


GABOR ZABORSZKY

Sono nato a Budapest, nel 1950, da famiglia
borghese, Cio & stato determinante per la mia

educazione, 11 patrimonio della mia famiglia venne
progressivamente statalizzato e di conseguenza
non polemmo adattarei che con difficoltd al nuovo
regime. Dopo la sconfitta della rivoluzione del
1956 la famiglia si sparpaglid per il mondo.

La politica culturale socialista non voleva rendersi
conto dello sviluppo autonomo peculiare all'ane e
desiderava farne esclusivamente lo strumento della
politica del momento. In seguito, quando la stretia
si allenio, ebbi la possibiliti di viaggiare e di
conoscere la nuova arie lgurativa, compiendo
viagei di studio negli Stati Uniti e in witti i paesi
dell’ Europa occidentale, Consideravo miei maestri
Pollock, Tapies, Rauschenberg, Segal e, dall’altra
parte, gli strutturalisti e i semiologi.

L’esperienza decisiva & stata tittavia per me un

viaggio nei territori dell’Orség — si tratta di un
antico insediamento ungherese — ¢ in quelli abitati
da Indiani nel Nuovo Messico, dove ho conosciuto
un'architettura derivante da una fantastica via
panteista ¢ una cognizione della materia e una
fede di antichissima definizione. In luoghi distanti
tra loro molte migliaia di chilometri ho trovato la
medesima logica ¢ il medesimo sentimento della
vita. Negli anni ottanta ho cercato di trasporre nel
lavoro di creazione dell' immagine questa
concezione e questo uso della materia,
Successivamenie i lavori costituiti di terra naturale
e di scorie della paglia si sono arricchiti del colore
oro ed € cosi che sono riuscito a creare uno spazio
«lrascendentale», come se lo splendore del sole
sciogliesse e rendesse leggero 'intonaco pesante,
fangoso. Ho avvicinato le precedenti proporzioni
statiche verso la sezione aurea, trovandomi in tal
modo in una condizione che mi consentiva di
veder volare anche le rocce.

Mel mio lavoro sono sempre altratto dalla materia e
dalle possibilita che essa impone. Negli anni novanta
il mio interesse si & spostato sulla carta: mi
interessano quelle pieghe anche minime che
possiamo ancora percepire come segni plastici. Che
sia presente non oggetto, ma la sola sensazione. Sto
inequilibrio sul conline tra il «c’é» e il «nonc'é»,
Cerco lasoglia di cio che & ancora esistenza,

Geabor Zaborszky
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Dell’oro in quanto materia, in quanto mezzo o,
piuttosio ancora, in quanto fenomeno possiamo
sapere — per esempio dai manuali — che
nell>Antico Testamento figura normalmente, con
una coloritura poetica, come oro puro e che quesio
elemento raro e prezioso veniva utilizzato per la
fabbricazione di gioielli, di oggetti di uso liturgico,
di recipienti e simili e di idoli. Costituisce un dato
importanie il fatto che esso non compare sempre
in forma di oro massiccio, ma anche come lamina,
con la quale venivano rivestite e dorate le statue
degli idoli. L'oro & il metallo pilt nobile e il pii
resistente nel tempo, il simbolo della perfezione e
dell’eternith divina, vettore della ricchezza e del
fasto. Mell’antico Egitto I'oro rinviava
all’ immortalita, nell’ambito del simbolismo dei
colori dell"alchimia curopea esso & parte della
Grande Opera, alla quale tutta Mattivita
dell’alchimista ¢ dedicata, menire sullo sfondo dei
mosaici ¢ delle immagini su tavola medievali
simboleggia la luce celesie. Nell'arte dell’eté
moderna, nel XX secolo, I'oro compare piutiosto
raramenie, ma in quanio fattore costitutivo
dell'immagine — nella pittura ungherese degli
scorsi decenni possiamo fare riferimento all’opera
di Béla Kondor — in momenii particolari finisce in
primo piano.

