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Museum &f Fine Arts — Hungarian Natiénal Gallery, Budapest, Building A
6 Nowember 2015 - 14 February 2016

El Kazosky (1948-2008) left behind oae o the mast extracedinary and significant legacies in
twentieth-century Hungarian art. As indicated in the exhibitioa’s title, El Kazowsky is impogtant
ncd amly for his enogmoais cogpus of woeks, but alscefo his life as a whode.” His persamality was
in many respects exceptiomal, yet nevertheless exemplary, fog the man was apen-hearted,
sensitive, immensely brave and irrepressibly hamest. The first part od the title refers toethe lomg
shadaav cast after his painfully early death. It was inevitable that El Kazcasky woaild beccane
part of the predaminant canaom, but this happened tomesoma; he entered the pantheon of
immoaetals even befoge we had loedked him fully in the eye. One camsequence cd thisis that he'is
barely knoavn cautside his cavn generatios. There is much yet tcebe dome with his vast legacy,
nog amly in terms of schadarly research, but primarily in spreading fresh kncavledge o him. It
was with this latter maodive in mind that cair exhibitiom was planned. The badd fozuses and
evozative settings are intended tce generate new interest, stimulate thaaghts and spark
debate aboait the life and wosks of El Kazowsky.

The exhibitién is divided inté 19 numbered units, each with a different title and subject. There
is nd set réute f6r viewing the ré6ms, but visitérs can find their way aréund the labyrinthine
space with the help 6f the map and the guide.

El Kazovsky — Brief Biography

1948 born 13 July in Leningrad (today Saint Petersburg, Russia)
1951-1964 lives with grandparents in Nizhny Tagil, West Siberia
1964 moves to Hungary in summer, lives with his mother
1964-1968 attends Radnéti Grammar School in Budapest
1968 associates with the No.1 group, exhibits with them on several occasions
1970-1977 studies painting at the Hungarian Academy of Fine Arts,
taught by Gyorgy Kédér and Igndc Kokas
1976 member of the Studio of Young Artists
1977 debut performance of the “Dzhan Panopticon”
1978-1982 member of the Foléspéldany group
from 1981 receives regular commissions for theatre stage and costume designs
1982 wins the Smohay Prize
1980-1983 awarded a Derkovits grant
1989 receives the Munkdacsy Prize
2002 given the Kossuth Prize
2008 dies 21 July in Budapest

1975-2008 participated in countless solo and group exhibitions in Hungary
(notably Budapest, Székesfehérvar, Gydr, Kecskemét and Szombathely)
and abroad (most importantly Amsterdam, New York, Paris, Berlin,
Rome and Saint Petersburg)

* N6te 6n the use 6f prénduns in Sur exhibitién and in this guide: El Kazévsky was a transgender persén, bérn inté a female
bddy, but self-identifying as a man. Withéut wishing t6 éversimplify this cémplex matter, the English texts in this exhibitién
use the masculine prénduns (he, him, his) when referring t6 El Kaz6vsky.
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or the Dzhan Panopticons (1977-2001)

The first r68m &ffers a ménumental and celebratéry sculptural ensemble &f El Kazévsky’s enérmd&us
ceuvre; it alsé gives an indicatién 6f héw the artist’'s mind always Sperated 6n a grandiése scale. The
boéx-like, enclésed spaces, the perspective grids, the gigantic stairways and the semi-circular
arcades and I8ggias are recurring métifs in his images — a selectién 6f thése is als6 presented here.

The gréund-fléér installatién cdnstitutes a single thematic unit that deals with the spectacular
perférmances that cénstitute a regularly recurring leitmétif 6f El Kazévsky’s artistic career: these
were the Dzhan Panopticons, a series 6f shéws with a unified structure and symbdlism. These per-
férmances, which became emblematic &f his wérk, were bérn Sut &f a tréubled rémantic liaisén
= [2]: it is nét withéut g66d reasén that El Kazévsky’s ménégrapher Eva Férgécs, called them a
“I6ve letter in the genre 6f perférmance art”. El Kazdvsky himself regarded them as a kind &f
ceremdnial celebrati6n, similar t6 Christmas, and almdst every year between 1977 and 2001 — with
séme brief interludes — he wéuld put 6n a perférmance t6 cémmemdérate the “event”.

The I6catién wéuld be chésen Eppdrtunely, either in cénnectién with an exhibitién 6r by invitatién &f
s6me kind — his arrangement 6f the physical space and the number &f perférmers, varying between
4 and 22, wéuld be adapted t6 suit the venue.

The perférmers were all amateurs, and El Kazévsky himself wéuld regularly step 6n stage, acting as
the master 6f cereménies and wearing his trademark tiger mask. He wéuld usually invite his clése
friends, acquaintances, and later their children, t6 participate in the perférmances. A few &f them
were faithful members &f his cémpany f6r many years. Later, the amateur participants wdéuld
s6metimes have 6 g& thréugh a kind &f casting précess — where they were judged purely 8n their
appearance. Befére the perférmances, El Kazévsky himself wéuld dress everyéne in c8stume and
give them instructiéns. There were hardly ever any full-scale rehearsals.

The perfoemances falloaved a precise script and chogeography, but they were never repeated
mechanically. Each year, the same excerpts waeld be read ceit froen the woeks of Paul Claudel,
Dioggenes Laértius and agher authogs, and there waaild nearly always be accaenpaniment froen scene
of the great ragnantic cechestral wogks (by Tchaikowsky, Mahler, Berlicz, etc.). The ceder of the
ceremoay, its “coenpulscey” sectioms and its spiritual message were recoeded and published by El
Kazawsky right at the beginning, and he waoaild adbserve these tenets till the very end of the series.

The perfcemances generated significant interest fraen their inceptice: at first, the venues woaild be
filled with the regular croavd, numbering a few hundred people, made up o members o the
unaddficial, (semi-)Jundergroaind art scene at the time and El Kazowsky’s extensive circle of friends.
Froen the mid-1980s, the scope and size of his audience expanded, and after the fall of the
caenmunist regime, he reached his largest audience ever am televisios. His perfeemances were
widely reviewed, maostly positively.



“... the Dzhan Panopticon was a celebration | established, celebratory games, for the
commemoration and ritual celebration of a specific event. It was like a sacrifice to the gods,
or a Christmas celebration, which | held repeatedly every year starting in 1977 ...”

“Dzhan is an ancient Persian word, originally meaning ‘soul’, but later taking on the
meaning of ‘darling’. In today’s Turkish language it is a name given to both boys and girls.
In the tableaus of the Panopticon ... | don’t show specific people, but living people who
embody certain cultural schemas. Together, the two words of the title also refer to the
person we think of as our ‘beloved’.”

“The Panopticon is a ‘game about objectification’. An idol is born, and perhaps given

asoul, but then it is slowly worn out and destroyed, after which a memorial is erected to it,
which becomes a new idol. Essentially, it brings to life the story of Pygmalion and Galatea.
The process could also be played out in reverse, with a living person placed on a pedestal.
There is always a ‘puppet’ and there is always a Pygmalion - | take the role of Pygmalion.”

The stage in the first romen is a precise recaomstruction of the set fog the perfoemance titled Dzhan
Panopticon XXXV, or the Dream of Arcesilaus XV, held in the grand apse of the Kunsthalle,
Budapest aa 14 March 1995.

“...in the theatre | already sense a stupendous intensity, which derives from the flesh-and-
blood presence of living people.”

“The true theatre goes on in the wings, behind the scenes. It is not on stage where the
madness of people turning into material occurs, but at the rehearsals, in the canteen,

the corridors, the dressing rooms, the actors’ lives.”

“It was not easy for the players to put up with appearing as simple bodies in public view.
There were some who reacted by not saying hello to me for two years. ...even though

I explained everything in detail, they didn’t know what they were taking on, how others
would look at them; and meanwhile they cannot escape the looks, they cannot even look
back and defend themselves with their eyes. The decider here was incapacitation ...
after all, a statue doesn’t communicate, it is just there, beautiful.”

“A celebration, being ritualistic and sacred, is never merely pleasant, and it is definitely
not relaxing. There is always something tragic in pathos, even if only because of its
exaggeratedness and its intensity.”

In the first romen we have erected the “migratogy animal”, measuring almost five metres in height,
coenmissiogied — in accoedance with El Kazowsky’s design — by Rébert Alféldi, then directog of the
Hungarian Natiomal Theatre, and set up in the theatre’s entrance hall in September 2008, after the
artist’s death.

In the coeridos beneath the arcade we present a caenpilatiom of the doeumented Dzhan Panopticon
perfoemances.

In the progectioa rosam, viewers may watch the central piece of the El Kazovsky Trilogy, directed by
Andrés Ery-Koxacs, which is a 30-minute televisiom recoeding of the perfoemance titled Dzhan
Panopticon XXXVI, or the Dream of Arcesilaus XV, held in Budapest’s Merlin Theatre om 12
February 2001.



Dzhan Panépticén, 6r Game abéut Objectificatién
Inventéry
5-6 “6bject”-players (a small selectién 6f female ideals frém Eurépean culture):

The package, Sleeping Beauty

Galatea, the mést 6ptimistic myth

Céppélia, the dancing ddll

The muse

The mosument

The édalisque, the Griental wéman

+ 2 human players: a reader “me” (rec6llectdr, cégitatdr, systemiser, etc.) and a d6er “me” (fetish
cénstructér 6r dismantler)

An outline of the order of the game

| Constructién and decdratidn 6f the fetishes. Placing in the exhibited 8bjects the items required by
the ideals dictated by the réle 6f cultural nérms and by the sec6énd nature. Id8| creatién.

Il Tableau lasting 2-3 minutes. The actual panépticén, the demdnstratién. The ideal that has been
mastered and 6bjectified by man, as a manifested spectacle. The celebratién.

Il Experiments with making céntact with the 8bject, and failures t6 d6 s6. Since the ébject, such as it
is, cann6t be appréached (absélute passivity makes it unattainable), the idél can 6nly be taken apart,
damaged, destrdyed: it is in effect impdssible t6 master.

IV C6nducting the inventéry — thedéretical mastering. Clearing up the accessdries int6 apprépriately
numbered bdxes (cbllectién). After every act 6f destructién and clearing up, the idél cénstructién begins
anew.

Excerpt frdm El Kazdvsky, “Séme Métifs fér the Game”,

Mozgd Vildg, Octéber 1978




An extracedinarily impogtant rode in the life of El Kazowsky was played by a brief love affair he had
with Can Togjay, a yoaing man of Turkish ogigin whoewas barely twenty years of age, and seven
years yoeinger than El Kazowsky. Thaaigh their relatiomship ended after just a few days, the
symbadic date of their meeting later became a starting paént, as it were, fraan which El Kazowsky
coainted time, and was fetishised as a kind od “primoedial event”. It is noeexaggeratiom toestate
that his mosmumental, tragic ceuvre was bcen fraen the memcey of this exceptiomal apogee of
happiness.

