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The relationship between literature and the 1956 Revolution is a rather 
complicated issue, as the events that led to the revolution were in very 
important — and well-known — ways shaped and influenced by Hungari-
an writers. A number of these authors did not merely reflect on the course 
of events, they took an active part in the making of history. The roles 
they played in the days leading to and during the Revolution have been 
analysed in a number of books and shorter studies. From a strictly literary 
point of view, however, these two aspects of their actions might best be 
divided: their historical roles should be separated from their literary 
responses. 

As opposed to the fairly large number of studies exploring the 
relationship between the events of 1956 and their Hungarian literature, the 
comprehensive collection and analysis of reflections on the Revolution in 
world literature has not been undertaken. Regarding responses to the 
Revolution outside Hungary attention has been primarily paid to historical 
and political works rather than works of literature, whereas ideally 
political statements and declarations should be distinguished from reac-
tions embodied in literature. I stress ideally, because in many cases it is 
extremely difficult to define the true nature of a particular text; whether it 
is merely a political writing or belongs to a category which is traditionally 
regarded as literature. As Northrop Frye has pointed out, Edward Gib-
bon's famous historical work, Decline and Fall of the Roman Empire, has 
shifted "its center of gravity from history to myth and literature."' This 
observation is generally true to any text whose style and main composi-
tional features qualify it to be read as literature. In addition, these writings 
do not necessarily have to "date" as history, like Gibbon's Decline and 
Fall has done over time, or "date" as whatever other discipline they were 



primarily intended for. Lincoln's "Gettysburg Address", however brief, is 
clearly a work that can be read and interpreted as simultaneously belong-
ing to literature, philosophy and political theory. 

The same holds true to Albert Camus's "The Blood of the Hunga-
rians," his famous declaration made on the 1956 Hungarian Revolution. 
Camus's writing, written in 1957, is so sophisticated in its rhetoric, so 
highly eloquent, abounding in metaphors and other figures of speech, that 
it can be readily classified as a work literature. Although it was intended 
to address political issues in a particular historical situation, it simul-
taneously expresses a general truth about the guilt of those who remain 
inactive while seeing the suffering of others. Camus's text, like literature 
in many other cases, includes philosophical implications, testifying to the 
strength and example shown by the oppressed, demonstrating the true 
significance of freedom, which those who do not possess it, the Hungari-
ans, have demonstrated to the free world, which is capable only of being 
saturated with "impotent sorrow".2 

I would like to continue by taking account of some significant 
literary works dealing with the 1956 Hungarian Revolution and analyse, 
however briefly, some important responses to the Revolution in world 
literature. 

As suggested earlier, the collection of world literature about the 
1956 Hungarian revolution is far from complete. The single most impor-
tant and comprehensive source on this topic is the poetry anthology called 
Gloria Victis, collected and edited by Tibor Tollas, published in 1966 in 
Munich. Tollas, who was bom in Nagybarca in 1920, graduated from the 
Ludovika Akademia, and participated in the Second World War as a 
young officer. He was arrested in 1947 and was sentenced to 10 years in 
prison. 

When discussing Gloria Victis, mention must be made of the 
Fiiveskert anthology, collected by the convicts of the Prison of Vac. A 
literary circle, formed by the prisoners, was already starting to take shape 
in the summer of 1953, and in the spring of 1954, some convicts, show-
ing great interest in and commitment to literature, secretly put down in 
writing poems they knew by heart. The name Fiiveskert (Herb Garden) 
may have been selected for the anthology because the prisoners met for 
their literary meetings on the grassy spot of land outside the prison 
chapel,3 but more importantly it was an allusion to the ancient symbol of 
life and healing.4 The Fiiveskert circle at first mainly dedicated itself to 
the translation of classical world poetry into Hungarian. The hand-written 



manuscript, written and copied by the prisoners, including Gyorgy 
Szathmary, Tibor Tollas, Balint Toth, as well as Laszlo Alfoldi, Geza Beri 
and Attila Gerecz, was expanded in the course of the years to include the 
prisoners' own poetry. Out of the twelve volumes of the Fiiveskert 
anthology, only the first three manuscripts were preserved, taken out of 
Hungary to the west in 1956. The anthology was, however, further expan-
ded over the years to include Hungarian emigre poetry. It saw ten editions 
in seven countries in the 1950s and 60s, in Hungarian, German, Russian, 
Italian, Spanish, Norwegian, Danish and English versions. 