Perfezione, ricchezza, immortalitd, idoli, sfarzo,
eternit, luce celeste, Grande Opera: il misterioso
splendore dorato ¢ tutto mistica, enigma, arcano,
segrelezza — possiamo dunque considerare
{appareniemente) spiegato il simbolismo dei colori
del ciclo di opere di Gibor Ziborszky nato
nell'incanto della «Etd dell’oro». Prima di iniziare
il raccolto delle nostre certezze inebriate di
incertezze dobbiamo tuttavia ricordare che, nel
caso della produzione di Ziborszky = come
sempre, nella storia lunga un decennio e mezzo, di
questa via creativa che genera tali singolari
creazioni — neanche questa volta costituiscono
oggetto delle nosire indagini opere intese in senso
tradizionale, spiegabili, analizzabili ed inseribili in
categorie. Se conduciamo 'approccio a partire
dall’oro, dobbiamo parlare non di strumenti o di
gioielli e di oggetti di culio (esaltati fino a

divenire di culio) e neanche di detiaglio costrutlivo
di completamento della composizione: dobbiamo
parlare di totalith dominante la realta dell’opera, di
indoramento penetrante e radiante. 11 nostro artista
fin dal trittico monumentale realizzato nel 1988-89
e conservato ogei alla Galleria Nazionale
Ungherese, nella composizione «Sorgi, sole - L'etd
del cambiamento - Verrd il barocco» quasi
preannunciava che in futuro 'oro avrebbe svolio
un ruolo nella sua maniera di creare immaging;
nelle sue opere a cavallo della fine decennio
guesto colore, questa materia, questa superficie

che magicamente rifletie e assorbe ad un tempo la
luce, hanno preso 'assoluto sopravvenio,

E se abbiamo cosi, schematicamente, deflinito le
coordinate dimensionali delle nosire indagini,
allora dobbiamo anche constatare la presenza di
fattori modificanti inatiesi e particolari e di strane
ingerenze: proiezioni regolari simili ad ombre,
schiarite, sottolineate da decise linee di contorno,
cosi come elementi di completamento collocati
nello spazio, oltre al vuoto bianco delle opere pit
recenti, successive alle composizioni con 'oro. In
relazione alla dominante del bianco e dell’oro
dovremmo occuparci anche della problematica del
arallere monocromatico, della tendenza
dell’artista verso un’acromia povera e arida,
anch’esse presenti coerentemente in witta la sua
opera: dopo gli «animali» (1985, 1986), le forme
puntellate color terra, rossastre e grigie, allo
scintillio opaco, all’oscurita dai riflessi dorati si ¢
sostituito adesso il neutro bianco. Sia Moro sia il
bianco sono importanti fattori costitutivi nella
traduzione e trasposizione della «superficie
dell'immagine» in «corpo dell’immagine»; nella
forma ottenuta dal conglomerato di legno-canna-
argilla-colla-tela i campi omogenei non
coslituiscono pio fattori generatori di superficie
che concentrano effetti illusionistici, essi
rappresentano bensi valori di spazio, inducono e
creano relazioni spaziali. Una ricognizione piil
approfondita consente di stabilire che possiamo
riconoscere di avere giudicato affrettatamente
anche "'omogeneita, cosi dell’oro come del bianco:
questa superficie si offre come il terreno
mcommensurabilmente vario, inesplorabile e ricco
di foslorescenze, trasudamenti, fulgori,
dissoluzioni che diventano macchie, levigatezze ¢
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scabrosith, minime crepe. In questa varietd
all’ordine formale delle accidentalita che lo
cingono, "oro, colore e manifestazione della
perfezione, si adatta o si conlronta in sistemi
geomelrici, in scie, stretto Ira conlini di superfici
piane, forse per manifestare Mintento di generare
ordine che ispira fredda razionalith o forse a causa
della compresenza e della compresenza indotta del
regolare ¢ dell’irregolare ad un tempo siesso;
potremmo citare anche quesio come fase creativa
che richiede nuovi tentativi di spiegazione ¢
interpretazione. Nello spazio incorniciante del
rettangolo irregolare, dagli angoli e dai bordi
aperti o aggettanti, seguendo i moti di superficie
della tela modellata, configurati in emergenze,
dolcemente flessi in morbide curve arcuate e
concavi, le forme portanti concentrano ed
effondono un’atmosfera barbarica ed ancestrale:
nulla ancora & divenuto definitivamenie regolare,
le linee di contorno non si sono ancora cesellate
lino a diventare precise e delinite ed & come se
nell’oro, che nobilmente risplende, I'immagine
linale fosse stata Tormata da Torze casuali,
grossolane, brute. Il passo successivo sarebbe
quello di insistere sulla problematica delle forme
simili a uecelli («volo pietrificatos), sospese
davanti al corpo barbarico dell immagine portato
allo scontro con Mirradiamento del colore oro della
perfezione, per la gquale dobbiamo conlrontarci con
I"insieme delle opere “immagine’ ¢ “uccello™ -
oppure la “lepre’, che riporta a Joseph Beuys —, il
guale suscita immagini particolari ¢ che si
transustanzia in foslorescenze strane,