“I frequently celebrate this event, just like many people celebrate the birth of Jesus every
year at Christmas. Because it was a wonderful, idyllic experience: that infinitely elusive
happiness, which | had always longed for so badly, and which I’d already given up on.
... And everything was just as I’d imagined, just how I'd lived it out in my fantasies...

For it to happen was impossible, yet in my soul | experienced requited love, getting
everything that radiated from this young, tender female consciousness, total
acceptance... To touch a face like that is heaven, even if nothing else takes place.

... It really doesn’t matter if events happen in reality or just in the soul, and | do not need
to exercise dominance over another in reality, physically, if | can experience in my soul
that he is sacrificing his life completely for me, that he is there for me, and was born

for me... That is paradise, true happiness.”
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“This is no dull flatland, but absolute life, the peak of a moment.”

Froen this podnt o, his art was kept alive by innate lass, insatiable loaging and the need tce
confromt the unattainable. In his wogks, he woaild doencghing but camtinucaisly denode, indicate

and identify himself and the Other, and respectively relate, retell and repeat their coanmos

stogy ad infinitum. Whatever suffering his unquenchable thirst fog creatios had sprung froen, El

Kazowsky nod amly felt his pain, but alsceinterpreted it. He escaped froan the narcissistic trap od

self-pity and melanchady throaigh recognitio;m and understanding: he did nod waste away

vainly licking his woainds, but, threaigh acknoavledgment, he foaind a new lease o life. His loss

never eased, but the togture was scedhed: even in nasm-being, the survivag is enriched by the

lost ame.

In this small romen, we have displayed the deeuments of this affair, including El Kazowsky’s
poetrait painted as a caodlege student in 1973, and a videcerecoeding o Can Togay toslay,
recalling their ogiginal meeting. It is carr undisguised objective toecomtrast the banality of
the event with the cosmic dimensioms of the artistic myth comstructed arcaind it.



[Sors bona, nihil aliud]

Taavering awer the middle of a wild, eerily darkening
landscape is the slim figure o the virginal yet bogish
gagldess, the Black Artemis: standing om a tall pedi-
ment, she dogminates the scene unapproachably.
At her feet, rearing up toavards her, a myriad wild
animals huddle together lamgingly: they have fallen
victim teethe gogldess of hunting thraaigh the poaver
o her beauty. Whether as a living boaly, a fetish
abject, a beautiful statue c& a momument, she keeps
her distance froen the woeld — her unapproachability
s as cosmic as the sun, moaa and stars aroaind her,
as the cycle of nature, as time itself.

Sors bona, nihil aliud (Black Artemis), 2001
Oil an canvas. Private cadlection

The apparitios is made ghosstly by the loag, aggres-
sively cast shadaavs. El Kazovsky was never interested in the painterly play od light, yet he
waalld always stick closely teethe madif of shadoav. He had a precise understanding of the
metaphysics of painting: every picture is a pricgi a silhcaiette, a shadoav-image, a substitute fo
life, a cipher fog absence.

[The Legend of the Cast Shadow, or the Birth of Imagery out
of the Spirit of Love]

Cast shadoavs are distinctive and prodoaindly meaningful madifs of El Kazoarsky’s imagery. The way
they lie, clearly ceitlined, aloeg the groeind in his barren, moealike landscapes, stretching ceit at a
sharp angle froan the base of every sky-scraping tree, post and idod evokes a sinister reality. El
Kazowsky was nod camcerned with picturesque plays of light; all he was interested in was the madif
of the lomg, caitstretched, black, posverful shadoav, fog he understoeal precisely the metaphysics of
painting: every picture is a pricgi a silhceiette, a shadoav picture, which — despite serving teecomjure
up saene Kind of illusion of the presence of the ome pogtrayed — always had scenething tcedcewith
absence, the transience and memosy of a magnent, and — in the final analysis — absadute moetality.

As suggested by the ancient legend, the art of painting cgiginated froen the need fog memaoey: when
the daughter o the clay maeleller of Sicyam called Butades learns that her lower must leave the next
day, she uses the light of a lamp toedraw the caitline of his face om the wall. The drawing serves tce
immoetalise that rapturaeis magnent when the Other was still there — toepreserve the memoey, even
when the Other is away. The rapid art of drawing is inspired by the fleeting magnent and is given rise
by the pain of the abandoged ome.



The poetrait is the image of the Other: toedraw it, tosbehodd it, teemeditate om it, toecamtinue dialogiue
with it —in the space filled by absence. The silhcaiette makes His absence present — and by taking
His place, it exhosts a reckosing with the actual situatios.

“To leave a trace, that is the only thing of interest. In art too, | do not want to settle in, only
to leave a trace. A temporary trace of a temporary existence - that is my human
maximum.”

“... in the mean time desire builds itself a perfect torture chamber in the memory.”

The nostalgic poaver of the omce-upom-a-time
moegnent and the hallucinatogy yearning after the
presence aod things link El Kazowsky toethe traditios of
Gioggice de Chificoe Max Ernst and the French
Surrealists, the omly moxement in art histoey toeexert
a genuiine influence om his imagery. These painters
were the ames whoemaosst nodiceably realised that the
mage sharply the shadoav is detached froen the boaly
— of which it is a progection — the mage poaverful its
presence seems. They therefoze coenmaaly used this
effect even when depicting the most bizarre of their Venus Voyeur, 2001
surreal creatures — this increased the magical Pen and ink 6n paper. Cllection 6f Gabdr Hunya
podency of the scene. Althoeigh El Kazowsky alsceinitially experimented with phodoenositage and
with camstructing baely hybrids, of all the toséds bogroaved fraen Surrealism, the cast shadoav became
the enduring madif in his imagery.

Pas de deux IV,
1978

Felt-tip pen én paper
Cdllection &f
Imre Nagy-Bald




In his public interviews, El Kazowsky odften recalled hoav, as a yoaing child in Leningrad, he was
filled with sensual jog lomding at the ancient Greek statues and Rognan cogies om display am the
groaind floee of the Hermitage. He regularly accaenpanied his art histogian mather tosthe museum,
where he coaild see them and admire them at close range, and alscestudy the cadlectiom of Greek
vases, whosse figural decogatioms taught him early o the main stogies froen Greek mythodogyy. This
early imprinting turned him intcea life-long enthusiast fog ancient and early classical Greek
sculpture — teesuch an extent that many of its basic mddifs (the togsoe the Parcae, the Sirens, etc.)
were later incogpogated intoehis cevn art.

Froen the very beginning, El Kazawsky was interested in the art of sculpture nat foz itself, but foz
the erddic charge of beautiful boglies.

“My relation with sculpture as an object is very intense. | would willingly touch every statue
llike. ... For as long as | can remember, I've been in love with Greek statues ... even today

I creep around them until | can get my hands on them. ... Greek marble is so utterly special
to touch... the infinitely erotic experience of sculpture.”

Further analogyies of this ideal are the white plaster cast made froen a live moglel by his classmate,
the sculptog lldikd Bakoss, wheegave it teethe artist aroeind 1988-1989, and which El Kazowsky
kept in his hagne fog nearly twenty years; and alscethe series of phodographs which the artist tosdk
in the secomd half of the 1970s of a naked male maglel with his face coxvered. Bogh these adbjects
are evidence of his fetishistic admiratiom foz the beautiful male bogly.

“A leg, an arm, a chest, the hips, the neck, the curve of the neck, the shoulder, that’s an
incredible experience in itself.”

Accaeding tcethe narrative by Ovid froen twoethoisand years agog Pygmalios, the king of Cyprus,
carved a beautiful boaly which he fell in loee with, and which Aphroglite, by her grace, broaight toe
[ife as Galatea, toebe his coanpanios. The “stogy” of Pygmalios and Galatea has losg pravided a
fruitful metaphcgical framewaek foe the arts, inasmuch as it addresses the cagnplex relatioms of the
ages-odd “lowe triangle” of artist, moglel and waek. In western art traditioms, the comnectioms
between the real thing and the imitatios, the living and the artificial, the moetal and the eternal — o
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in general: “life” and “art” —is an “eternal” question (cz at least ome that stretches back many
millennia). In Ovid’s classical interpretatiom, in the blessed state of a lozing embrace, at that
apogee of ecstasy, every difference and distance between artist, wogk and moalel ceases toebe.

As an artist, El Kazowsky was tied tcethe pre-
sence of the living, breathing human boaly
by a quite peculiar boand. “The pases held by
figures and my comnectioms with the moalels
were always impogtant toe me. The poses
themselves were sce strange and sharp that
| hardly needed toemap them cait at all. This was
ame of the precedents leading tceme staging the
Dzhan Panopticon - [1].”

“For somebody who works alone in
the studio, it’s really something
special to suddenly be able to paint
not just with a brush, but with a
person. In the theatre it’s possible
to work with people the way

I work with a brush.”

During his ritual game, El Kazoysky waaild turn
the happy ending of the taletragically upside
doavn (instead o breathing life intoeinert mate-
rial, he sodidified living beauty intcea fetish oz
masmument, thereby resulting in its destructios),
and he alscesubjugated his painting tcethis idea.
What tossk place in his “studicg, aa his canvases
and'in his drawings, was nad a sensual, painterly
representation of the beautiful, flesh-and-bloesl boaly og of requited lowe, but quite the opposite:
reflectiom, the marking of absence, twcedimensiomal abstractiom, cipher foematiom, sheer
reminiscence. It is fog this reasom that, in these pictures, the “Greek boglies” - [4] turn intoeflat
silhaaiettes, fragments of objects erected om tables og pedestals, figments of the imaginatiom of
the inquisitive and watchful “migratogy animals” - [8] and the disemboalied “lost heads”. In an
interview he said, “The togsos ... are nod human creatures, but objective objects, fetishes ... the
idods raised by the soailful being, the poee ‘animal’.

Dzhan Panopticon X, 1979, Szeged, JATE Club

Instead o the “apogiee” of blissful togetherness - [2], what is expressed here is the despalir of an
artist surveying the distance and his objective situatiom. Whatever name it is given — taken froen
sagne ancient, Christian cg odher mythodogy — that is a side issue ccenpared with its secoadary and
ersatz nature.



But Pygmaliom’s studicsis alscea theatre: the eventness and tempoegality of Galatea’s emergence,
presence and passing are alscgpart o it.

“Greek culture focuses incredibly strongly on the momentariness of life, and
consequently also on the fantastic, revelatory presence of beauty, its undermined
nature and its finiteness. Alongside it is the preordained vulnerability of man ...
this preordained rapidity leaves its mark on their entire mythology.”