Tollas, who was released from prison in July 1956, took an active 
part in the Revolution as member of the Nemzetorseg (the National 
Guard), and left for Germany after the Soviet invasion. After he escaped 
from Hungary he settled in Germany where he continued to dedicate 
himself to literature and the Hungarian cause. Together with other emigre 
members of the Fiiveskert-group, he established the literary journal Nem-
zetor (Guardian of the Nation), working as its editor for four decades. 
Gloria Victis: Az 1956-os magyar szabadsagharc koltoi visszhangja a 
nagyvilagban (The Response of Poets throughout the World to the Hunga-
rian Fight for Freedom of 1956) was published five times over the deca-
des, the last edition appearing in 2003 in Hungary. The anthology became 
available on the Internet in 2006. 

Gloria Victis, dedicated to 1956, contains poems from five conti-
nents and 43 different countries/nations, and is the largest existing collec-
tion of its kind, presenting the original works together with their Hungar-
ian translation. The list of the countries/nations whose poetry on 1956 is 
included in this volume reflects the colossal work that was put into the 
anthology: Norway, Sweden, Denmark, Finland, Germany, Austria, United 
Kingdom, Holland, Belgium, France, Italy, Spain, Portugal, Greece, 
United States, Canada, Brazil, Uruguay, Argentina, Chile, Honduras, El 
Salvador, Martinique, Australia, Malaysia, Vietnam, Thailand, China, 
Turkey, Algeria, Nigeria, Kenya, and from behind the iron curtain: Esto-
nia, Latvia, Poland, Bohemia, Slovakia, Romania, Yugoslavia, Bulgaria, 
Ukraine and Russia, and there is one poem by a Cossack poet. 

Although the most extensive collection to the present, Gloria 
Victis was not the first poetry anthology on the 1956 Revolution. It was 
preceded by the publication of a number of poetry collections in the 
world, including Til Ungarn (1957) in Norway, Mot valdet (1956) in 
Sweden, Sad brcendte steppen (1957) in Denmark, Hommage des poetes 
frangais aux poetes hongrois (1957) in France, Canto di Liberta (1957), 



La saga degli Ungheri (1957) and Canto d'ira e d'amore per L'Unghe-
ria (1959) in Italy, Sangre de Hungria (1957) in Spain, a special issue of 
Nea Estia (1957, II) in Greece and Liras en las catacumbas (1959) in 
Argentina. The anthology From the Hungarian Revolution, published in 
1966 in the United States, for the most part contains translations of the 
Hungarian Fiiveskert poetry associated with the 1956 revolution, and its 
section containing American poems on 1956 by and large corresponds to 
the American section of Gloria Victis. Mention must also be made of two 
Polish anthologies Polscy poeci o w§gierskim paydzierniku (Polish poets 
on the Hungarian October), edited by Gyorgy Gomori, published in 1986 
and 1996 in England, and Polskim pidrem o wggierskim paydzierniku 
(Polish writers on the Hungarian October) (1996) edited by Istvan D. 
Molnar. Gomori not only collected the most significant Polish poems on 
1956, in his subsequent essays he also provided valuable commentary on 
the birth of some of them, giving critical assessment as well. As a result 
of Gomori's work, Polish poetry on 1956 is better documented than the 
poetry of other nations on the same topic. We learn from Gomori, for 
example, that two Polish poets, Adam Wazik and Wiktor Woroszilsky, 
did not only write poems about the revolution but were eyewitnesses to 
the events.5 

The latest edition of poetry specifically concerned with the Hun-
garian Revolution to date was published by Vince Sulyok in 2006, entit-
led Egy osZ orok emleke (The eternal memory of an autumn), containing 
his own poetry and translations of Scandinavian and Central-Eastern 
European poets, all of them previously published in Gloria Victis. 