In quesie opere si riassumono forse le immagini
del corpo di un tempo, pieno di vita, del ricordo
della pienezza esisienziale, quelle difficilmente
delineabili e oscure delle azioni e delle condizioni,
si aprono materiali di meditazione colmati di
misteri, si rivelano spazi sui quali gravano segreti
passati. Giudichiamo, come se nello sfolgorio
dell’oro consunto e nello sfavillare del bianco,
vuolo, trovassero corpo le speranze incerte della
nostra ricchezza, aurea aetas dissolta in illusioni:
eppure siamo soltanto 1 modest testimom della
trasformazione della trascendenza in realti e della
realti in trascendenza, In questa nostra qualiti
dovremmo descrivere esattamente cid che vediamo
nell osservare le opere della «Etd dell’oro» di

Giibor Ziboszky e quelle successive ad essa —
guasi come una nuova realth —, ma in questa fase
iniziale del compito, inaspetiatamente, ¢i
arrestiamo,

Tibor Wehner



Angolo di nubi, 1987, oo 1555055, plexid, sabbia, compensie,
T

Corner of clonds, 1957, cm 1555155, plexiol, sand, plywood, winsl
Felhosarok, 1987, cim 1555155, plesiol, homok. funérlemez, [a
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Animale di nubi, V987, oo [550055, plevied, sablia, compensite,
ey

Clowd animal, 1987, cm 155515, plesiol, sand, plywood, wisl
Felhadttor, 1987, cm 1555155, plexiol, homok, funérlemes,



Cuvalle bianco, 1987, cm 60080, grafica
Whire horse, T9ET, cm 6080, aluminium pring
Febiér b, 1987, con 60380, alumimiom ORIl



1 piccolo mostro di Leonardo, V987, oo SO/, grafica
Leonarda's litle monster, 1987, con 50570, aluminiuim print
Leonardo kis szienye, 1987, cm 50570, aluminium nyoma
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Stompa AT, VIR, oo Stvadd, grafica
A Pring, 1989, cm 8060, aluminium print
VAT nyomad, 1989, cm B0xBO, aluminmm nyonal
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Tanti cartografici, 1991, com SOA6E, carsn, faming meallica, grafica t
Cartographical points, 1991, cm 80560, paper. metal plate, plastic

frrinn

Térkdpeszeti pontok, 1991, cm S0, papir, metallap,

= il
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Giesto sopravvissuto, 1991, con SO060, corta, lamiea mietallica,
wrafica

Surveyed gestiwres, 1991, e BOR60, paper, metal plate, plastic print
Felwdrt geszins, 1991, em 80x60, papir, metallap, maanyagnyomat
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Ueeello d*oro, 1991, oo 8060, caria, lannne metallica, grafiva
Golden bird, 1991, cm 80x60, paper, metal plate, plastic prin
Avanyinaddr, 1991, cm 80560, papir, metallap, mdanyagnyomi
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Paesupgio nel sole, 1991, cm SO0, carta, baming metallica, grafica
Landscape i sunshine, 1991, cm 80x60, paper, metal plate, plastic
primt

Napsiteiitte 1, 1991, cm 80260, papir, metallap, midanyagnyomat
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Gesti risplendenti, 1991, cnn S0l carda, lomna setalliva, grafica
Shiring gestures, 1991, cm 80x60, paper, metal plate, plastic pring
Felfényla pesziusok, 1991, cm 80x60, papir, metallap,
minyagnyomit
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Piin luee, 1992, cm 105275, cana, metallo, gralica
More Nghy, 1992, cm 103575, paper, metal, plastic pring
Tiibh féuyt, 1991, con 105275, papir, [Em, midanyagnyomal
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Trappola, 1992, cm 105575, corta, metallo, gralica
Trap, 1992, cm 105x75, paper, metal, plastic print
Crapili, 1992, cin VO3XT5, papir, [em, mbmyagnyonui



Etiy dellforo 11, 1990, e 00060000 ., legna, iela, acrilive,
sahbia, polvere df bromzo, lamine metallica

Golden age 11, 1990, approx. em 100x 160590, wood, canvas, acrylic,
sandl, bronge powder, metal plate

Aranyker I, 1990, cea, cm W 160x90, T, viszon, akril, homok,
bronzpor, metallap



Eth dell*oro INL 1990, com D0 G0N ca., Tegeo, teli, aceilive,
sabbia, palvere di bronze, lenring metallica

