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Budapesti naplo 1931. Kaldor Laszlo kollazs-sorozata

Kaldor Laszlo életmivében tarstalanul all ez a mindeddig ismeretlen, kiallitason csak 2001-ben felbukkand és a Kaldor csalad szobeli
kronikajaban sem szamontartott ma,

A sorozat izgalmas kérdéseket vet fel. A hagyatékbdl kerllt el6 gondosan megdrizve, de mindenfele olyan utalas nelkul, ami meg-
magyarazna keletkezése idejét es céljat. Az egyes grafikakat nem szignalta, nem latta el cimmel, datummal es nem szamozta be a mu-
vész. A mintegy 30 egyforma négyzetes kartonlap kozepén tobbnyire fekvd, kismeéretl foto lathato melyeket temperaval korejuk rajzolt
kompozicio egészit ki. 21 lapon van rajz, a tobbin csak a foto szerepel. Ezek is rajzos keretre vartak? Kaldor nem fejezte volna be a so-
rozatot? Els pillantasra szembet(ing e grafikak rokonsaga Kassak Lajos 1926 és 1933 kozott keszitett reklamgrafikai munkaival, me-
lyekben fekete-fehér fotd és geometriai elemek alkotnak dinamikusan kiegyensulyozott egyittest, koloritjuk is hasonlo, gyakran fordul
el6 voros-kék, voros-kék-sarga kombinacio. Kaldor munkaiban nem talalunk azonban tampontot a felhasznalas céljara: a lapok tobbse-
gén nincs szoveq, csak harom visel kozullk feliratot. Nincs nyoma annak, hogy a ket mivész ismerte volna egymast, Kaldor sehol sem
szerepel Kassak folydiratainak, a Dokumentumnak vagy a Munkanak a nepes stabjaban.

A kiallitason azért volt meglepetés ez a sorozat, mert Kaldor az 1950-es evek reklamgrafikusakent ismert, feledesbe mertlt, hogy is-
kolazottsagat az 1920-as években szerezte, s munkassaga a 1930-as evek-
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nyomon kovethet§ lenne iskolai évkonyvekben, kiallitasokon, kritikdkban. eSS g-;,?;{# o
1919-ben Uitz Bela szabadiskolajaban kezdte, majd Podolini Volkmann Artur -y IR |

maganiskolajaban folytatta tanulmanyait. 1924-1926 kozott az Iparmuveészeti
Iskoldban Kaesz Gyula keze alatt bltorrajzolast- és tervezést tanult. A hagya-
tékban vannak olyan korai rajzai, melyek arra utalnak, megfordulhatott az
OMIKE tanfolyaman, vagy Csabai Ekes Lajos iskolajaban is. Ezutan tobb évet
toltott Franciaorszagban, majd a Farago és Grof-féle butorgyarto cegenél dol-
gozott. 1935-ig nincs rola adatunk, ekkor jelent meg hirdetese a ko0zos
munkarél Nemes Gyorggyel, Bortnyik Séndor neves tanitvanyaval, akivel a BNV
vasari pavilonjain mar a konstruktivizmusbdl kindvo funkcionalizmus érett ter-
vezojekent dolgozott.