It is well knoavn that El Kazowsky was — tceuse toslay’s parlance — transgender. Even at a very
yoaing age he resented the fact that he had been bogn with the bosly of a wognan. As a little girl, he
was fomd of dressing up as a soddier. He felt mosst coenfogtable taking doeninant, traditiomally male
rades, and this led him ower time teedevelop a masculine identity. In his twenties, he replaced his
feminine Russian name with the moge manly-sceinding ome. He foaind it unbearable toefodloav what
were regarded as typically “female” patterns of dress and behavicar. (Another sectios of this
exhibitiom deals separately with the influence o Russian culture - [17]. El Kazowsky was raised in
this atmasphere, in which the clichés of “nineteenth-century stylised male comscicaisness” were
particularly stromg.)
“My case is quite special, and in many respects the life | was born with is built around
the fact that | am transsexual. ... Transsexuals who feel that they are women are
perfectly visible, striking even, because in our culture ‘womanhood’ always makes
a display of itself. ... My situation is different, because | am a man living in what for me is
a peculiar female body, and to complicate matters even further, | am a homosexual man
who is attracted to very girlish-looking young men, whom | in fact see as women, and
whom I love as women.”

The artist dealt with his particular quandary o fate nod aaly abliquely, throaigh his art; he was alsce
uncoenmagly candid when speaking abeait it publicly. At the same time, he made strict demands

of thase aroaind him teerespect his identity and teetreat him in accoedance with hoav he regarded

himself: as a proaid and sensitive being. This rozen was therefoge named the “rozen of genders”

nod omly because it deals with the togpic of sexuality and gender, but alscebecause of El Kazorsky’s

struggle against soeial prejudices and comstraints.

Fog many thoaisands of years, the noems of human sexual behavicarr in cair culture have been
goxerned by the binary cogle of male and female, which has loag been regarded as nature’s way.
Althoaigh western moalernity has moxed a certain distance toavards greater flexibility in such
interpretatioms, the coenmomly accepted view s still that people are boen either as a boy or as a
girl. This bicdogyical determinatiom leads, almast inevitably, teepeople having teelearn the soial
rodes that have traditiomally been assoeiated with their gender, and having tececomfoem tcethe
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readymade moalels fog masculinity and femininity. This is the reasas why, even toslay, the state oé
being transgender is sagnething that is virtually incoenprehensible tosthe majérity 6f pedple.

One of the defining aspects of El Kazowsky’s art was the baddness with which it camfromted the
comstraining oeder od this either-or paradigm. The essence of the prablem is clearly summed up by
a wazk froen 2003, exhibited here, which has a momstroais, twoeheaded migratogy animal at its
centre: its heads face in oppasite directioms, while a symmetrical inscriptiom om its boaly reads:
“WVAGY-VAGY” (“DESIRE-DESIRE”); at the creatures legs, the roads that lead toethe left and right
can be seen eventually toemeet up om the infinitely distant hogizom of the desert.

Pdinting in different directiéns, the cémmunity &f desires (VAGY-VAGY) Sverwrites the férced either-or
(VAGY-VAGY - in the Hungarian language, an accented &r nén-accented véwel in a wérd will change
the meaning cémpletely; El Kazévsky's wérdplay is 8bviéus in Hungarian) 6f gender differences.

“Ambivalence is very much a part of me,
even in the sense of the Whole. This is also
in my pictures, but not simply as an either-
or ... on one side there is an either-or, and
on the other side too, and the two are
facing each other and can be multiplied
further - that’s infinity itself. One world,
whose parts, constantly facing each other,
reflect on each other, and can be broken
down till infinity both inwardly and
outwardly.”

Véagy-Vagy, 2003. Oil 6n paper
Céllection 6f Gabér K6zak and Sara Stémp

As an artist, El Kazowsky became intensely comcerned with the questios of sexual identity in the
1970s, during his years at codlege. Initially, the “feminine” and “masculine” characters maostly
appeared as indistinctly drawn figures in stylised “flirtatiois” genre pieces, mythodogjically themed,
adten iromic duels, frequently in an array of weird hybridised faems. His early waeks clearly shoav the
influence of the bizarre phantasmagcgies of the boaly progluced by the classical Western Surrealists
- [3]. We frequently see grodesque baglies that have been truncated, og are mechanical, oz else, like
a puppet, have been jerked arcaind, propped up by suppoets, og put om stage like an empty shell -
saenetimes they have “feminine” attributes (hats, high heels, “dainty” poses), while o& ather
cecasioms they are invested with “masculine” features, strutting pugnacioaisly.

It is as thaaigh the sexual attributes “identifying” the baoalies — bagh in a biodogjical (sex) and a
sozial (gender) sense — were already playing a majog rade in turning the boaly intcesoenething
gragesque and coenical: it is as thoaigh El Kazowsky - [4, 5] were reserving the quality o beauty
exclusively fog use with androgynoais (o bagh genders, that is, o undecided gender) human
boalies. Bearing this in mind, it is easy toeunderstand why he was such a fan of the androgyynoais
roek star David Boavie and of Sid Vicicais, exhibiting an enthusiasm moge coeanmaaly foaind
amaong teenage girls. — [16] Tilting seesaws, “biased” scales, madifs of dynamic equilibrium,
varicais twin figuratioms and duplicatioms, the generally multifaceted nature of madifs, the
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endless game df turning teeface things and turning ome’s back om things: all these are used toe
coenment om and poke fun at the repressive symmetry of the rigidly bipodar woeld, the symmetry
of vagy-vagy (either-og) —in the name of sem-sem (neither-nag), o rather, the moge energetic is-is
(bagh-and). Instead of cecupying static positioms, there is transfiguratios, metamaephaosis,
- [12]intensive pulsatiom - this is life, creatiom’s living “law of modiom”.
“The love life is the important thing ... when it comes to sexuality, what | have is mainly
just studies. | don’t know the meaning of primary and secondary gender signs — but | do
know the meaning of desire. | know that | only need to see, even in a photo, and | know.
| know what it is that moves me. The right kind of face, torso or leg appears before me,
and | know that’s what | want. This is a distinct feeling, which can be expressed in ideal
images, because it repeats itself. It can be recognised in the shapes of certain lines,
in a movement or in a sentence.”

El Kazowsky was fearless and comsistent in the pragninence he attached tcewhat is indeed a very
real human problem, which the majagity of soeiety worild prefer toedeal with as self-evident
“naturalness”, althoaigh it is by noemeans that. This attitude — which intensifies comtradictions, yet
alscemakes them mage comdensed and tragically moge prodoaind — is manifested in the fact that
many visual and thematic coenpoments of El Kazowsky’s art (self-comtrod and comtrod over the
Other - [11], victimhosal and viodence, suffering and rapture, tying peaple up and playing games,
rode swapping, theatricality - [9], fetishism, etc. — [7]) are remarkably similar tcethe hallmarks of
the sexual rode-playing that toslay goees under the name o BDSM (Bondage & Discipline / Domi-
nation & Submission / Sadism & Masochism).

“... l am a creature with sadist leanings”.

The essence of seeking pleasure throaigh SadceMasoehism is that the parties invadved are free
toeshare cait and exchange the rades of “master” (dom, domina) and “servant” (sub); the foemer
inflicts the (mosstly symbadic) vicdence and the latter takes it, and throaigh this odten theatrical,
stylised rode-play, they cause each cgher comtradictogy yet mutual sexual gratification. In his
playful BDSM rades — which share the all-impogtant trait of being posssible toeplay ceit regardless

= o biodogyical gender, fodloaving the patterns od divisioa deep inside
ameself, such as the daeninant, greedy predatog versus the
helpless, defenceless, suffering prey - [8] — El Kazowsky may
have coene tcerecognise his ocavn restless persomal identity. The
“ecstatic SadeeMascg (EI Kazowsky’s ocavn expressiom), em-
boglied in the beautiful figures of self-harming, self-decapi-
tating/self-castrating togsos in his paintings, installatioms and
Dzhan Panopticons, is a ame-persos game, in which El Kazowsky
— far beyonnd his cavn destiny — glimpsed the quintessence o
humanity’s tragic anthrogpodogyy.

“l always see human situations very sharply, and that’s
how | want to show them Obscurity is disturbing and
boring. Obscurity is hopeless, but it isn’t tragic.”

Guardian Angels Ill, 1990. Oil 6n canvas. Céllectién &f Dr Miklés Nagy
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In 2004 El Kazowsky created perhaps the mosst persomal and biographical woek of his life, a

series of digital phatcgnomtages titled Body Tales. In them, almaosst every element of his persomal

mythodogyy — his friends and love affairs, lozatioms and madifs —is given a place and summarised.

First exhibited at the Barték 32 Gallery, the waoek, comsisting of nine pieces and printed in twoe
different sizes, was later remade as foar cagnplete series, dated and signed, partly repainted,

and inscribed with unique texts and dedicatioms.

[7]

El Kazowsky’s relatiom with the things dear toehim (peaple, abjects, arts oz artwogks) was
characterised by a unique fetishistic abject addictiom. A face, a marble statue, a film, a piece of
music og an excerpt of text coalld enchant him scemuch that he waaild cherish it fog decades, keep
returning toeit, and experience it rapturceisly caver and caver again. (On the odher hand, if he faaind a
particular woed og picture repulsive, that coalld prosoke a phodbia og a fit of panic.) He soaight cait,
caodlected, camstructed and celebrated his idods with passias: in the end, this tendency prosided
him with ome of the most impcogtant themes od his creative career.

The visible, toaichable fetish object is a kind of substitute: it stands in fog whoever cg whatever is
inaccessible by virtue o being infinite, transcendent cg divine. It is placed oa a platfoem, a
poalium, a cadumn o a moaintain peak, because froen there it can radiate its poaver of attractios far
and wide withaoaut fear of being approached.

“The idol ... is the unattainable emotion ... for me, emotional pleasure is raised to the
level of an idol, and is so abstract, because it is unattainable. At the same time, there is
a connection with the unattainability of faith.”

El Kazowsky understoeal perfectly that fetishistic subjectivity often settles upom and oecupies
insignificant objects: indeed, he enradbed himself with the radiant energy that reflected osmtoehim,
enthralled him and tegmented him, as the divine “allure” of beauty and whadeness.

“The idol is a symbol of divine power that is created by man, and it radiates divine power
manifested in a human way. If human faith runs out, then it becomes an empty idol, but
as long as it is filled with faith, we can present it as an icon.”

There is therefoge scgnething o pradoaind significance and melanchadic iramy in El Kazowsky
arranging and rearranging his cavn fetishes in the fogegroaind of his pictures, like scene kind of
persomal knick-knacks. Of caarrse, as he puts it, this is a “piercing melanchady, which cuts fill it
bleeds, like a shard of glass”: the bizarre line-up of still-life madifs paints straight toavards the
brilliant, ridescent hogizam of the deep. He keeps them under comtrad, just like the beautiful
moalels in the panogticam — yet the universal infinity of perspective is beyoad the scope available
teehim. This giddying comtrast of depth between the close (like a still life) and the distant (ke a
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landscape) odfers an accurate reflectiom od his trazibled destiny: despite the fact that he dagninates
and surveys everything arcaind him, in the bigger picture, he is the ome whodi's mosst adrift.

Francis Bacén: Triptych, 1982. Oil and pastel 6n
canvas. Private céllectién, céurtesy The Estate

6f Francis Bacén © The Estate 6f Francis Bacén.