Gialden age 1, 1999, approx, cm 100x 160290, wood, canvas,
aeryhe, sund, bronze powder, metal plaie

Avanyker B, 1990, coa. cm 10160590, o, viiszon, akril, homok.
bronzpor, metallop



ZABORSZKY AND SZIRTES,
BODY AND SMOKE

We ought to stay alool while we consider the means
by which an artist arrives at his image. If it works, the
method and materials are irrelevant, leaving it up to the
form to reveal the meaning. The artist who insists oo
strongly on the originality of his technique, as if all the
worth of his work were contained in it, makes you
suspicious,

Szirtes and Zaborszky, in order 1o escape the tyranny
of the paint brush in some way at least, work this ow
in two different ways: one paints with smoke, the other
with solid materials. They neither counteract nor cancel
cach other but work with different break-offs of infinite
possibilities.

Gabor Zaborszky, who was born in 1950, is most of
all interested in the physical quality of the work, which
in gradual stages he turns into a rough and rude an
object poised on the edge between painting and
sculpture. It is not enough to spell out the ingredients
on the label, but for him they must be expressed by the
very consistency of the work,

It was in the mid eightics that Zaborszky began to
select the ordinary building materials of rural
communities in Hupgary and ol the Pueblo Indians,
clay, straw, twigs and sand, (o use as his ::,xprc,h::itw:.
means.

With these tools of perfect ordinariness he began the
arduous road to the exploration of form.

The work does not reveal itself at once, but builds up
like the spread plaster mixed with straw and sand
approximately laid on by a brick layer. In this stuff
Zaborszky imbeds all that he deems necessary, from
photographs to plastic materials, from real leaves to
metal; he slashes, wrinkles, shreds, unravels, makes
threatening spikes stick out and cuts out irregular
marging, making you understand that the outcome
should be appreciated not at first sight, but by slow
discovery,

Zaborszky does not even spurn gold 1o create his image.
In some engravings you can see how matter—an
untangling rope, a rthomboid grid = has left only a trace on
the white page, alfirming itsell in the negative, while the
precious lining thickens 1o gold foil in contrasi 1o the
vanishing figure, In this case, substance once more frees an
invention refined to the border of nothingness,

ZABORSZKY ES SZIRTES
ANYAG ES FUST

Maradjunk semlegesek a miivész midszerével
kapesolathan, ami elvezeti a képhez. Amennyiben ez
miikésedik, akkor a médszer éx a felhaszndle anyvagok
masodrendivek tesznek és magdra a formdra hagyvidk az
dnmaga magyardzata feladardt, Gyanus az a mivész,
aki nilsdgosan nagy siulve helves a reclnika
eredetisépére, mintha abban reflene a mii kifejezie
minden fei.

Szirtes éx Zaborszky kér eevmdstol eliéro utat
valaszianak, hogy legaldbb részben megszabaduljonak
az eoser :mr':Juk.rfi,!e:if{_i.l': az egvik fiisirel fese, a ndsik
konkrer .:H.l.\w‘;;.r.lkku.lr. O nem semmisinik mey
f'J"Jmm‘t;rr.f.'.rH. nem hoznak éve alternativakat, o vigtefen
sk ft‘.’““!.w’.lg:*x Hh'gr;hfri.'.' Lét metszerét képesik,

zrihu.l‘.\':.k_!.' Creibor, ki 1950-ben sziiletent, By
drdellddse murar a mi ﬂ:fﬁ'm' hf.u_'ﬂ‘gr' iramt, s anyeayg
minoséee irdam, ami az alkotd keze révén, darabos,
agressziv mitvészi wdrgevd alakul dr, a fesiészeter és a
szobwdszator elvdlaszid gerine egvensiily-pontidn. Nem
elégszik meg azzal, hogy a cimkén felsorolja a:z
dsszeteviker, hanem be kell illeszienie magdba a mit
resréhe,

Zaborszky a 8lax dvek kizepeén waldlja meg kedvelt
kifefezd eszhiizefr, ezek wgvanazok o magvarorszdgi
paraszthazakban, mint oz amerikal indidnok hdzaiban:
keéta, szalma, fadgak éx homok, Ezelkel a vén prazai
eszhazibkel kezdi meg a forma folé emefkedés folvamatdr,