Ami biztos, Kaldor sajat fotoit hasznalta fel a kollazsokhoz, s a fotok tobbsége jellegzetesen budapesti részlet, Kaldor folyamatosan
fotdzta személyes életének eseményeit, mindig a személyekre, szituaciokra koncentralva, néha természeti taj, vagy novényzet volt a té-
ma. Kaldor amatér fotos maradt, nem vett részt kiallitasokon. Reklamgrafikai munkaiban viszont idénként felhasznalta sajat - a targyak,
feliletek és tomegek ritmusat, az anyagok fakturajat hangstlyozo- fotdit. A kollazsok fotdi kivalnak mindkét korbdl, lathatoan egy idGben,
céltudatosan készlltek. (A hagyatékban megtalalhatd néhanyuk kinagyitott példanya). A képek nem Budapest tortenelmi nevezetessegeit
abrazoljak, sokszor nem is azonosithatd pontosan a helyszin, mégis tudjuk, hogy ez Budapest, a Duna-parti modern nagyvaros. A hidak,
a rakpart, a hajok, a villamos, a palyaudvar, a Romai part - mintha ezeket foglalna 0ssze a 'forgalom’ felirat, a hordok, a rakodok, az epi-
tomunkasok, a Teleki tér - e csoport 6sszefoglalé cime lehetne 'a munka', a plakatfal, a hirdetooszlop fejezetcime pedig: a ‘reklam'. A
modern varos ikonografidjanak fontos része a Bauhaus-fotografusok munkajaban szimbolikussa valo csokorlatos terasz, amit Kaldornal
merész felllnézetben latunk. Lehet, hogy ez itt nem lakohaz, hanem romai parti csonakhaz terasza, mert tobb elem is koti az evez0so-
ket abrazold fotdhoz. Ezek a fotdk erdsitik a sorozat személyes jellegét, hiszen 1929-t61 Kaldor sajat tarsasagi eletenek része volt a mu-
szaki értelmiségi és tisztviseld fiatalokat vonzo Romai part. Fotdinak szemléletét az uj targyilagos fotografia Moholy-Nagy Laszlo, Kassak
Lajos, Pécsi Jozsef, Bortnyik Sandor és mas kortars meghatarozé mivészegyeniségek altal az 1920-as, 1930-as évek fordulojan meg-
fogalmazott ismérvei jellemzik: témajuk a hétkoznapi dolgok szépsegenek felfedezése, lenyegretoroek, megragadjak az anyagok textura-
jat. Kaldor tudatosan komponaljia meg képeit, él a fényviszonyok adta kompozicios lehetdségekkel, a szokasos szemlelettol eltero diago-
nalis, alul- vagy felllinezeti bedllitasokat hasznal, s mindezek reven dinamikat, elvezetes kepi ritmust ér el.

A fenykepek keszitesenek idejet nem nehez megallapitani. A Zeppelin 1931-ben jelent meg Budapest felett. Kaldor diagonalisokra
epult kompozicioja figyelemremelto darab a rola keszult felvéetelek soraban. A fotokra kertlt szinhazi, kereskedelmi és filmplakatok se-
gitenek nekunk abban, hogy meghatarozzuk meg tobb felvetel keletkezesi idejet, s ezek megerositenek minket abban, hogy 1930-
1931-r6l van szo. A modern Faust cim( filmet 1930-ban mutattak be Budapesten, A harapos férj-et 1931-ben jatszottdk a Fovarosi
Operett Szinhazban. Bereny Robert Kohinoor porosz szén, Palma sarok, Modiano, Ambrozia mustar plakatja, Bortnyik Sandor Cemko
borfestek-je, a K. L. szignoju Ez a penge borotval - Tabula Rasa magyar munka plakat mind 1929-1931 kozott kerllt a pesti utcakra.
Osszhangban van ezzel a datumozassal az egyik kollazsha belekomponalt énarckép is, mely minden valészin(iség szerint a 25-26 éves
Kaldor, aki magat a modern fotomUveszetben kedvelt szuggesztiv megoldasban fotozta le onkiolddval. Az erdteljes also6 megvilagitas-
ban, mellyel a konstruktivizmus, s a szurrealizmus képviseloi is el0szeretettel eltek, az ujszeruseq és kisérletezes varazsa mellett min-
dig van valami kihivo, provokativ elem, ami termeszetesen illeszkedik itt egy fiatal mivesz rendhagyo munkajaba.