Although the proper evaluation of all the poems in Gloria Victis 
requires not only a book-length study but also good knowledge of virtual-
ly all European languages, as well as Vietnamese, Malaysian, Siamese 
and Chinese, it is evident that the Hungarian Revolution has prompted the 
creation of literary works representing considerable differences in poetic 
talent. Therefore, while some poems are aesthetically less valuable than 
emotionally supportive, others show great poetic gift. The former works 
lack exactly those qualities which would make them good literature, 
while, no doubt, they are full of sincere and sympathetic feelings towards 
the anguish and torment of the Hungarian nation. While it would be 
wrong to exclude such works from future analysis, it would be equally 
wrong to ignore their artistic deficiency. I discuss below some important 
and interesting poems originally written in English. 



The motive of guilt felt by the bystanders appears in several of 
these poems, most strongly in E. E. Cummings' [or, as he always wrote 
it: e. e. cummings] "[T]hanksgiving 1956," which ridicules the official 
reaction of the USA to the Hungarian cause, as demonstrated by the fol-
lowing excerpt: 

"be quiet little Hungary 
and do as you are bid 
a good kind bear is angary 
we fear for the quo pro quid" 

uncle sam shrugs his pretty 
pink sholders you know how 
and he twitches a liberal titty 
and lisps "I 'm busy right now" 

so rah-rah-rah democracy 
let's all be as thankful as hell 
and bury the statue of liberty 
(because it begins to smell) 

John Knoepfle's "The Hungarian Revolution" concludes on a more 
serious note, also demonstrating the speaker's guilt and pangs of con-
science, depicting the rest of the world, the onlookers, in the form of the 
statute of an ancient tyrant: 

We were watching, 
great stone hands on our knees. 

The same sentiment of guilt and shame mingled with the ironic act of 
forgetting is echoed in Paris Leary's poem, "Budapest": 

Never relent in your task 
of forgetting it - when suddenly 
in the supermarket a child cries, 
do not be tempted to remember 
the cries of children against the tanks; 
do not look up. You can do 
nothing, it means nothing, nothing. 



David Ray's poem "Tickertape; Ten Years After" reflects the speaker's 
personal memories of hearing news about the Hungarian revolution. The 
poem works on a chain of associations, the same rain, pouring down like 
tickertape just like ten years before, the memory of the room, being 
behind locked doors, connected to the world by television and to an 
"unloving" other "wrist to wrist, eye to eye, love-locked rocking thigh to 
thigh", and then hearing of the messages from Hungary to the UN which 
only "the janitor read with all his heart". The poem concludes with these 
lines: 

Hungarians: 
now you have 

found out what 
it is to 

hear promises 
from the high 

towers of 
America 

where I sit 
and watch the 

rain as it 
falls like 

tickertape 

The Canadian Watson Kirkconnells's "Gloria Victis" describes the 
Revolution in terms of a mythical battle between the forces of evil and 
men and women craving freedom, but the shameful inactivity of the 
western world is also brought to light: 

The West was silent; and the Brontosaurus, 
Bellowing down the streets of those dark days, 
Trampled to blood and death the youthful chorus 
That sang but now in Liberty's high praise. 