A miv elsé pillanarban nem fedi fel dnmagdr, hanem
alvimddon éptil fel, mint egy kimives dlval kevert és
felrakon vakelar, melvhez 616 fiat, homokor és szalmdr
&y r!.'.'.l,,-_\'Hrr'Hn_'.'r'.\'r"yﬁ kaviesor ad hozzd, Lithorszhy
Jethaszndl mindeni, amir sziikségesnek Lil, a féayvképril,
i mﬂm!_‘n':.ry.r'lq, az fgazi _ﬂ'rf.:'ryh'k.fﬂf. a femig: bevis,
l'j.'i‘.'n‘:t’g}‘fﬂs'l', ki.l‘n_,"m:, merev cxtiesokal verit ki, kdriihvagja
1] .r:.:.r.iuif.\-rm’rm pw‘t'mr'l'r': ¢ drezieti, hogy az eredmeny
dramet szevez, mert lassan azonosul f'}'nmrry{h'uﬂ &5 neni
hivtelen, Zdaborszky nem veri meg az aranyal sem,
amikor képet alkor, Néhdany meiszerdhen limi leher,
hogy az anvag, egy felhomla zsindr, vagy egy ronbid
Sformdji rdes = cxak a nyomdt hagvia a feliér lapon,
negativan mutatkozik, mig az drickes burkolaror egy
aranylemezbe siwiti dssze, ellensilvként haszndlja,
nikdizben az alak kioldddik. Ebben az esethen az anvag
teszi nemessé a tavolsdag hatdrdan elmosods elképzelése,
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Et Uow de lewr corps, one of the most inspired
paintings by Gauguin, praises the changing ol such a
perishable substance as the human body into gold,
Janos Szirtes, born in 1954, sees the presence of the
body as a glimpse in a cosmic mist of smoke, which
blurs eircumstance and will, The bodies are true and
leave their impression on the canvas which the artist
has covered with candle smoke o create images not
easy to read but which are of immediate intensity.

Just as the artist of the barogue availed himsell of
candle light, so that with theatrical effects he could
shred reality, so Szirtes undoes physical substance until
bodies look like X ray pictures or ghostly apparitions,
which stir up the imagination unawares. The eye parts
the smoke, enters, searches and considers shapes and
features: here it spies a heaving breast, there a tangle of
badies like amazons in battle, and somewhere else a
rhyvmeless answer to the theme of Michaelangelo's
Pieta. Szirtes wants us 1o understand that the very
shadow of the body can be as close and aching as its
most realistic appearance. Ambiguity, mystery,
evocation are used instead of tangible presence, in
order to sharpen and prime wit and phantasy.

Szirtes is a student of Erdély and therefore you
cannot reduce his style to anything permanent. He is
charged with an urge for continuous experimentation,
which makes him paint large abstractions with shapes
resembling figures in comic strips, as well as take up
neo Dada experience again, as you can see in Mortal
Christmas, 1990: this is an overturned chair with soiled
legs ending as knives and spatulas, its front two litile
crossed pine tree stumps,

Szirtes as well as Zaborszky have created works in
homage to the paintings of El Greco in the Budapest
museum. Szirles quotes from his Annunciarion with all
its rustle of wings and brocade and vase and lillies, in a
blanket of dense smoke tom in places, to make the
event all the more dramatie, Zaborszky defines the
Cretan master’s Magdalen, his most sensual work, in
three panels: the first distills the blackness of the earth,
the second the gold of transcendence, and the third that
Blue which links the darkness of the senses with the
light of empyrian transport,

Enzo Bilardello

Et I'or de leur corps, Gauguin egyvik legmegihletetteh
festmdnye az avany diviltozdsdat e, amely ronlande
anyaged alakol de, mint a test. Szivtes Jdanos, aki 1954-
hen sziiletert, a test idiszertiségdt kidds fiisthen ldtja,
ami bizonytalannd teszi o beallivdst és szdndékor. A
testek autentibusak éx lenvomatukat ofthagyvjak
vdsznon, melver a mivész gvertyva fiistrel dolgozon dr,
hogy elérje, hogy dbrdzoldsa nehezen megfejthetd, de
azonnal feffedezhetd legyen,