Kaldor grafikai csak elso latasra kovetik Kassak modszeret. lgaz ugyan, hogy 0 is mertani elemekbdl epitkezik, de sajatosan ra jel-
lemz0 modszer, hogy ezek nem egyszerien a fotok foglalatat képezik, mint Kassak képarchitekturara emlékeztetd sikformai, hanem szo-
ros 0sszefliggesben vannak a foton leképezett dolgokkal; a fotokompoziciok
meghatarozd merdleges vagy diagonalis, egy esetben spiralis fovonalainak
meghosszabbitasaira eplinek a temperarajzok. Mikor a rajz és a foto 0ssze-
fuggeseit vizsgaljuk, akkor derul ki igazan a felvetelek tudatos beallitasa, a
dolgok kompozicios elemként valo kezelése. A mértani elemek gyakran ma-
guk is burkolt targyi abrazolasok: a racsok ablaksorokat ideznek, egy hasab
a foton lathato fatorzs meghosszabbitasa, maskor egy korrel egyutt hirdeto-
oszlopot jelez, a 1ép0 férfi arnyéka és a labanal fekvo sin folytatodik a képen
kivil. Van ebben a megoldasban valami konnyed, humoros jelleg, illuzioniz-
mus, jatek a sikkal és a térrel. Vannak lapok, ahol a kepi kerethen absztrakt
elemek mellett valédi targyak is megjelennek. Az illusztrativ megoldasban
legtovabb a 'forgalom’ feliratt munka jut el. A foto is itt a legosszetettebb:
egy masik lapon szerepl6 hajo, g6zos és villamos felvételébdl keszult montazs
lefotozott valtozatahoz tette hozza Kaldor még a horddokat abrazold fotd eqgy részletét.

Kaldor - hogy a korabeli kiallitasokon és publikaciokon kiviil pontosan milyen személyi kapcsolatokon keresztll, azt nem tudjuk -
magaba szivta mindazt, ami Magyarorszagon 1930 tajan friss és iddszer( volt a tervezOgrafikaban: a kortars kepzomuveszeti, epitésze-
ti és fotom(vészeti torekveések ismeretét, mindazt, amit a Bauhaus magyar m(ivészei, s az emigraciobol az 1920-as évek kézepen ha-
zatérd Kassak es Bortnyik a nemzetkdzi konstruktivista mozgalomban tanultak es alkottak. A Kéaldor sorozataban kibontakozo Budapest
-ikonografia rokon az ismertebb hivatasos és amatér fotosok munkassagaban mar kialakult gazdag motivum-egyttessel, es megelole-
gez sok késébbi megoldast. 1930-ban a Magyar Konyv- és Reklammiivészek Tarsasaga bemutatkozo kiallitasa jelzi azt az idopontot,
amikortol a modern fotd eszkozei vizudlis koznyelvvé valtak, s kapcsolata a grafikaval, tervezégrafikaval szintén kozkeletl mar. Kaldor
kolldzsai ékes hizonyitékai annak, hogy a tervezégrafika formanyelve szuverén kifejezési formava valt, a sorozat autonom mda, ha fol is
sejlik benne a nyomtatott alkalmazas lehetosége. Munkéaja akar a fiatal mivész ars poetica-janak tekinthetd, amelyben a tanultak mel-
lett benne van sajat humor és illusztracio felé hajlé kedélye is. Példat erre a fajta szintézisre is talalunk a kor grafikus mesterei K0zott,
leginkabb Végh Gusztav neve kivankozik ide,

Szerb Antal humoros-melankolikus kényve, a Budapesti kalauz marslakok széméra, 1935-ben jelent meg. O a régi, barokk és empir
Budapestet mutatta be, a romantikat csipkelddéssel enyhitve. Eqy kivételt tett, amikor megmaradva a romantikanal, az ujpesti modern
gyarnegyedrol, a gépekrdl beszélt. Kaldor kollazs-sorozata a modern nagyvarosrol szol, s csak egy Kivetelt tesz, mikor regi, kovezett
udvart abréazol 6reg nénivel, mellé illesztve egy groteszk macskat és a baljos 13-as szamot. Ez egy masik budapesti kalauz 1931-bol.




Budapest Diary 1931. Laszl6 Kaldor’s collages

This part of Laszlo Kaldor oeuvre is indeed a stand-alone work. It was not exhibited until 2001 and even the oral tradition of the Kaldor fam-
iIly has not preserved any memories of it.