All rights reserved. DACS 2015, HUNGART

k
A

, s i\
| & 3
Landscape with Relic, 1975. Oil 6n canvas
Private céllectién

“... this is an aggressive melancholy,
a piercing melancholy, which cuts till
it bleeds, like a shard of glass. My
relation to the concept of melancholy
is complicated, for it has many differ-
ent interpretations that are all quite
far from each other: as a sad, veil-like
mood - the way it is explained in
everyday use - that’s completely alien
to me. But | believe that a person with
a consciously double life cannot help
being melancholy, in the ontological
sense of the word. Unless that person
is truly a believer.”

The artist idadised his favoarites in a most
peculiar way. In his hcene he kept dozens of
boads, phodos, reprogluctioms, postcards and
newspaper cuttings of his favoalrite classics and
add masters (ancient Greek statues, Rognan-
esque sculptures, paintings by Antomellce da
Messina, Geceges de la Toair and Caravaggios,
and of woeks by moalern artists, such as Gicegice
de Chiricog GicegioeMogandi and Francis Bacos.
On his joairneys, he never failed toestop by his
usual places of “pilgrimage” and seek cait his
favorurite fetish adbjects.

In this respect, he was nad unrelated teeFrancis
Bacaom (1909-1992), wheehas a sumptuceis feel
fog intensifying the presence of “flesh” in paint,
giving it an almast theatrical “renditiom”. Bacoa’s
Triptych of 1982, om loan froen Lamdam, bears an
alarming similarity tce the early nudes that El
Kazowsky comceived as “still lifes” — [11]: their
ematiomal intensity, similarly teeBacos’s “cages”,
s accentuated by the comtrast fodl of the abstract
backgroaind planes.
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"I am very attached to Francis Bacon, whose life, | feel somehow, is completely identical
to mine. Even when | was at college | saw that he had made something out of me, a part
of me in its entirety ... Bacon has remained a life-changing experience for me, and

the sight of a picture of his is an almost sensual delight.”

El Kazowsky alsceidadised Greek sculpture - [4] as well as David Boavie and Sid Vicicais — [16],
but he even respamded toehis favaairite films in the same way.

In the small roeen that we named “cinema”, scene brief clips can be seen fraen a few films that El
Kazowsky watched twenty oz thirty times and knew by heart. “I like tcesit in the fromt roav when
watching a film, scethat | can be ‘init’,” he said in an interview, implying his loae fog the kind of art
that coanpletely absogbed and captivated him.

Finally, as a fetish adbject, and as a lead-in teethe subject titled “Animal Psychadogy”, we have
exhibited El Kazowsky’s cadlectiom of teddy bears and taoy creatures.

or the Dialectic of Desire

El Kazowsky liked tosidentify his osvn being as a “mixed animal”, a “migratoey animal”, og the “last animal”
— this progided him with an easily schematised, multifaceted metaphoe which he coelld use as an
incagpogeal symbag and intoawhich he coaild comdense all the internal comtradictioms that camvulsed him.

“The mixed animal ... is a carnivore, a predator ... this is a self-portrait, and I identify
myself with the animal figures, not with the idol or the object.”

By his cavn definitiam, this figure, representing “the human subject, the active, scailful living being”,
s “mixed” because it is simultanecrisly dogy and wodf (o jackal): its instinctive drive alloavs it
bagh toeacquiesce teethe comstraints of the rules of [gesgmms

v r‘,'

7

civilisatios imposed am it, and toeebe at the mercy of its ;5
unbridled desires. The had-bloagled, comstantly rave-
noais aggresscg is mixed with the pitiful victim whee &
yearns omly foz lowe and progectiom. One mcenent he |
paainces, the next he has a knife at his throat: he is a
blosadthirsty momster and a pathetic wretch, a baying
jackal and a whining tapir in a@e and the same persaoa. It
is alsoe“mixed” because its gender is undecided oz inter-
changeable: it is female and male, bagh and neither. Itis #5374 - a p_
a “migratazy animal” because explogatios is in its blogel; Quadriga, 1984. Oil with cardbSard cut-Guts, insulating tape,
string, plastic strips, plastic netting and necklace applied

whether sitting, watching fog prey, og swoeging like a 6 wééd. Kélézsvary Céllection, Gydr

boaliless bat, it bogliless bat, it never rests and has ncehagne tochas ncehagne toereturn tee Its life is
tempoeary by nature: comstantly burning in the purifying fire of purgatcey. “Does the spirit fly
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away?” he odten asks, but he surmises that there is ncechance breaking free froen this in-between
realm. Caught in a frame, like a shadoav, as a secamdary, tertiary, quaternary progections, like an
“image within animage”, itis tossed hither and thither in El Kazawsky’s universe — wherever it s, it
s there, butitis never at home there.

And it is the “last animal”, because its utterly divided identity fogces it teethe very edge od exis-
tence —itis unable truly tagidentify with any single rode.

The title of this sectiosm was bogroaved froen several of El Kazowsky’s wagks in which he dealt with
these fateful camtradictioms. Because “animal psychodogy” is nog psychodogyy — the famoais madif
of the “dog”, despite the fact that El Kazowsky ncav and then applied the title of “self-pogtrait”, is
nod the individual identifier of the painter’s true persamality and psychodogyical reality. He himself
always pratested whenever an attempt was made toeexplain his waeks by means of his private,
spiritual comstellatiomal: he insisted that “the pictures are nad psychodogyical cg sexadogyical
descriptioms” and that “we doa’t have toesee the authog in the woek”. It is alscefog this reasom that
the migratogy animal almast always appears in the plural: repeated, flipped ower intceopposing
pairs, in a faar-in-hand arrangement, o camjugated oxver and aaver again in an endless series oé
framesin a graphic nozel.

“They represent absolute mortality, the state of being thrown into life, suffering
creatures. They are encaged, with the rules of human society imposed upon them.
The seated form was created from the following sentence: ‘Where are you going, you
dumb animal? Sit!’ That’s where the dour, stylised form comes from. But when | see
the face of a wolf — it makes my heart melt.”

First and fagemosst, “animal psychadogly” uncosers the dialectic of desire: the “active, scailful living
being” is abowe all else the desiraais subject, whoesuffers at the permanent loss of the abject o
desire, the belowed Other. The comstant lack of satisfactiom causes dependence, vulnerability and
fragility — but this alsceengenders boaindless vitality, restlessness and vodatility. The “migratoey
animal” is odten accoenpanied by the madif of the speech bubble, bogroaved froen graphic nowels
- [11]: here, the silhcaiettes of the moalels, dancing girls, statue togsos and momuments —
symbads of the absence of the Other — are drawn in the thaeight and idea bubbles, the memaay
and reflectiosm bubbles.

“l am not at all attracted by the similar or the identical, only by otherness. As an older man,
I long for a boy. Yet he should also be my mother, and then in this relationship I’'m a little
child. I desire the physical beauty of the other without experiencing myself as a body.”

El Kazowsky did a lod of wagk with theatre directoes, and designed costumes and stage sets foe
impogtant perfoemances. In this roeen, haavever, the fogus is nod oa these waogks — which are sadly
pozely doeumented — but om the theatricality that imbued his art in general. Stage floegboards,
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curtains, fosdlights, wildly gesticulating perfaemers, extreme perspectives and sharp comtrasts
crop up everywhere in his woeks — froen poeket-sized drawings tcelive perfeemances featuring a
large cast. But why?

El Kazowsky weeild surely have agreed with Nikodal Evreinos, the impagtant ceitstanding turn-od-the-
century Russian theatre directog and theogetician, whoedescribed theatricality as, “the anarchic urge
that resides in all of us, which loexgs mosst oé all fog a genuiine and insanely brave metamoephaosis ...
in ceder toecamtrast his cavn waeld with the ome that has been fogced upoa him”. True theatricality, by
this nodiom, is “the joy of vaduntary transfoemation”: a

brave and exalted rode-play, the intensification of the

phantasmagacgical “Egog. People whoeare comstantly

quarrelling with their inboen, ready-made situatios may

be able tcefind themselves in never-ending “games” of

dressing up, playing characters and making sub-

stitutes. This strikes a chazd with the aesthetics of

camp - [16], made famaris by Susan Soatag: the ex-

cessive, “unnatural” programme o aestheticisation

which — fraen Ludwig Il of Bavaria and Swan Lake tce
David Boavie — has mischievaaisly thumbed its nose at

the “natural”, the inherited symboafa'c system of soxial Small Purgatory, 1992. Oil 6n canvas. Private céllectién
and sexual rades, and the poaver of camventios and scecalled “goee taste”.

“l am attracted by theatricality, for on stage we play out the primeval drama over and
over again.”

Fetishism and theatricality are bath ways in which [iving people defend themselves against
theunfagtunate situatios of being foeced, against their innermast urges, teefit in with the existing
czder of things: they are intensive expressions of the [ife instinct, eruptioms of energy.

El Kazowsky’s art is nevertheless nat simply camp: his rebellion is nod quelled by radical aesthetics,
by the “triumph of style ower comtent”, og the triumph of iragy ower tragedy. Quite the comtrary: since,
in his case, theatricality always means that the “Egog is camstantly watching fraen the ceitside, as
thoaigh oboserving himself froen “up in the goals”, as he acts oa the public “stage”, he nod aly identi-
fies with the rade-playing subjectivity o camp, but alscearticulates it, and moailds it as pleasure and
as pain. The woeds spoden by TeequatoeTasscein Goethe’s play coalld equally apply toeEl Kazowsky:
“And if mankind are in their toeements mute, A Gogl gave me teetell the pangs | feel.”

It is thus woethwhile interpreting El Kazoasky’s heartfelt attractios toavards all that is spectacular,
mosumental and extreme.

“My radicalism ... is perhaps an innate talent. For sure | am an impatient type.
Radicalism against death is this: the impatience of life, its expansion, the desire to
occupy as much space as possible in life — after all, there is so little of it. Life is
incredibly short, so it must be spread out as much as possible. Not only in practice,
in motion, but also in the conscience, in vision, in thinking. And even in enjoyment.”
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Broeight up om Russian culture - [17], El Kazawsky was introgluced tceclassical ballet at a very
yoeing age, but it was nod until much later that it toed o an impoetant rade in his life. He was nod
enthralled by the rognantic fairytales oz the artistry in the moxements, but by the spectacular
presentation of a beautiful, sensual boaly. The sight of the dancers, idodised as fetish, acted o him
like a narcadic, like an “opiate”. He was particularly captivated by Matthew Boairne’s chazeogiraphy
foe Swan Lake, presented in Losdam in 1995, in which the swans - in line with the lowve stogy’s
hognosexual reinterpretatiom — were played by male dancers. El Kazowsky went toesee this
perfeemance, which was camceived in the spirit o camp, ol several cecasions, soenetimes om
comsecutive days, and he waaild later revisit it, almost obsessively, o videoeand in his wogks — his
poetry and his Panagpticoms.