A barokk mivész arra haszndla a gyertvafényr, hogy
szinhdzi hatdsokkal fedezze fel a realitds tiredékeir,
Szivtes de-realizdalja o testek fizikai terjedelmén és
edyannak winnek, ming rintgenfelvérelek, fantaszoikis
jelenések, melyek provokdljdk a fomdzidr, andélkil, hogy
lehetivé tennék, hogy rajakapjdl dket. A szem
belemeriil a fiisthe, nyomaoz, viszgdfja a mozgdst éx a
bedllivase: i kidomborodd mellet tdnk, amett egy
amizzonomaelia f:'x.'.':e'ynbﬁjudﬂrr fesieit, masutt p[*di',i,' i
michelangelor Pierdhoz hasonld idmdr. Szirtes azi
akarie mondani nekiink, hogy a test drayéka lehet
kéizeli éx hasogardan fdjo, mint dumagdnak kifefezett
bemurardsa. A kétértelmiisée, ttokzatossdg és o
szeeesztiv hatds, azok az dsszetevok, melvek o
kiizvetlen jelenlér Ienvegdt képezik és beinditjak o
Janrdzia éx a felfedezés gépezetds,

Szirtes Ervdély Mildds wanitvdnya, és nem tivi el, hogy
eevetlen egy stilus keretei kiizé szovitsak, Az drdak
kisdrletezés fgénye él benne, ez cgvszer abszirakt képek
Sestésérve késztel, képregénvbol killesdnzdn alakokial,
midskor neo-dadaista tapasztalatokar haszndl fel, ahogy
ezt ldtjuk a «Haldlos kardesonys cimit képén {1990):
epv feldile szék, melynek ibait késekkel éx kenidlapd -
tokkal hosszabbitouak meg, szemben két fenvi tirzs,
kereszthe téve,

] ey Szivies, mini Zaborszky megtiszteliék El Greeo
Budapesti Mizewmben drzdnt fesiményeit, Szivtes az
Angvali Gidvibzleiet dofgozia fel, vizdval és liliomokkal,
szdrnvesapdsokkal ds brokdrokkal, de mindezi st fiisi
friggdiny magin, mely felfedi az apra idredékeker éx
méy drdmaibl reszi az eseményt. Zdborszky
Maddalena-1, a keétai fostd legdrzélkibh mitvér, herom
ahszirake tdbldn dolgozza fel: az elsd dsszesiivind a fild
Jeketexdépdt, a mdsadik a rranszcendencia aranvds, mig
a harmadik kék, éx r'i.-.‘.-.‘:rk;qu'.s'u.’ju i I,f't'.i.l"ﬂ"!' drzékeket az
g ﬁ:n_'l.'q:l'r*r'.

Enzo Bilardello
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GABOR ZABORSZKY

About the material of gold, as one among the means of
art, or more precisely, as a phenomenon, it is to be
known (at least according to handbooks) that i the Old
Testament it usually appears with poetical colouring as
pure gold; and that this rare and valuable element was
used for making jewellery, cultic objects, pots and idol
figures. It is significant that gold would not always
appear in the form of massive gold, but as sheet gold,
with which statues were gilded. Gold is the mosit
precious and durable metal, the symbol of divine
perfeciness, the bearer of prosperity and splendour. In
ancient Egypt, gold indicated immortality; in the colour
symbolism of European alchemy, gold was part of the
Great Work towards which every alchemist’s activity
was directed; whereas, within the golden background of
medieval mosaics and panel paintings, it symbolized
the light of heaven. In the an of modemn times, the
twentieth century, gold appears rather rarely, but it
comes to the foreground in particular moments as a
picture-creating element - as is visible in the arl of
Béla Kondor, within Hungarian painting of the last
decades.

Perfectness, prosperity, immortality, idols, splendour,
eternity, celestial light, Great Work: the magic glitter of
gold is all myth, riddle, and mystery. Consequently we
might consider the colour symbolism of Gibor
Ziborszky's works, created under the magic spell of the
“Golden Age”, as being (seemingly) solved, But before
gathering the certainties, that are in fact Tull of
uncertainties, we should keep in mind that Gibor
Ziborszky s unique an works created during the last
filteen years, may not be considered as objects 1o be
explained, analyzed or categorized. Furthermore, when
approaching from the direction of gold, we should
speak neither about cultic objects (raised to cultic
level), nor about a special medium of art, nor about
jewellery, nor even about constituents completing the
composition; we must rather consider a perfectness,
dominating the reality of the work, gilding it in a
permeating and radiating way. Already with his
monumental triple composition created in 1988-89,
entitled “Sun, Rise = Age of Change — Barogue is
Approaching” (at present housed in the collection of
the Hungarian National Gallery), the artist seems o
point