The series raises a number of intriguing questions. Although well preserved in the artist's estate it does not carry any indications regard-
Ing its origin or the date of creation. The prints are not signed or dated. The thirty or so identical square boards feature a small-size photo
positioned roughly in the middle of them and accompanied by a surrounding tempera composition. Twenty-one boards contain a drawing,
the rest consist of just a photograph. Was a drawn frame planned for these as well? Did Kaldor fail to complete this series? At the first
glance the prints bear similarity to the advertising works by Lajos Kassak made between 1926 and 1933, where a black-and-white photo-
graph and geometrical elements create a dynamically balanced entity. Their colour schemes with frequent red-blue and red-blue-yellow
combinations are also similar, Kaldor's works, however, do not contain hints concerning their intended purpose: just three of the boards are
accompanied by captions, the rest have no text on them. There are no indications that the two artists knew each other. Kaldor was never
mentioned in Kassak's journals, he was not one of the contributors to the Dokumentum or the Munka, either.

When first exhibited the series surprised the viewers because it had been forgotten that Kaldor received his training in the 1920s and
began to work in the 1930s; he had been known as an advertising artist of the
1950s. Kaldor's career was atypical and one cannot follow it easily in school
vearbooks, exhibition catalogues and journal critiqgues. He began his education
at the free school of Béla Uitz and then continued at the private school of Artur
Podolini Volkman. Between 1924 and 1926 he studied furniture design at the
School of Applied Arts, where his teacher was Gyula Kaesz. Some of the draw-
Ings found in his estate suggest that he may have attended OMIKE courses or
the school of Lajos Ekes Csabai. After that he spent several years in France,
later worked the furniture makers Farago and Grof. We do not have any infor-
mation on Kaldor until 1935, when he advertised together with Gydrgy Nemes,
the well-known student of Sandor Bortnyik, with whom he worked on BNV exhi-
bition halls. At that time he was a mature representative of functionalism, which
had grown up froms constructivism.

It is certain that Kaldor used his own photos in the collages. Majority of them feature a characteristic detail of Budapest. Kaldor had
a history of photographing events from private lives always focusing on the people and the situations. Sometimes landscape or vegeta-
tion provided the subject. Kaldor remained an amateur and did not participate with these works in exhibitions. In his advertising works
he sometimes used his own photos exploring the rhythm of objects, surfaces and crowds, and exposing the texture of materials. The col-
lages do not fit into neither of these categories. They were made around the same time with a clear purpose (the estate contains enlarge-
ments of a few of them). Although they do not show the historic sights of Budapest and the location cannot be often identified, we remain
certain that this is Budapest, the modern city located on the Danube. The bridges, the warfs, the ships, the street car, the railway sta-
tion, the Romai riverside are best described by the ‘forgalom’ (traffic) sign; the barrels, the dockers, the construction workers, the Teleki
square could have a collective title ‘munka’ (the work); the poster wall, the advertising pillar could be entitled ‘reklam’ (advertising). We
can see a terrace with iron railings, which the Bauhaus photographers turned into a symbolic part of the iconography of the modern city.
shown by Kaldor in a bold take from the above. It is possible that this is not a part of an apartment house but of a boathouse on the
Romai riverside because more of its elements are related to another work showing rowers. These photographs confirm the personal char-
acter of the series as since 1929 the Romai riverside, at that time frequented by young representatives of technical intelligentsia and
state bureaucracy, was a part of Kaldor social life. The attitude of the photographs is inspired by the new objectivity as formulated in the
works of Laszlo Moholy-Nagy, Lajos Kassak, Jozsef Pécsi, Sandor Bortnyik and other leading artistic personalities at the turn of the
19208 and 1930s; they aim at discovering the beauty of everyday objects, they are very much to the point, and they betray a fascina-
fion with the texture of materials. Kaldor consciously composes his pictures and utilises the opportunities offered by light relations.

Avoiding traditional approaches he uses diagonal shots, views from the above or below achieving in this way a dynamic, enjoyable rhythm
of the pictures.