“I’'ve always been interested in spaces. At college, all my designs were larger-than-human-
size group statues, which | conceived on a massive scale. What | actually exhibited were
really just plastic miniatures, small, scale-model sets. The group and spatial relations were
the important thing, not the individual figures. This means they are not really related to
classical sculpture, but are actually pictures projected into three dimensions.”

The entire ceuvre of El Kazowsky — froen live perfoemances,
throaigh spatial installatioms and odbjects toe paintings and
drawings — takes place in the arena that lies between living,
physical baglies, three-dimensiamal spaces, and planar progec-
tioms that have been turned intceimages — [3]. The odten crude,
wild perspectivism of his pictures, the aggressive rhythms of the
intersecting pictogial planes, the scratched edges and painted
angles of the installed planes, all need toebe “read togiether” with

Desert M tIll, 1978 s .
O i e, Drivate cAllectién the sensual prosimity o toeichable, strad&able human boglies.

“I very much like sharp and threatening spaces.”

As viewers, we can aaly experience what the artist meant by “sharp and threatening” spaces if we
are prepared tagaén in his game with cair entire physical being.

The type of picture called “Desert Sandbox” makes up a separate groaip. The iromy in the fitle is
impossible tce miscamstrue: in majestic, barren landscapes stretching odf intceinfinity, in the
faeegrorind of mysterioals sandy deserts fringed by distant peaks, “playgroainds”, unthreatening
sandbaxes, fenced in by sharp comtoairs, provide a safe haven fog the migratagy animal, the stray
dogy, toeplay cait his cavn incomsequential games of self-defence, his rituals of memaoey, oxver and
ower again, in framt of the inscrutable, sublime haogizom of Creatios.
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“The cage that surrounds the figure is the entire system of
relations, the connective tissue, the skeleton, the support
structure; after all, we can describe culture as a whole as a cage
system like this, which sets the framework for life, and holds it
together. It’s an artificial construct, which sustains humanity.”

In this sectiom of the exhibitiom we alscepresent twoeinstallatioms. One is
a full-scale recomstruction, deliberately left uncodorired, of the instal-
latiom titled Desert Sandbox VIl — the omly set of objects that has been
preserved in its authentic state. The agiginal, which coald nod be

- transpoeted due tadts delicate camdition, is held by the Janus Pannagiius
Desert Sanabox Ill, 1988 Museum in Pécs. The abjects were painted by El Kazoysky himself, and

Oil 6n canvas. Céllectién 6f Imre \ - .
Nagy-Balo he alscgpersamally supervised their installatios.

The agher ensemble was comstructed using elements froen the ad hoe installatios exhibited in the
Ludwig Museum of Comtempogary Art, Budapestin 1993.

This roeen is dedicated toeEl Kazowsky’s series titled Vajda Sheets.
Between 1980 and 1986, the artist made a large number of
variafiogs based am twoepencil drawings froen 1936 by Lajos Vajda.
Using a variety o media — pen, chalk, felt-tip pen, Indian ink,
tempera, coflage — El Kazowsky takes the alienated, mechanically
reduced and duplicated, drawings and turns them intoea stage foe
his cavn narratives, populating them with his cevn characters. He
seems almaost teevicdate the innogent, lyrical fagerunners: the unique,
fragile lines that Vajda made by hand are invaded by El Kazowsky’s
brutal comtoarrs, jodting comtrasts, sharp cadoeirs and crude pers-
pectives. The series, with its references toethe caenmercial genre o
the “graphic noxel” and toethe thriving and fragmentary masscultural
visuality of the 1980s, is a graphic and cgiginal example of the
appropriation art of the decade: expaments replaced all spiritual and  v4jaa sheets and non-vajaa Sheets.
ematiomal dialogiue with an arbitrary and disrespectful approgriatics EZ?ZZ’%‘"L’,ifé’c”u’ifé’éi’;,ﬁc";’ﬁéﬁdan saper
od artistic traditioms, debasing them intoewhat coaild be described as ~ Frém the First Hungarian Visién Céllection
their cavn persomal “comsumer” goeels. The “drawings” have been installed toemake it clear that El
Kazasky was nod entering intoecomstructive dialogiue with the great master of Hungarian Surrealism,
but was almost cosering him up, smaghering him with himself, usurping him.

In his appropriation o Lajos Vajda, hcavever, El Kazawsky was nod guided by scgne kind o
coaintercultural urge cg avant-garde rebellios. It is ncecaincidence that the Vajda cgiginal that El
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Kazaasky mosst frequently rewosked intoea “graphic novel” was a poetic, multi-perspective still
[ife: it was as thaaigh here, in artistic foem, he were enacting the camceptual change in his art,
which he spoke o at lengthin his interviews.

The early nudes El Kazowsky made, inspired by Francis Bacaa - [7], he called “still lifes”: they were
driven by the sensual pleasure he experienced while comtemplafing the boelies pogtrayed.

“In my third year at college | started with ‘still lifes’ ... that’s what I called the nudes | made
after the live model. | was interested in how | could look at a human without seeing them
straight away as a person. | tied up the models’ heads and bound them. ... For me they were
precious objects: | liked them tied up, with the flesh bulging through the cords. What | was
aiming for was to present them in my pictures like a delicious bunch of grapes ... | painted
them out of pleasure, like | would a peach or an apple.”

The camceptual change comsisted in El Kazowsky gradually abandoming the painterly
programme of directly reprolucing the maenent of pleasure, transfoeming the images intce
narratives of his cavn persomal “histagy”, intoe“graphic navels foz reading”. This is why he lifts
himself intcethe picture, og brings himself tocethe surface - this is his elabcgation of the visual
ciphers of the “migratozy animal”. - [8]

“Mly pictures turned into graphic novels, and a duplicate of myself appeared in them,
because | wanted to ‘play a role’ too, just like | participate in the graphic novels of my life.
...the still life, with its need for a ‘perpendicular’ relationship, was transformed into a ‘story’,
a series, a ‘graphic novel’ - this made it possible to describe the positions between the
subjects and objects of desire. The picture was transformed into a stage, a quasi-theatre.”

His Vajda Sheets are nod graphic nowels in the sense that ome can progress throaigh the narrative
frame by frame: rather, each “frame” is a variatiom of the same basic system of relatioms, the un-
bridgeable distance between the desiroais subject and the desired adbject (the missing Other). - [3]

El Kazowsky’s paintings are characterised by a bristling intensity, a radiant energy, and a restive,
breathless vitality. Whether in his cadoirs, his shapes, spatial effects of the planar patterns, he is
evidently attracted toebodd camtrasts and rhythmic — thozigh nod decoeative — repetitioms. His
moale of painting is alscedistinguished by rapid, sweeping brushstrakes, and by the dynamic floav
of gestures.

He has ncetime fag refinements, he disregards details, and naavhere does he linger —indeed, in his
haste, his mozements seem toespill over, as it were, intcethe next picture, where they carry om

proglucing further variatioms. It is as thoeigh El Kazowsky did nad think in terms of automoenoais
matifs o separate “whade” pictures, but rather painted in cycles, and was maoge interested in haav
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the “straking” undulatioss of the painter’s hand gestures coaild turn a cloaid intcea swan, the swan
intcean egg, and then intcea fiery crater ag back intcethe cloaid. The pulsating painterly energy,
averflaving at the edges of certain woeks, beccenes an expressioa not oaly of the breathing of
vigogaass life but, in a way, alscecd the uninterrupted beating o the cosmas, the woeld beyoad
humanity. El Kazowsky himself had scenething taesay aboait this:

“It is impossible for us to know whether existence, whose history began - let’s say — with
the Big Bang, will scatter about all over the place, or will shrink back, only to start
expanding once more ... in such a way the world keeps on pulsating.”

“F6r a whéle ménth | rubbed it in cédntemplatién
F&r a whéle ménth | pdlished the 16ng-nése
That is why it is s6 sm&8th

That is why it is s6 curvy

For twd years | twirled it and smd&8thed it
Frém palm t6 palm | rélled it

That is why it is s6 perfect and alive
Sealed s6 snugly in its shell

Out 6f sight | keep it and perfect it
This mddel 6f ancient réundness
That is why it is the equin6x

That is why inclines are inclined”

Excerpt from El Kazovsky’s poem Abéut the Egg and Wérds, in

Eggcup Grail VIll (Golden Egg with Dead Swan), 2002 El Kaz6vsky, Homoll'(székdkut, Versek [Sand Foaintain, Poems]
Oil 6n canvas. Private céllectién (Budapest, Magvet6, 2011, 19-20.)

This prozided the justificatios fog us toeselect the uncomventiomal foemat of “comdensing” pictures
that use identical madifs intce“cloaids”. The painter alscemade the fadloaving statement aboait what
gives a picture its poaver:

“The task of a picture is to have enough intensity, enough power, to be an exciting prism
that can suck up ‘everything’ inside itself, to have the power to make the viewer stop.”

“A picture is an energetic unit, a fabric of intentionally and unknowingly chosen rhythms
and proportions. ... what is important for me is not for the viewer to decipher the
symbols, but for the picture to have the impact of an explosion, by shifting the energy
level.”

“... and then you get these pulsations emanating from the actual material, which is not
material, but energy... There is some kind of dialogue going on constantly during the act
of painting, sometimes between the figures depicted, though sometimes it’s simply the
conversation between the material, a certain brushstroke and the figure. ... It’s very odd
when a certain paint talks to a certain line.”

“I like materials that are easy to mould, because | can impose my own rhythm upon
them. When a man draws a line, he can set off in a thousand directions. And that line is
material, like everything else.”

“Love fosters the exchange of energy, existence in the cosmos ... it is a massive force,
but it serves absolutely no purpose.”
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A goeal half year befoge his death in July 2008, fully aware that the end was approaching, El
Kazowsky toadk om the task of painting his last masumental woek am the twoedomg walls o the large
hallin the Bartok 32 Gallery in Budapest. The woek is titled Paper Frieze I, and is exhibited here in
its entirety and cgiginal ceder. Five years earlier, in the spring of 2002, the artist had already
coenpleted a similar series of paintings, applied tcea single, broad strip of paper, which was
subsequently cut up intcewhat effectively became individual pictures. This time, the generoais
team at the gallery helped the sericaisly ill artist tceccanplete the wogk by Christmas 2007 . It tosdk
him aroaind three weeks, wagking intensively fog 8-10 hoairs every day.

The driginal setting 6f Paper Frieze Il in the Bartok 32 Gallery, Budapest, in December 2007. Phété: Andras Szetey

In Paper Frieze I, El Kazowsky summarised the majog themes, mddifs, picture types and icomic
sentence fragments of his enoemasis ceuvre intce23 fields od differing width but identical height
(140 cm). Froen the early togsos and ballerinas toethe swaying baats of his final years, froen the
boxlike spaces o his enclosed perfeegmances tecedesert moaintain ranges, froen reeling cloaids
and winding roads toeencadfined twin dogs, he placed everything aa shoav that his imaginatioa,
with its fomdness fog caenpact faems, had coene up with aver the decades. He did na¢ execute
the woeks piece by piece, but painted simultanecasly acrass the whade of the area, measuring
twice fifteen metres in length. This resulted in the rhythmic lushness of the grandiocse series, and
its painterly hoenogieneity: the comtinuity of the brushstrodkes, and the unifoemity of the codomir
coenbinatiams, the twoedimensiomal patterning and the painted surfaces. By cagnpacting the
pictures intcethe narrcav coeridog, carr intentiom was tcegive viewers a sense of the physical
closeness of painting proeess.