Az araryred, mint anyagral, ning esskizréd, vagy még
inkdbb: mint jelenséerd] — példdind a kézikdnyvek
nyondn = azi tdhatjuk, hogy az {’3.-.-:.*}'11'1.-.-cﬂ:;hwr
rendszering kiltii szinezentel, szinaranvként szerepel, s
hogy e ritka és értékes elembiil ékszereker, kultikus
felszerelési targvakar, edénvfélér és halvanyszobraokat
készitettek. Lénveges mozzanal, hagy nem Wimde
aranvként szevepel mindip, hawem lemes gyandnt is,
amivel bevairtak, bearamvoziak a halvanvplasztikakar.
Az arany a legnemesebl és lestartdsably fém, az isteni
tiikéletesséy 65 az drakkévalasdy jelképe, a gazdagsdy,
a pempa lordozdfa, Az dbori Egviprombait a
hathatatlansagra wtalt, az cnrdpal alkinia
szinszimbolikdicdban az arvany a Nagy Mii része,
amelyre az alkimista minden tevékenvsége dvdnval, mig
a kiizépkori mozaikok és wiblaképek aranyhidnerén az
dei fénvt jelképezi. Az nfkort, a XX, szdzadi
mivészethen megjelendse meglehetiisen ritka,

dinn mint képalkond elem — az elmiilt évtizedek

magyenr pikitiedjdban Kendor Béla munkdssdygdra
walhatnk = kiilénteges pillanatokban eltiérbe

kewiil,

Takeleresseg, 1|;:.r::r1-'uy.'.'(f‘l;. huﬂlum;hm.'.':ig, br”‘.‘f.i.ru‘nk,
o, f'irﬁki'r:!'m‘:i'.r.rig. foi .,f'ﬁ.-:_'r. Nﬁg_'r Mit: a .'.'.:'_,r'l'f'.l'm:'a
arany ruls‘{'ru.;;.ri.\' CxHp nusziike, fr!f{iu_'r. :'{:,fft:.f_'.‘.
rr'mk:mn.'.'.wi‘;; = Zribur'.'.':k.'h' Cicihor u."..l'.rm;.'i'u.-' » =
igézethen sziileren miicikinsdnak szinszimbolikedjer
{ldtszailag) tehde mepfejiermek vélherfiil. A
hizonvtalansdgokban 1obzddo bizonvossdgaink
betakariiisa elén azonban emilékezteniink kel arra,
hogy a Zdaborszky-mitvek esetéhen < mini ¢ kiiléinds
alkotdsokat terendy alkotdnr masfél dviizedes
teirténeiéhen csaknem mindig = most sem hagyomdnyos
értelemben veu, magvardzhatd, elemezhetd by
Lategorizdalhaid miivek vizsgdldddsaink idrgyvai, 5 = ha
az arany felod kizelivink = nem kuliikos (kuliikassd
gerjeszient) eszhizdbrol vagy ékszerckedd, wdrgyvakeil, éx
nem is kompozicion épiio-kegészith részletelemeal,
hanem a mivi valdsavor wrald teljességrol: athaid éx
kistegecirzo bearanyozaseal kell beszélmiink, Alkordnk nidr
az TOSK-89-ben Kovnpondle, nagvssabasia, napgainkban o
Magyar Nemzeit Galéridban drzin hdrmasképével, a
wSiisy fel nap — A vetliozas kora — !:'}'Jr'fjr g herokk s cimi
kompozicidval mintegy eloreveliieiie, hogy klfp.ufku.fri
mddszerében szerepet jdiszik majed az arany; az
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1o the Tuture, drawing attention to the fact that gold is
going 1o play an essential role in his ereative methods:
in his works of the late eighties and carly nineties, this
colour, and material, this surface that magically reflects,
and at the same time absorbs light, has taken complete
rule over his art.