The time when the photographs were taken is not difficult to establish. The Zeppelin flew above Budapest in 1931 and among the many
photographs taken of it Kaldor's diagonal composition is a remarkable one. Also the theatre, commercial and film posters that can be found
In the photographs help establish the time when a number of these images were taken, which is 1930-31. The film Modern Faust was shown
In Budapest in 1930. A harapos ferj was in the program of the Operetta in 1931. The posters by Robert Berény entitled Kohinoor porosz
szen, Palma sarok, Modiano, and Ambrozia mustar; Sandor Bortnyik's Cemko bdrfesték and the poster Ez a penge borotval — Tabula Rasa
Magyar munka signed K.L. all made it to the Budapest streets in 1929-31. The self-portrait of the 25-26 year-old Kaldor included in one of
the collages supports this hypothesis (it was taken with the automatic release). The strong lighting coming from below has been a sugges-
tive technique of choice in modern photography and a favoured solution of constructivism and surrealism. In addition to the charm of nov-
elty and experiment it also contains an element of provocation, which naturally fits into the unusual work of a young artist.

Only at the first glance do Kaldor's works seem to follow Kassak’s methods. Truly, he uses Kassak's geometrical elements, but in his method
these elements are not simply used for setting the photo, as Kassak does so in his
picture arranging shapes on a plain, but they are in a close connection with the
featured objects. The tempera drawings are built upon the extensions of the main
organising perpendicular, diagonal or, in one case, spiral lines. While examining the
interdependence of the drawing and the photo we can discover the conscious set-
ting of the images and the treatment of objects as elements of the composition.
The geometrical elements are often hidden representations of objects: the bars
recall a row of windows, a line on the photograph is an extension of a tree trunk,
elsewhere a circle merges with an advertising pillar, while the shadow of a walking
man and a tram rail continue beyond the photograph. There is some light and
humorous character in this solution, illusionism and a play with the plain and the
space. There are works where among abstract elements of the frame real objects
emerge. The farthest-going illustrative application of this trick can be found in the
picture with the sign ‘forgalom’ (traffic). The photograph is the most complex here as well: in another work Kaldor added a fragment of a photo-
graph containing barrels to an already reproduced montage with a ship, a locomotive and a tram.

Although we do not know what personal connections, in addition to contemporary exhibitions and publications, were instrumental in Kaldor’s
development, it is clear that he absorbed all that was fresh in graphic design in Hungary around 1930: new trends in contemporary visual arts,
architecture and photography, the achievements of Hungarian Bauhaus artists and the Hungarian constructivists Lajos Kassak and Sandor
Bortnyik, who had returned from emigration in mid-1920s. A Budapest iconography identifiable in Kaldor's works is closely related to the already
rich set of motifs in the work of professional and amateur photographers, and at places it harbingers a number of future solutions adopted by
them. The 1930 exhibition of the Hungarian Book and Advertising Artists Association marks the moment from which the tools of modern phe-
tography turned into a visual vernacular and when the connection between photography and graphic design became an everyday practice.
Kaldor's collages constitute a strong proof that the formal language of graphic design had become an independent form of expression. The
series is an autonomous work even if it could have been intended for print. It can be considered an ars poetica of a young artist, which, in addi-
tion to being a study, contains also some humour and shows a temperament of an illustrator. There are examples of a similar synthesis among
other artists of this period, with Gusztav Végh being perhaps the first name coming to mind here.

The humorous-melancholic book by Antal Szerb Budapesti kalauz a marslakok szamara (The Budapest Guide for Mars Inhabitants) was published
In 1935. Szerb shows here the old, baroque and empire-style Budapest, softening his romanticism with sarcasm. He abandons this sarcasm only
when he is talking of the Budapest industrial district and about machines. Kaldor’s series speaks of a modern city. The only exception is a collage
showing an old lady on an old cobbled yard with a grotesque cat and the ominous number 13 inserted next to her. Another Budapest guide of 1931,
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