1956 did not only inspire the creation of original works in re-
sponse to the revolution, reflecting its implications on the human condi-
tion; it also contributed to growing attention to Hungarian literature in the 
world. As Balazs Lengyel has noted, the emigre Laszlo Gara managed to 
convince forty-eight French poets, most of them outstanding ones, to 
translate Hungarian poetry, which was a very alien form of poetry for 



most of them. As the anecdote goes, Guillevic, while he was conscien-
tiously translating Hungarian poets, remarked several times: "Why should 
I read T.S. Eliot's poetry? French literature is rich enough for me ." Jean 
Rousselot complained about the strange names he had to learn, like that 
of Arpad Toth, but then went on to translate even The Tragedy of Man. 
The anthology published as a result of Gara's unrelented efforts was 
entitled Anthologie de la Poesie hongroise, which, as Balazs Lengyel 
notes, contained "1956, the heroism of the youth, the blood of the 
martyrs, the forced exile of the so called dissidents, and the shock of 
decent people in Europe."6 As part of this new interest in Hungarian lite-
rature, a number of Hungarian poetry and short story anthologies were 
published in foreign languages in the years following the revolution, one 
of the first prose anthologies being Flashes in the Night, published in 
1958. It was, no doubt, this new atmosphere, this novelty of reading 
Hungarian literature that prompted Ted Hughes to translate Janos Pilin-
szky, of whom he wrote the following lines in a letter to the Hungarian 
Lajos Koncz: 

The real excellences of Pilinszky — the peculiar qualities and 
tensions of his language, and his technical form — of which I 
have acquired a very strong impression, even though I know no 
Hungarian, are beyond me, naturally, and obviously cannot be 
approximated. What I concentrated on was his overall tone, as 
I understand it, and the vision which the poems transmit so 
clearly and strongly, and which seem to me unique. I am 
aware, even in the shorter poems, that Janos Pilinszky has 
touched an unusual sort of greatness — one which seems to 
touch me very closely.7 

Moving from poetry to drama, mention must be made of Robert 
Ardrey ' s Shadow of Heroes, a play in five acts from the Hungarian 
Passion, which was first produced at the Piccadilly Theatre, London, on 7 
October 1958 and broadcast on BBC's Sunday Night Theatre television 
program on 19 July, 1959. An adaptation of Ardrey's play was made by 
Australian Television in 1961. 

The main character of the drama is Julia Rajk, who is going 
through many hardships after her husband is arrested and then executed. 
The play presents historical characters, including Rakosi, Kadar and 
Laszlo Rajk. The plot starts in the winter of 1944, and the final act is set 
during the 1956 Revolution. We hear Imre Nagy' famous radio speech 



saying "Our troops are in combat" and then Kadar's announcement 
calling on the Hungarian people to "put down the counter-revolutionary 
bandits". The last scene depicts the arrest of Imre Nagy and Julia Rajk 
outside the Yugoslav Embassy, as they are herded onto a bus. Throughout 
the play, the audience is assisted by the Author's rather lengthy historical 
commentaries on the events. Shadow of Heroes is definitely not true to 
history in all detail, it is primarily a work of literature, that is the work of 
the imagination, and as such it is quite an interesting piece. Its language 
is sophisticated, the dialogues are certainly capable of arousing tension, 
and as a drama the play is quite successful. The dramatic composition is 
enhanced by the unfinished story — in the concluding scene we have no 
certain news about the whereabouts of the ex-refugees of the Yugoslav 
Embassy, and this is explicitly brought to the knowledge of the audience 
by the otherwise omnipotent Author. 

There are several historical novels that discuss the Hungarian 
Revolution. These include The Bridge at Andau (1957) by James Mitche-
ner, The Best Shall Die (1961) by the Eric Roman, or Ein Ungarischer 
Herbst (1995) by Ivan Ivanji, or novels which were published in English 
translation, such as Teaspoonful of freedom by Kata Ertavy Barath, or A 
time for everything by Thomas Kabdebo. I would like to say a few words 
about two such historical novels. 