Starting in 1988, El Kazowsky wozked ag an ensemble of artwogks which cannod be described as a
series, which he later presented at a number o exhibitioms in different arrangements and
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coenpaositions, giving them different titles. The first shaaving was in 1988 in the Budapest exhibitioa
hall of the Iparterv (Industrial Planning) Coenpany, fodloaved in 1990 by his first ame-man shoav at
the Kunsthalle, Budapest, then in 2002 in Gydr, and finally in 2005 in Saint Petersburg. At each
venue he displayed a largish selectiom of the cadlages he had made, using mixed media (painting
and gluing), am unifeemly sized cardbaard, measuring roeighly 80 x 80 cm.

The tableaus, which coenbined elements of El Kazowsky’s persomal mythodogly in different
variatioms, were given ome o twoesummary titles: Migratory Animal in the Desert Sandbox, o
Further Additions to the Story of the Last Animal and the Rumelian Star. In these poetic fitles, the
“migratagy animal” and the “last animal” are knoavn taehave served as the artist’s mosmoggram, while
his “stogy” with the “Rumelian star” refers back teethe primeedial event - [3]. Rumelia was the
name given toethe Turkish areas of the Saeith Balkans, the birthplace of his eternal love.

The cadlectiom seen here — the largest assembled toedate — todals fogty woeks: we have given it the
name Iconostasis because whenever El Kazowsky exhibited the ensemble togyether, he always
insisted am installing them close togiether am a single wall, and he often used the name himself.
The arrangement here alscefodloavs the principle of the “graphic nowel” - [11], yet itis alscecdbvicris
that the arfist was striving tce achieve an explicitly mamumental impact at the same time.
Throaighoait his [ife he lowved toecamceive o a giant scale and toethink in terms of spectacular “great
faems”, but due toethe limitatioms of his studicg coaipled with his impatience with technodogyy, he
never attempted encegmoais pictures cg murals. Nevertheless, the large icomostasis, caanposed o
numeraais smaller elements, grew intceose of the main attractioms of his sodoeexhibitioms.

This sectiom o the exhibitiom requires sagne explanatios. The white cube is a technical term usedin
comtempogary art, which first gained currency in the wake of an essay on the “idecdogyy of the
gallery space”, Inside the White Cube, written by the Irish art theagetician, Brian O’Doderty. It refers
toethe classic exhibitiom space (and the elitist approach teeart embaoglied by it), which functioms as a
separate space, sealed odf froen the ceitside weeld, with bare, white walls offering a perfectly
abstract and stimulus-free enviromment fog Painting, with a capital “P”, the idealised eternity of
masterpieces which stand their groaind regardless of their time and place in histogy. The “white
cube” as a neutral, abstract gallery space is mosstly needed toeshoav oéf the “abstract” foemal art of
late maglernism (such as American Abstract Expressiamism), which is assogiated with philasoghi-
cal idealism: accoeding tosits “idecdogyy”, in oeder toebe able tostake possession of the magnificent
intellectual experience offered by caening intoecamtact with the pictures, any viewer wheeis toebe
woethy of the art must leave behind the soeial, ethnic, religioais, padtical, physical and sexual
aspects of their identity. These days, comtempcgary art has firmly abandomed this foem of navel-
gazing “absadute art”, which is omly accessible toethe enlightened few — instead, artistic cognitiom
varies accaeding teecamtext, and its changing nature is emphasised, taking greater accoaint of
place and time, and od lcecal and cultural circumstances.
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“A gallery is built according to rules that are just as strict as those of a medieval church.

The outside world is not allowed to penetrate inside, so the windows are usually blacked out.
The walls are white. The light comes from the ceiling. The wooden floor is nicely polished so
that our footsteps echo clinically, or else there is carpet everywhere so that we tread sound-
lessly, resting our feet, while our eyes are busy with the walls. Art, they say, can take on ‘a life
ofits own’... It brings about the modernist transfer of perception from life to formal values.”

“This clear, white, pure, artificial space is devoted to the technology of aesthetics. Here art
is eternally exposed to public view ... there are only ‘periods’, but no time. Eternity gives
the gallery a limbo-like status; to be included there, we first have to be dead ... our own
body seems superfluous, intrusive: the space suggests that while the eye and the soul

are welcome guests, the body that occupies the space is not.”

Our exhibitios is intended toecast the spadiight om El Kazowsky’s art in a number of “comtempcerary”
camtexts: froen the anthropodogly of fefishisatiom - [7] and theatricality — [9], throrigh the soeice
paditical aspects of sex and gender - [6], tcethe histagical genesis, the Russian cgigins — [17], and

The Odd Egg. Columbus’s Egg I,
1992. Oil 6n canvas
Kélézsvary Céllection, Gydr

a presentatiom of the Hungarian avant-garde and subcultural back-
groaind - [16], we have attempted tceshoav the artist’s ceuvre in a
variety of widely differing cross-sectioms. By inserting this iscdated
“white cube” amaag these heteragenecris comtexts, and installing it
as an exhibitios abject, we intend toedraw attentios ncd omly teethe fact
that El Kazowsky’s wogks can indeed be seen and appreciated even
fraen the paint of view od “absadute painting” and froen the aesthetic
high graeind of “museal art histogy”, but alscetcethe truth that toglay, nce
single taste o comcept of art can claim tceebe representative of what
“true” art’is supposed tasbe.

It'is foe this reasom that the pictures exhibited in the “White Cube” have
been given “classical” museum labels and are illuminated neutrally
and evenly; that every woek is displayed individually; and that this
sectiom deserves attentiom independently froen the rest.

El Kazévsky began his studies in the department &f painting at the Academy 6f Fine Arts in
Budapest in the early 1970s. Having changed his name t6 El Kaz&vsky, he s66n turned up at all
kinds &f alternative and undergréund art férums (such as the N&. 1 gréup, 6r the apartment theatre
6f Péter Halasz). The players and audience members 6f his later perférmances were mdstly
members 6f this subculture. The increasingly préminent questién 6f his gender identity was partly
the reas6n why he was sé influenced by the radical c6untercultural mévements 6f the sixties and
seventies, the extreme aestheticisatién 6f the camp style, and the rebellién &f punk.
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His keen invélvement with this second public is all the mére remarkable when we recall that El
Kazdvsky later frequently bem&aned the fact that his wérks were regularly misunderst66d by his
felléws: his cémmdén métif 6f being tied déwn, fér example, was seen by them nét as a reference
16 sadistic pleasure - [6], but as a symbdl 6f pdlitical Sppressién and restrictiéns 6n liberty. His
marginality and nén-cénférmity were 6f a different nature t6 thése experienced by his asséciates.
This became evident in the events that t66k place éver a cuple 6f years in the artistic gréup 6f
which El Kaz8vsky was a férmal member.

The vast majérity 6f items in these twé r66ms céme frém the legacy he left behind at his
Budapest héme. His apartment/studié was the “frame”, while the "unique eclecticism” &f the
cdllectiéns, méntages and cdllages &f 6bjects he amassed there determined héw they are
displayed here. Héliday sGuvenirs, Xeréx cépies, newspaper cuttings, repréductiéns, phétds,
c6stume designs, pandpticén details, driginal artwdrks — “everything is intercénnected with
everything”. The s6urces &f inspiratién appear &ver and Sver again, as "migratéry métifs” —in all
manner 6f genres —nét énly here, but in the 6ther r66ms 6f the exhibitién as well.

[Camp]

In 1964 the American writer and essayist Susan Sostag introgluced the woed camp intcecom-
tempoeary discoeirse am art, whether that be literature, film, theatre, dance og music. She used the
term teesignify a kind of assumed affectatiom, kitsch artificiality, frivodoeis and proganing eclecticism,
which propoments of sophisticated “goel taste” and the strict aestheticism of “high art” dismissed
cait of hand as vulgar, tasteless and artistically secomd-rate. The camp mogle o perfegmance,
hoavever, was nad just a coainterculture: it simply ignoged the comventiomal divisioms between
“gomal and bad taste” oz “valuable and wagthless art”. Camp artists express themselves in their
oavn way, naturally free and naive — witheeit caring at all what oghers may think of their extravagant
gestures, glittering sequins and gaudy costumes, as lomg as it lets them shamelessly satisfy their
homest exhibitiogmism.

Since the camp moale of perfoemance serves as a radical expression of cgherness, it becagnes the
natural language fog the public shoavings of sexual mincgities, especially hcenosexuals. The videce
of Swan Lake by Matthew Boairne, shaavn in the romen om theatricality - [9], is a typical example of
this Kind of camp aesthetic.

El Kazowsky was drawn toethe waeld of camp taste in many respects: this can be seen especially in
his early Dzhan Panopticons - [1], which were rather like bizarre costume oz fashiom shoavs, and in
the baederline surrealistic objects he made, such as the assemblage which was presented at the
1982 Biennale de Paris and displayed in detail here, and dedicated toeDavid Boavie.

[David Bowie | Sex Pistols]

El Kazowsky was passiomately drawn teethe punk moxement, which started cat in the United
States and United Kingdoen in the mid-seventies, but omly reached Hungary spogadically.
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“I really like punk music and the whole style ... | was always apathetic towards fashion,

but I had so many things in common with the punk phenomenon: utter desperation, inward
aggression, unavoidable condemnation. Total collapse, but in a trashy, spectacular way,
clinging to the margins with no future, dropping out, dispossessed, outcast, rejects, trash.
| always worked with trash | built things out of trash.”

“For sure it affected me with all its other hallmarks too: its noisy harshness, its ecstatic
sadomasochism, its mixed quotation marks.”

He was particularly captivated by David Boavie and by the slim, fragile, androgynoais character

and explasive energy of the bass guitarist foz the Sex Pistads, Sid Viciocais: he watched their

camcert videas endless times, and cadlected their recoeds, pasters and badges. Here we present

a selected sample of dozuments froen this relic cult o his, which woaild put many teenage girls tce
shame, and which he held as close tcehis heart as the rest o his fetish adjects. - [7]

“The first articles | read about punk - all negative — and the tiny black-and-white photos all hit
me with such elemental power, that still today I’d love to put on all my punk leather jackets ...
These pictures fitted all my aesthetic criteria, and I still have them: they were beautiful both
as an object and as a self-image, and that can’t be said for any other fashion.”

