of the “opposition” 
such as István Eörsi. Listed are the deceased Tibor Hajas and 
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Tamás Szentjóby, who have “expanded” the domestic art as far as to 
include pathological sadism and symptoms that would require mental 
treatment. The sound montage itself is of a very bad recording and 
playing quality. Although some of the audience patiently listened 
to the pieces, in reality neither the “musical” nor the prosaic 
recordings were intelligible. The only exception was the politically 
absolutely uninteresting composition by a punk group (”I'll call 
you on the phone”). As for the rest, only snatches and fragments of 
sentences could be discerned. In one of the “poems” one could hear 
that “socialism is nice but communism is going to be even nicer 
because even toilet bowls will be made of gold …” though several 
lines of this poem too could not be heard. (It may have been the 
passage by István Eörsi.) Another “account” said that the narrator 
for the first time in his life went in the District Council to pay 
taxes and the officer there makes the following statement: “That 
Taigetos was not such a bad thing after all.” (This text did not 
have anything politically objectionable passage.) There was also one 
“lyrical” poem-like attempt in which the author relates his prison 
experiences - or rather a dream about a prison; in the middle of the 
cot there is a mirror from which not he himself but a stranger is 
looking at him. There were regular poems too, for instance by Ádám 
Tábor, but one could know it only later when Tábor himself said that 
it had been his work.

According to the invitation card, the sound montage included 
something from the CPg punk group. This is the group which has 
made a name for itself even in the radical “opposition” circles 
by writing harsh anti-state and anti-party attacks and by using 
an obscene language. In the montage, played by Galántai, there was 
a “musical” part which kept repeating “mother fucker”, though it 
might not be the CPg. (András Nagy earlier mentioned that Péter 
Erdős, the director of Hanglemezgyár [Records Company] and head 
of the Pro Menedzser Iroda [a management agency] was called that 
dirty and obscene name for a newspaper article of his. Erdős' name, 
however, could not be heard in Galántai's montage.)

Galántai's comment on the montage was that the “Eszperantó” group 
heard is not the same as the “Eszperantó Eszpresszó” from the town 
of Szentendre (a fairly conventional pop band playing at avant-garde 
art events such as the Lajos Vajda Studio) and the abbreviation VHK 
stands for a band named Vágtázó Halottkémek [Galloping Coroners]. 
Galántai seemed to have a special liking for this band. Some of the 
members of various punk groups came personally to the opening. My 
acquaintance was witness of a conversation of Galántai and a very 
young, 17 or 18 year-old musician in which the bad quality of the 
recording was complained about.

At the opening not this sound montage was the only “event”. Galántai 
placed megaphones in the other two rooms (the “small room” on the 
mezzanine, and in the basement, in the room for foreign works), and 
also a TV set in the latter. Various materials were played there 
too. The material played in the small room on the mezzanine was 
not identical with the montage “broadcast” in the darkened main 
room. The former was made up of movement and mass songs. Galántai 
did not select the best known mass songs of the 1950s and 60s but 
the newer compositions of the 1970s, among them songs of the KISZ 
[Communist Youth Organization] and the of the workers' militia. 
(In most recordings there were choirs, soloists and the orchestra.) 
The total of the recording was longer than the montage in the main 
room, movement songs coming one after the other for over one hour 
and a half. Galántai's selection of the newest musical pieces 
was presumably a conscious choice. Older ones would strike this 
audience as outmoded, which had been mocked, disparaged by earlier 
performances, and sharply criticized even by official publications. 
The newest movement songs, however, contain a good many elements 
of pop music and seem to be closer to the taste of the young. For 
viewers at the Young Artists' Club, deeply sympathizing with the 
opposition, these songs seemed to be more suitable to provide 
a “counterpoint”, to create the contrast with the works exhibited. 
Several of the songs caused great amusement.
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During and after the events of the opening, my acquaintance had 
several private conversations.

He could meet Galántai and Júlia Klaniczay only briefly for they were 
“passed from hand to hand”; everyone seemed to want to talk to them. 
Apart from the issue of permission, described above, it was once 
again raised that my acquaintance placed some of his poems written 
in the 1970s in Galántai's archive (Art Pool). They agreed that 
my acquaintance would call Galántai in 2 or 3 weeks to set a date 
for a visit. (Despite the many months that have passed, Galántai 
received my acquaintance in a friendly way.)