The first, chronologically, is Vincent Brome's The Revolution, 
which was published in 1969 in England. Brome was an English writer, 
known for the diversity of his writings, including novels, dramas and 
biographies of such famous people as H. G. Wells, Sigmund Freud and 
Carl Jung. The hero and narrator of his novel, The Revolution, is Gavin 
Cartwright, an American foreign correspondent with some fading commu-
nist sympathies, keeping a notebook — the novel itself — during his stay 
in Hungary, sending reports and telephoning New York. The plot starts on 
5 October 1956, the evening before the rehabilitation and reburial of 
Laszlo Rajk and covers a period until the end of November, the kidnap-
ping of Imre Nagy and his companions. The real hero of this novel, 
however, is the narrator, who is evidently not identical with the writer, 
and who witnesses, records and also participates in the heat of the actions 
around him. In his private life he is struggling with an unsuccessful 
marriage, with a wife away in the US, but, in the midst of the revolution 
there is a romantic love affair evolving with a young Hungarian woman, 
Agi. Cartwright, an ex-communist who has become disappointed in 
Marxism, but has not altogether abandoned his communist ideals, is 



somewhat sceptical about the power that will finally emerge from the 
chaos of the revolt and the turmoil of the street fights, which are des-
cribed with some overheated exaggeration: 

Madness breaking out over the whole city from eleven years of 
repression... frustration... fear of the Secret Police. Freedom 
was suddenly a fire...the more splendid, the greater the free-
dom.. . throw anything — even oneself — into the blaze.. . to 
make it all-consuming. They had to drag one student back 
forcibly because — hypnotized by the fire and the chanting 
voices, drunk on Bull's Blood or the uprush of intoxicating 
liberation — he wanted to immolate himself among the flames. 
I do not deceive myself. These were not all high-minded free-
dom fighters. Some were riffraff ready to join any riot, some 
merely exploiting the hot blood of extreme youth, some sheer 
thugs; but the mass were ordinary people, carried away by 
emotions too mixed to analyse, their blood invaded by some-
thing bigger than they understood.8 

Later on, however, Cartwright finds himself "deeply moved by the spec-
tacle of spontaneous uprising of thousands of ordinary citizens, pitifully 
armed, with no co-ordination and no preparation, challenging the massed 
array of tanks, and the ugly tyranny for which Gero stands, with the huge 
shadow of the Russian army waiting in the background."9 

The vivid descriptions of the fights and actions are constantly put 
in context by the events happening in the political sphere, while, on the 
personal level, the love affair with Agi is progressing towards consum-
mation. Cartwright, Agi and Agi's mysterious uncle, who later turns out 
to be her lover, are arrested by AVO at the Radio Station, finding them-
selves in a damp prison cell, which offers the romantic opportunity for 
Cartwright to kiss the girl's forehead. This happens at the very outset of 
the story, but towards the end of the novel we find ourselves in erotic 
bedroom scenes that in a movie would be certainly rated "adult", scenes 
with the added ingredient of psychological and self-reflective observa-
tions, the peak of which is the narrator's self-absorbing thoughts about his 
likely negro decent. The ex-communist Cartwright feels a growing passion 
for the revolution and after 4 November he actively participates in the 
fighting against the Russians. He is exposed by Russian intelligence and 
placed under house arrest, with the notebook breaking off abruptly. 
Brome's novel is a complex narrative, with the Hungarian revolution 



constantly looming in its background. As a final note on this work I must 
say that the book would certainly deserve more critical attention than it 
has received. 

Under the Frog by Tibor Fischer, first published in 1992 in 
England, depicts the Revolution from a different perspective, the perspec-
tive of Hungarians. Fischer is an English writer, born in 1959 in Stock-
port, near Manchester, to Hungarian parents. He is the author of several 
novels, including The Thought Gang (1994), The Collector Collector 
(1997) and Voyage to the End of the Room (2003), and the collection of 
his short stories were published under the title Don't Read This Book If 
You're Stupid (2000). Under the Frog was Fischer's first novel which 
brought him immediate fame and success; the book received the Betty 
Trask Award and was shortlisted for the Booker Prize for Fiction. 