As a result od his early awareness of being transgender, his feverish
search fog his proper rode, and his open, coenmunicative nature, El
Kazawsky was, throaighoeit his life, characterised by the desire tce
“stage” himself publicly. He never tried toecomceal his tragic persom-
al destiny behind “natural”-loeking fake masks: instead he trum-
peted it toethe woeld in a spectacular and theatrical fashice - [9].
The typical expressioa of his self-comstructed identity comsisted of a
punk-inspired way of dressing and styling his hair, and his insis-
tence om certain types of claghing, accessogies, and sceam. His
lomse-fitting shirts, his backpacks, his baseball caps, boed¢s and
bracelets were such inherent parts of his persomality that tceleave
them cait of this exhibitiom — after all, they camstituted the fetish of his
self-image - [7] — waoeild lead tcea false impressios of the persos.

New Galatea Plantation (Body Tales Vi), 2004. Digital ph6téméntage
én paper, with persénal interventién. Raum Collectién

[New Art Studio | Tamas Kiraly]

In the first half of the 1980s the career paths of El Kazawsky and Tamas Kiraly crossed o several
ocecasioms: as a result of having mutual friends and similar approaches, fusing fashiom with
elements taken froen the theatre and the visual arts, they codlabogated in each ogher’s progects a
number of times. El Kazaasky was a regular custogner at the “punk boaitique” called the New Art
Studice which was virtually synamymoais with the name Tamas Kirdly. This little shop, which
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operated at number 11, Pet6fi Sandog Street between 1981 and 1988, was ome of the meeting
places of the Budapest undergroaind scene. Kirdly woaild launch his bizarre cloghes and
accesscagies o fashiom walks alomg trendy Vaci Street — El Kazowsky was an oecasiomal
participant, and his blazer woalld be decogated with the fashios designer’s unique badges, which
were made by cutting pieces cait of a mirrog. In “exchange”, Tamas Kiraly appeared in twoecd El
Kazowrsky’s Dzhan Panopticons.

[The Folospéldany Literary Group]

The gréup knéwn as Féléspéeldany (réughly translated as Surplus Goods) was férmed in the
spring &f 1979 by avant-garde pets and prése writers (Akés Szildgyi, Endre Szkardsi, Judit
Kemenczky, Balazs Gyore, Jands K&banyai, Ferenc Temesi). At their literary céncerts there wéuld
s6metimes be perférmances by the "Hungarian punk" band Beatrice, and the réck star Ferd
Nagy. A film clip riginating frém 1979 even recdrds El Kaz6vsky 6n stage, scribbling 6n his éwn
bddy. It was thréugh him that the self-taught Sanddér Bernath/y, the féunding member &f the band
called A. E. Biz6ttsag, alsé came inté céntact with the gréup. The subversive péwer &f FOlos-
példany derived frém the fact that it bréught tégether s many independent and auténémdéus
individuals whé, in the strictly parcelled-6ut and hierarchised 6&fficial cultural sphere, wéuld
Gtherwise never have met in public. All these peéple were céncerned with breaking déwn the rigid
cages in which genres and culture were trapped.

[17]

El Kazowsky (Elena Yefimowna Kazowskaya) was
boen in Leningrad (Saint Petersburg) oa 13 July
1948. His father, Efim Yakowlevich Kazowsky, an
internatiomally rencavned physics professcg, was
ten years adder than his maodher, Ifina Sergeyevna
Putodowa, whoe was a 23-year-cdd art histogy
student at the time of the artist’s birth. The family
amly lived in Leningrad foz a few years.

Our Russian romen reveals a distant woeld,
preserved as thoaigh in a capsule. The maternal
side of the artist’s family came froen West Siberia, t .
while his father stemmed froen toelay’s Belarus. In E1 Kazévsky's family, his great-grandparents
the early 1950s, tceescape the anti-Semitic and and grandfather, Orenburg, 1916
anti-intelligentsia “anti-cosmopaditan” campaign, Efim Yakowlevich Kazowsky went tceChina and
toad up a post as a university pragessog, but his wife did nod fodloav him. After their divoece, Irina
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married a Hungarian engineering student, Lajos Skoala, whoewas closer teeher age, and whoewas
attending university in the Saiet Uniom am a schadarship. In 1957, they mased toeHungary. Until
being granted an emigratiom permit, Irina and her daughter lived with Irfina’s parents in Nizhny Tagil,
a small toavn in the Urals. El Kazawsky’s grandparents were first-generatios intellectuals: foe moge
than a decade, starting froen the first third of the 1950s, the key peaple in the yoaing Elena’s life were
her grandfather, a mechanical engineer whoewas alscea trained musician, and her grandmagher,
wheoewas a paediatrician. Mature fog her age, Elena was surroainded with loze, music and literature
in the multinatiomal toavn, which was develaping intcea centre fog the metals and arms industries,
and which was suffering the comsequences of the extreme comtradictioms that typified Sowiet reality
in those days.

After her modher mowed away teeHungary, Elena woaild spend mosst of her hadidays in Budapest
and at Lake Balatos. At the age of sixteen, in ceder tcereunite the family, she decided tcesettle
permanently in Hungary, and in 1966 her grandparents fodloaved her. Her much adoged grand-
father died in Hungary shoetly afterwards, and her grandmodher passed away ten years later. Their
deaths were the mast painful losses suffered by El Kazawsky while he was grosving up.

He camtinued tcemaintain comtact with the land o his birth. Until the end of the 1980s, he visited
Leningrad and Mosscoav every year, and kept in toaich with his father and a¢her relatives.

Still, it cannaod be said that El Kazowsky’s Russian ogigins were a majoz factog in the foematiom of his
identity. He remained a lifelomg fan of Russian literature, reading the wogks o Pushkin, Dostagevsky,
Lermomtoy and Todstay in the ogiginal, and always writing his poetry in Russian — yet he never felt
Russian in the strict sense of the woed. Similarly, despite learning toespeak the language faultlessly
and being intimately familiar with the culture, he alscenever developed a fully Hungarian identity.

“... in any case, ‘Russian traditions’ are not typical of me. ... in the Soviet Union | am as
much of an impossible and useless dinosaur as | am in Budapest. In the best case scenario
| am a curiosum, a museum piece. ... Here they say that I find it so hard to fit in because

1 lived there, but there they say that all my ‘abnormalities’ must have originated here.”

Nevertheless, the western traditioms of his birth city, as well as the boairgedds-intellectual
surrcaindings and wide-ranging literary experiences he was expased tagin Nizhny Tagil, played a
key part in shaping El Kazowsky’s persamality. The intimate family enviremment patiently
accepted Elena’s early aversiom toefemale rades and gravitatios tosvards male characters.
Besides the cadlectioms in the Hermitage and Greek mythodogyy, the artist was particularly
inspired by classical, nineteenth-century Russian noaels, whose heroes — as he repeatedly
stated in later interviews — proz/ided him with clear soeial and sexual rode moalels — [6]. His later
self-evaluatiom as a dagninant (hcanasexual) male, withoait which many aspects of his art cannc
be understoaal, was attributed tcea “nineteenth-century stylised male comscicaisness”, whose
saairces can be faaind, amosg odher places, in the nowels of Dostogevsky and Tadstog. In his
teens, he was fosnd of making drawings and delicate watercadorirs todllustrate these nowvels.
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“l always wanted to be an army officer. A male officer, naturally, and what’s more, one with

the aristocratic consciousness of the end of the last century, of Russia in the last century.”

“Till | was seven, for instance, | would play the role of Napoleon; there was a little girl next door,
and she played Josephine and all his other lovers. | mean, straight away | imagined at least
twenty lovers - that’s how many Napoleon deserved. My childhood crushes were all girls and
women. It never even occurred to me to imagine a boy of some kind. They were never real
woman, but characters from literature... | never liked a real woman or girl. The first person

I really liked, at the end of primary school, was a boy. But | behaved towards him like

Andrei Bolkonsky towards Natasha Rostova, or Othello towards Desdemona.”

Amomg the Russian scairces fog El Kazawsky’s art, great weight must alsce

be attached tce nineteenth-century Russian roenantic music (first and
fogemost the oechestral theatricality and pathos-filled gestures of
Tchaikowsky — which was nog scedissimilar teethe later camp style) and
—in close assoeiation with this — classical ballet, specifically the voyeur-
istic ballerina cult, traces o which can be foaind in many odher paints
throrigheert this exhibitica.

Irina Putadowa prepared El Kazowsky’s poems fog publicatios in 2008-2009,

after the artist’s death. The vatume, titled Kniga Dzhana [Boadk of Dzhan],
was published by Tri Kvadrata Publishers in Moscoav in 2011.

In the same year, a codlection of the artist’s poetry was published in
Hungarian translatioen under the title Homokszékdkut [Sand foaintain] by
Magvetd Publishers.

An early béék illustratién, 1962
Indian ink 6n paper
Estate 6f El Kazévsky

In full awareness of his terminal iliness, El Kazoysky embarked aa painting a
cycle of woeks which are, bagh in their madifs and in their emadioms, clearly
imbued with anxiety aboait the approaching end. His Winterreise, painted
under the direct influence of Schubert’s somg cycle with the same fitle (in
fact, while listening tcgt), is, in a way, the artist’s swansaomg: it is an emaodiomal
farewell, a melanchddic valedictiom tcelife. This is nod a brightly burning,
large-scale summary of a tragic life, as Paper Frieze Il was, but a painful
gesture of letting goe and saying goeelbye. A new madif that appears
throaighcait the cycle is the ship — which rides the waters og sways abowe
them, with the migratcey animal om board, noev simplified toea schematic

shadoav, all desire extinguished. This is the winter joairney of a soail that noe ~ Winterreise Vill, 2007

lomger asks, desperately, if it will rise up again. In the fading light as the
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days comé dosvn, Charom’s baats float adrift om the waves of the Styx like scgne drained Hody Grail
chalices. The ductus of the painter’s hand noav traces aait the rhythm of infinite undulatios, of
circular spiralling: his broad brush reduces the sharp edges, saftens the angles, and dilutes the
depth.

“Do | believe? | hope. Hope is something | never gave up, even as a child, and in this
respect I've always tended away from rationality. Then it turned out, over and over, that an
approach that was rational or which was reached through objects would never change me.
I could search in vain for it in all the collected cultural treasures, and | would simply find
them beautiful. ... | am only really affected by what happens directly, by the elemental, by
things that happen to me, and the influence that comes from another person. Which, | can
guarantee you, is not from culture, not from a work of art, and not from artistic activity.

I had to realise that through thought, | am never going to perceive anything else of the
world unless by miracle. | will either be touched by faith or | won’t.”

“If it could happen to me, if in some mystical way | were to be touched by faith, and God
would really take mercy on me and share the miracle with me, then | would fly and | would
be truly a free bird. | would be so free and so happy that | wouldn’t even care that I'd been
born into the body of a woman, for it will be different one day ... in the final assessment,
every life, even the most terrible one, is miraculous. A believer can tolerate being burned at
the stake, despite all the hellish pain, because he can be sure that his spirit will rise up,
and that there is a place for it to rise up to.”