A longer conversation took place between Ádám Tábor, Györe and Rácz 
and my acquaintance. The leader of the conversation was Györe, who 
talked about what he had seen in the Attila József Circle (JAK). 
Györe seems to plunge ever deeper in the activities of the Writers' 
Association and of the Circle, which is not characteristic of the 
rest of the member of the group “Lélegzet” [Breath]. Györe said 
that there were preparations conducted in the Attila József Circle 
for the election of a leadership. He himself had been elected 
member of the committee to nominate the secretary. Ákos Szilágyi 
was a potential candidate for secretary. (A man not known by his 
name joined the conversation at this point and noted that many JAK 
members did not trust Szilágyi, though distrust was even greater 
towards young poets and writers with few publications and less 
reputation than Szilágyi. Szilágyi elected, he said, might find 
himself in the role of the “spin”: he will not be able to get the 
Circle accept what the Ministry wants, while demands of members will 
be regarded out of question by the Ministry.) It was also mentioned 
that at a JAK meeting - held that day or 2 or 3 days before - Gáspár 
Miklós Tamás was present and made a longer speech. In his speech 
he had not addressed JAK issues but had presented his opinion on 
world politics and home politics in a sharp and aggressive way. 
Balázs Györe said that Gáspár Tamás' speech was harmful for the 
cause of the Attila József Circle and had better present his views 
at some other forum for it was not suitable there. (The discussion 
here turned back to the “Mozgó Világ” [Moving World, a periodical] 
meeting at the law faculty of the Budapest University, at which 
Gáspár Tamás confronted Dezső Tóth deputy minister.) Ádám Tábor said 
that the last “Lélegzet” evening had been a great success and they 
were planning to organize another one. Also the idea of founding 
a literary periodical was raised again. Allegedly, members of the 
“Lélegzet” group had already drafted a request for permission of 
launching a periodical to be submitted to the authorities in the 
near future.”

”Pécsi Zoltán”

Evaluation: “Zoltán Pécsi” code named secret agent brought reliable, 
and from the operative perspective valuable information on 
Galántai's exhibition held in the Young Artists' Club, where several 
works representing enemy ideas were on show.

On Galántai's invitation, enemy persons belonging to the opposition 
came to the opening. There were, for instance, Miklós Haraszty, 
Gábor Demszky, Ottilia Solt and János Kenedi etc. present.

Action: On the circumstances of the exhibition and on the material 
representing enemy ideas an informational report will be drafted for 
the upper leadership.

On the planned presentation of the exhibition material in MTV 
a verbal signaling will be provided to the chairperson of MTV.

Task: Task assigned to secret agent concerning György Galántai.

Budapest, February 13, 1984

Tibor Horváth police Captain
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1. Pácser Attila
2. Inconnu Group
3. Inconnu Group
4. Clemente Padin
5. Klaus Groh

Courtesy of Artpool Art 
Research Center
- Museum of Fine Arts, 
Budapest
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To the attention of

the readers / researchers:

The information contained in the reports can only 
be treated as source material in regard to the 
activities of the secret services. The data they 
contain about the artistic scene of the era are 
to a great extent wrong or incorrect, therefore 

they should not under any circumstances be used as 
reference in any scientific research unless confirmed 

by data found in reliable sources.

Documents about the Avant-garde art events in the period from 
the seventies to the change in the political system can be most 
comprehensively researched in the archives of the Artpool Art 

Research Center.

György Galántai: I decided to publish the material contained in the 
dossier codenamed “Painter” because my entire life’s work can only 
be understood if the environment in which it was built is known. 
It was a world where through the practice of cultural security the 
secret police sought to control the general atmosphere, thinking 
and personal norms as well as the circumstances of acceptable 
social activity.

I can assertively say that the greatest loss suffered by Hungarian 
art was not the confiscation of large amounts of mail but the 
destruction of normal human relationships, which was achieved by 
the network through consistently (for decades) applying the method 
of disruption, disinformation and signalisation.

What can be done after all this? (according to the post-neo-Avant-
garde approach of Miklós Erdély: “One must acknowledge one’s own 
competence with regards to one’s life and fate, and keep to it 
above all else. […] Whatever one can accomplish with the limited 
tools at one’s disposal one must do without delay.”)

Quoted after: *Miklós Erdély: Optimistic Lecture: The Features 
of the Post-neo-avant-garde Attitude." Translated by Zsuzsanna 
Szegedy-Maszák. Originally read at Eötvös Loránd University’s 
Faculty of Aesthetics, Budapest, 22 April 1981.