Under the Frog was inspired by the biography of the author's 
father, who left Hungary in 1956. The hero of the novel is Gyuri Fischer, 
a basketball-player. The plot is set against the backdrop of Hungarian 
history from December 1944 to some time in November 1956, but it is 
for the major part presented in a non-linear narrative. Despite the very 
dismal historical period in which the story is set, the novel is full of 
humorous scenes, so what eventually emerges in the book is what is 
called "black humour", humour based on the grotesque, absurd and 
morbid, which helps one survive under the circumstances of terror and 
constant threat, and which evolves into a life interpretation. The charac-
ters, who are players in a basketball team, are preoccupied with finding 
amusement in life in spite of their hostile and oppressive environment, 
making pranks, avoiding work and womanizing. The following passage 
describing the hero as he learns about Stalin's death graphically illustrates 
the style and political stance of the novel: 

When he heard the news of Stalin's death, from the radio, 
Gyuri was shampooing his hair. Apart from experiencing an 
intense well-being, his first thought was whether the whole 
system would collapse in time for him not to have to take the 
exam in Marxism-Leninism he was due to sit the following 
week. Could he count on the downfall of Communism or was 
he actually going to have to read some Marx?10 

In the final analysis, the novel is about how to retain one's 
integrity in a cruel and harsh world. In the last chapter, the Revolution is 
described with much realism, depicting the mixed feelings of hope, fear, 



courage and despair, as the main character participates in the flow of 
events. The humour present throughout the novel gradually gives way to 
a tragic tone as we learn that the Revolution is crushed and Gyuri's 
Polish girlfriend, Jadwiga, dies: 

Half the building behind them disappeared. It took Gyuri a 
while to convince himself he was still alive and that all the 
components of his body were in the right places and still 
working. Jadwiga was next to him, covered in dust and debris. 
When he saw her wound two thoughts raced through him, the 
axiom that stomach wounds were always fatal, and the other 
that his sanity couldn't cope with this. Holding her as if that 
would help, he tried to keep the horror from his face, the 
knowledge that he was about to see the last thing anyone 
wanted to see, the death of the one he loved.11 

Gyuri loses the beloved one and the country is also lost. He must 
leave for Austria. 

A remarkable feature of the novel is that although it was written 
in English, it manages to depict and present Hungarian life from the 
perspective of Hungarian characters, facets of life which are otherwise 
extremely bound up with the Hungarian language. Fischer's linguistic 
mastery inheres in using an extremely sophisticated and witty English 
register intended for English-speaking readers and still giving the impres-
sion of a genuinely Hungarian text. Although one would believe that 
translating the novel into Hungarian must be an easy task, as Agnes 
Gyorke has noted, there are some untranslatable nuances, including those 
Hungarian words in the English original, like kocsma, which carry a 
foreign taste in English, but which are inevitably lost in translation.12 

Finally, as my topic is the Hungarian Revolution as reflected in 
world literature, I'd like to say a few words about the relationship be-
tween history and literature. I must point out that although there is no 
doubt that this relationship exists, literary works reflecting a specific his-
torical period should not be primarily judged from the perspective of 
history; they do not and do not have to correspond to historical truth. The 
writer is primarily responsible for the internal consistency of the work as 
a literary text and not as a text subordinated to a truth outside it. Who 
would hold Shakespeare accountable for deviations from history, as we 
know it, in his historical plays? Taking Richard III as an example, it is 
probably very difficult for historians to accept that the king called for a 