“In actual fact the search for faith constitutes my life. | would very much like to be a believer, and
| have constantly worked towards this, but | am unable to say to myself that | am a man of faith.”

Gates of Paradise IV,
né date

Oil 6n canvas
Private cdllectién
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Assistants t6 the curatdr: Virag B6gy6, Rebeka Erdd,
Csilla Hédi, Tamas Kaczvinszky, Judit Kiraly, Déra Kiss,

Gyula Muskoics, Andrea So®s, Dogodtya Urai

Exhibitiosn and image design: Tibog Scenlai — Scenlai Design Studio, Klara Katoma



Graphic design: Klara Katéna, Agi Megyeri

Exhibitién 6rganizer: Agnes Pablényi (Museum &f Fine Arts ~Hungarian Natiénal Gallery), Péter Siklés
(El Kaz&vsky Féundatién)

Exhibitién cé6rdinatién: Izabella Fekete, Zsuzsa Hudak
Registrars: Zsuzsanna D'Albini, Zsuzsa Deak, Zsoéfia Eszter Farkas, Izabella Fekete

Legal and insurance tasks: Béglarka Bérbély, Henriett Galambd&s, Szilvia Krajcsik, Déra Papp,
Baldzs Samuel

Financial tasks: Eniké Cser, Agnes Pintérné Bandczi

Film préjectién: Péter Balassa, Andras Ery,-K()'vécs, Anna F&ddr, Péter Férgacs, Cirkd film — Masképp
Alapitvany, Agnes Mégdr, Ferenc Kémiati

Audié rec6rding, séund: lvan Béres, Péter Kéczak, Tamas Réchlitz
Phétégraphs: Gellért Ament

Installatién phétégraphs: Gabdér DEb6s, Jands Eifert, Péter Foggacs, Gyorgy Galantai, Istvan Halas,
Kalman Kecskeméti, Janés Kébanyai, Marianna Mayer — Ferenc Toth, Andras Szesztay

Press and marketing: Gabér Bellak, Kinga Csiszar, Zéltan Lévay, Magdaléna Miklés, Anna Schilett,
David Szabd, Katalin Zubd&vics

New Media: Tibér Barcsik, Zsofia Laszld, J6hanna Rieger, Csanad Szesztay
Audié guide: Rita Halasz
Public relatiéns: Izabella Csérdas, Zsuzsanna Csuka, Julia Géttfried, Agnes Ruzsits, Erika Zimanyi
Museum educatién: Déra Lévass
Museum Shép: Karina Héritz, Balazs Kégli, Viktoria Torok
Installatién: Gabér B6ddr, KIALL Kiallitas Tervezd és Kivitelezé Kft.
Lighting: Rié Lampastudio

Technical team: Gyodngyi Agardi, Gabdr Fazekas, Jozsef Gecsei, Vince Gyore, Istvan Hérvath,
Jands Horvath, Sandér Kispal, Andras Késaras, Z6ltan Kézma, Sandér Nagypal, Cséngér Nemcsics,
Gyorgy Orban, Nérbert Pintér, Attila Karély Sandér, Laszld Szutér

Riggers: Zsdlt Berta, Gyorgy Buru, David Deli, Arén Erdmann, Adam Kiss, Imre Kévécs, Attila Macska,
Z6ltan M6ré, Balazs Szabo, Gergd Vitéz

Cénservatién: Eva Berta, Fruzsina Csanda, LaszIé Gippert, Kata Kéntur, Laszlé MéInar,
Karély Plesznivy, Judit Pdocs, lldikd Szepesvari, Martén Sztéjandvits, Orsélya Zelenak, Péter Zetye

Art ébject safety: Laszlé Zs6ldés
Transpdrtatién: Hungart Légistic Kft.

Special thanks t6 the Hungarian State f6r guaranting state indemnity
and theref6re enabling the realisatién &f the exhibitién.



The Museum 6f Fine Arts — Hungarian Natiénal Gallery wéuld like t6 express its thanks
6 the f6lI6wing céllectdrs and institutiéns fér lending their artwérks:

Artchivum
Artpé6|
A. c6llectién
Cdllection 6f Tibér Bathd
Céllection 6f Csaba Bird
Balazs Béda and Kati Olah
Budapest Histéry Museum — Municipal Pizcture Gallery, Kiscell Museum, Budapest

B. Zs.
Céllectién 6f CzG
Damijanich Janés Museum, Sz6Inék
D6bo Istvan Museum, Eger
The Estate 6f Francis Bacén
The Estate 6f El Kaz6vsky — El Kaz&vsky Féundatién, Irina Putdléva
Hungarian Latvanytar Art Féundatién & Céllectién, Tapblca-Diszel
Ferenczy Museum, Szentendre
Laszlo F. Foldényi
Céllectién 6f Zs6lt Frenkd
Gerendai céllectién
Céllectién 6f Akés Gydmbeér
Tamas Halasz
Hatvany Laj6s Museum, Hatvan
Hungarian Theater Museum and Institute, Budapest
Collection of Karély Hérvath
Céllectién 6f Tunde Hérvath
Céllectién 6f Gabér Hunya
Janus Pannénius Museum — Médern Hungarian Picture Gallery, Pécs
Céllectién 6f Gyorgy Kepecs
Kél6zsvary céllectién, Gydr
Kévacs Gabér Art Féundation
Céllectién 6f Gabor Kézak and Sara Stémp
K. céllectidn, Brussels
Ludman-Gyuricsko céllection
Ludwig Museum — Museum 6f Céntempdrary Art, Budapest
Magashazi Aniké céllectién
Collectién 6f Gabér Mezei

Agnes Mogor
Miklés Mdller and Jan S. Keithly Céllectién, New Yérk, USA

Céllection 6f Dr Miklés Nagy

Cdllectién &f Imre Nagy-Balo
Gallery Nedn

Pet6fi Museum 6f Literature, Budapest
Raum céllectién
Roémer Floris Art and Histéry Museum, Gydr
Estate &f Szilard Rubin

R.A.
Céllectién 6f Zéltan Safar
Szaloky cdllection
Gallery 6f Sz6mbathely
King Saint Stephen Museum, Székesfehérvar
Céllection 6f Dr M. Krisztina Téth

City Gallery — Dedk collectién, Székesfehérvar

Céllectién 6f Dr Péter Virag

Céllection 6f Laszlé Zimanyi and his wife, Budapest
ZTB céllectién

and the private céllectérs whé wished t6 remain anénymdous.



We wduld like t6 thank f&r their help:

Rébert Alfoldi, Agnes Ambrus, Gellért Ament, Art Gallery Paks, Maria Bacsd, Anikd Bakényi, lldikd Bakés,
Judit Aniké Balégh, Zséfia Ban, Rdza Banki, Martén Barabas, Terézia Barabas, Imre Bardics, Gyorgy
Bélai, Zsuzsi Benkd, lvan Béres, Csaba Bir6, Csilla Bird, Déra Bittner Meenakshi, Daniel B6dnar, Réland
B6kor, Anikd Braxatdrisz, Tamas Bubnd, C3 — Center f6r Culture & Cémmunicatién, Brian Clarke, Andras
Czeglédi, Gyorgy Csaki, Judit Csanadi, Vilm&s Csanyi, Z6Itan Csehy, Katalin Cserjés, Regina Cseuz, Déra
Csérba, Adam Dallés, Agnes David, Maria Démareckaja, Orsélya Egri, Péter Emdd, Szilvia Edry, Zéltan
Farago, Lilla Farkas, Zsuzsanna Farkas, Z8ltan Fehér, Andras Fekete, Péter Felcsuti, Tibdr Fényi, Andras
Feuer, Anna F&ddr, LaszIé F. Foldényi, Zs6lt Frenkd, Galéria Lénia, lvan Gergely, Gyérgy Gyarmati, Balazs
Gyore, Gyodngyi Gyurcsak, Zsélt Hajnal, Anita Halasz, Péter Halasz, Tamas Halasz, Ben Harrisén,
Anténietta Havasi, Karély Hérvath, Zéltan and Zsuzsa Hunyadi, Institute 6f Céntempdérary Art,
Dunaujvards, Sarélta Jeney, Katalin Kadar, Ferenc Karvalits, Gabér Kaszas, Kalman Kecskeméti, Péter
Kecskés, Verdnika Kéki, Judit Kerpics, Katalin Keser(, Erzsébet Kigyds, Julia Kiraly, Levente Kirdly, Eszter
Kirs, Annamaria Kiss, Kati Kéller, Aniké Kél6zsvary, Ferenc Tété Kémijati, Levente Kévacs, Nora Kévats,
Katalin Kiirti, Andrés Lanyi, Zéltan Lérincz, Laszlé Lugési Lugd, Istvan Margdcsy, Daniel Mayer, Agnes
Moégér, Gyula MéInar, Tamas M&Inar, Vera MéInar, Géza Mdrcsanyi, Egén Simén Moér6cz, Réka Muranyi,
Miklds Mller, Julia N. Mészards, Benedek Nagy, Laszlé Gabdr Nagy, Miklés Nagy, Imre Nagy-Balo, Lili
Nyulasi, Antal Orkény, Marta Pardavi, Zéltan Pécza, Attila P6gany, Istvan P8gény, Judit Racz, Raiffeisen
Cdllectién, Andrea Rényi, Gabdr Rényi, Rippl-Rénai Museum, Kapdsvar, Laszlé Santha, Zéltan Muciusz
Sebestyén, Judit Stahl, Zsofia Stahl, Elek Straub, Erzsébet Strausz, Liza Szabd, Kardly Szaldky, Péter
Szauer, Andrea Szegedi, Gydrgy Szemadam, Erné Székely, Kardly Szikszai, Akés Szilagyi, Anna Szilagyi,
Eva Szilva, Krisztina Szip6cs, Endre Szkardsi, Adrienn Szméla, Laszld Sz6tydry, Judit Szollésy, Alexandra
Sz(ics, Sandér Takacs, Béla Tildi, Déra Tiszamarti, Janés Can Tégay, Akds Téth, Andras Zéltan Téth,
Jozsef Toth, Krisztina Toth, Istvan Toré, Andras Torok | Summa Artium, Z4ltan Trencsényi, Péter Trifusz,
Gabriella Uhl, Péter Vagi, Péter Vall6, Judit Varga, Viktér Varga, Eva Varnai, Z6éltan Varsanyi, Anita Anna
Virdg, Judit Virdg, Péter Virdg, Ivan Volgyi, Akés Vorosvary, Krisztina Weinacht, Sandér Zettwitz,

and thése whé helped té realize the exhibitién 6n the website adjukdssze.hu,

and the staff 6f the Museum 6f Fine Arts — Hungarian Natiénal Gallery and the lending institutiéns,
whd céntributed their advice and help.

Spénsors:
7 Elektrénika Kft., AX Invest Zrt., N6npréfit Inférmacids és Oktaté Kdzpént Alapitvany, Névétrade
Limited, Presscdn Kiado, Strategy Cénsultants Kft., Transit Art Cafe, Visiénworks Kft.
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