horse in the Battle of Bosworth Field and offered his country for it, as 
there are no other reliable sources that indicate the occurrence of this 
incident. This motive in Shakespeare, however, perfectly brings home the 
despair and exasperation of the king to the audience. This motive of "a 
horse for a country", in addition, is not unique in literature, it also appears 
in legends about the Hungarian conquest, where too, it serves a literary 
purpose rather than a truth that actually happened. Therefore, in literature, 
a particular story element is incorporated in the work for literary rather 
than historical reasons. Shakespeare's history plays, just like historical 
plays and historical works of literature in general, demonstrate that what 
these works are essentially concerned with is producing an effect, whether 
tragic or comic or whatever else in nature. Literature does not have to 
comply with the requirement of "only the truth, the whole truth and 
nothing but the truth;" it does contain imaginative elements which histori-
ography as such cannot readily accept. Even documentary works in litera-
ture are written and constructed in a way to be first and foremost litera-
ture, most often following an internal shape which serves purely artistic 
purposes. This does not mean, however, that a historical work in literature 
can go as far as to falsify the true significance of historical events or the 
role of individuals who have contributed to the development of these 
events. On the contrary, a historical work in literature can successfully 
fulfil its purpose only if it is true to the events in a general, broad and all-
encompassing sense. In other words, literature does not have to describe 
what has happened but what might happen, the universal, an idea Aris-
totle discussed in relation to tragedy. To leap forward to the 20th century, 
let me invoke Northrop Frye's graphic distinction between "Weltgeschich-
te", history, as we know it, and "Heilsgeschichte", sacred history, a term 
often used to describe the Bible historicity. Frye says that 

Weltgeschichte uses the criteria of ordinary history, and at-
tempts to answer the question, What should I have seen if I had 
been there? Heilsgeschichte, as we have it for instance in the 
Gospels, may say to us rather: 'This may not be what you 
would have seen if you had been there, but what you would 
have seen would have missed the whole point of what was 
really going on.'13 

I must add, however, that as far as the 1956 Revolution is con-
cerned, the relative proximity of the events and the presence of eye 
witnesses, and also the vision of the revolution in the collective memory 



of those who were bom after the revolution, do not allow such a her-
metic, merely literary approach. The dispute arising in the wake of the 
release of Marta Meszaros's film on Imre Nagy, entitled The Unburied 
Man, clearly indicates that deviations from history and the memory of a 
whole generation for artistic purposes is an issue of debate even almost 
50 years later. 

With the lapse of time, however, no doubt, 1956 in the arts and 
literature will be assessed on the grounds of general aesthetic and/or 
ethical values inherent in the works rather than their historical accuracy. 
This does not at all mean that the memory or true significance of 1956 
will ever fade. To explain this, I'd like to quote the American poet, John 
Logan, who, when asked to explain why he refused to write a poem about 
the 1956 Hungarian revolution, wrote: "All my poems are about the 
Hungarian Revolution." As David Ray remarks, "the Hungarian Revolu-
tion has become a metaphor for the American poet's own experience of 
disenchantment and exile, an experience he suffers much less dramati-
cally, much more inwardly."14 The significance of the Revolution in that 
way indeed exceeds its specific historical relevance; it has become one of 
those symbols of literature which lay the foundation for art and literature 
in our whole culture. No wonder why E. E. Cummings evoked in his 
above mentioned poem, "Thanksgiving 1956", the names of "Thermo-
pylae" and "Marathon", ancient symbols of human courage and heroism, 
in connection with the Revolution. Like John Logan, Czeslaw Milosz, too, 
was unwilling to write a specific poem on 1956, but offered an old poem 
of his, "Antigone," to the Polish anthology Polscy poeci o xvggierskim 
paydzierniku. These examples all indicate that the revolution in poetic 
imagination indeed became part of a much larger cultural heritage as a 
symbol of heroism. But it is not only for this that the world remembers 
the Revolution. It also remembers it because its own impassivity, its own 
pangs of conscience and guilt, primarily present in poetry, for being a 
cathartic experience, as witnessed in drama, and also for the actions the 
individual or a whole nation can take in and against a tyrannical world 
order, as mostly depicted in novels. 
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