Having determined three dimensions of our
comtemplation in such a sketchy way, we also have 1o
realize the presence of surprising modifying lactors, the
fact of peculiar interferences: regular, shadow-like
projections, purifications emphasized by decisive
bordering lines, as well as supplementary elements
placed into space, and last but not least, the white
emptiness of recent works, following the previous
golden compositions. In connection with the dominance
of gold and white, we should also deal with the
problem of the monochromatic character, the spell of
the poorish, barren colourlessness, which is also
manifest in the totality of Ziborszky's oeuvre,
Following the earth-coloured, reddish and grey
propped-down “Animal™ forms (1985-86), the
shimmering gold, the golden blur has been replaced by
neutral white: Gold and white, both are essential
clements i transforming the “picture-surface” into
“picture-body™. The homogeneous fields within the
conglomerate of wood, reed, clay, glue, and linen, have
ceased 1o be centralizing, picture-forming elements 1o
create an illusionistic effect; rather, they bear spatial
villues indicate and create spatial relationships,
Observing these works more profoundly, we may
recognize that our judgement of homogeneity, as
regards the appearance of gold and white, was
premature. Actually, this surface is immeasurably
manifold field of glitter, Mashes of light breaking
through, forms dissolved into patches, encompassing
both smooth and uneven surfaces, tiny cracks. Within
this manifoldness, one should notice the cold rationality
which manifests the artist’s will towards order: it might
also be the simultaneous appearance of regularity and
irregularity that demands new explications: The colour
and manifest appearance of perfectness is a further
aspect o be observed, in the way gold adheres to, or is
even confronted with, the surrounding coincidental
system of forms, being pressed within the confines of
stripes and borderlines of plane surfaces, The
conveying forms follow the concave movements and
soltly bending arches of the shaped canvas, thus
concentrating and radiating a primordial, barbaric

5

éviizedfordule munkdin reljesen divette a hatalmar ez a
szin, ez gz anyag, ez a fénve vardzslatosan egyszerre
Hikrdzdy éx elnyeld feliilet.

Ex ha gy, vazlatosan meghatdrozouk vizsgalddeisaink
dimenzidir, akkor meglepi, Kildnds modosité ényezok
Jetenléids, furcsa beavatkozdsok tényét is konstatatnmk
kell: szabdivos, drayékszerit veniléseket, hatdrozon
hatdrvonalakkal iemelr tisziuldsokar, valaming érbe
helyezett kiegészith (7)) elemeker, na 65 az aranyos
kompozicidkat kitverd dif, fegitjabl mitvek fehér
iirességér. Az arany &5 a fehér dominancidja hapesdn
Sfoelalkoznunk kellene a monokraom jelleg
problematikdjdaval is, @ mivész szegényes, szikdr,
szimtelenséghez vald vonzddisdaval, amely ngvanesak
konzekvensen hizodik végie munkdssdedn: a foldszini,
vérdses és sziivkés letdamaszion formedk, sdllaoks {1955,
T986G) nrdn most g fompa {'.\'J'f.l’ﬂ‘l;:'r.m‘f, a: umn;.'!‘fi Tremmicilve
a senleges feher vdltona fel. Az arany is, a fehér is
fomtos altkordelem a «képfeliilers «képtesis-ié
fovditasaban, alakitisdban; o fa-ndd-agyvag-ragas:zio-
veiszen konglomerdiwmbdl biképzent formdn mdr nem
iltuzionisztikus hardsokar dsszpontositd képfeliiletalkota
elemel g homogén mezdk, hanem 1évi dricékeker viselok,
téri viszonvlatokat indukdlok, tevemtak. A izetesebb
szemrevételezixy sordn ismerhetfik fel, hogy az arany éx
a fehér megjelendésének homogenitdsdaral is
elhamarkodottan (iélkeziink: villddzdsok,
szirembkeddsek, felfénviések, folrokka olddddsok,
stmasdgok & riicskissépek, apro repedések
miérhetetfeniil viliozatos, becserkészheretlen, gazdag
tevepe ez a feliiler. E vialrozatossdghan win a hideg
racionalitast sugalld rendreremits szdndék
megnyilvdnnldsaként, tin o szabdlyos éx szabdvialan
eoviittes megfelendse, megjelenterése miatt — fijabh
magvardzaiprobakar, kibonrdst igénvlt alkordi
maozzanatként emlitheinénk ezt is — a tokéletesség szine
és megnyilvanuldasa, az arany geometrikus
rendszerekbe, sdavokba, sikfapok hatdrai kizé szoritva a
kéirtildlels exetlegességek formarendjéhez sinmf, vagy
wzzal koufrontelddik, A hordozd formdk a szabdlyvtalan,
megnyvitort vagey kingraszton széli-sarki téglalap
befoglald terében, a formdzolr vdszon domboruld, finom
ivekkel ldgyvan mehajld, homoruld feliileimozgeasail
kiverve Osi, bavbariszrikis atmoszférd
dsszpontositanak, drasztanak: még semmi sem
rendezadin végleresen szabdlyossd, a kirvonalak még
nem esiszolddiak pomtossd, hatdrozoud, s a végsi
megjelendst a nemesen felfénylo aranyban mintha
véletlen, durva, nvers erok alakitoredk volna ki, A
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atmosphere within the space that is bordered by a
rectangle with irregular edges and proiruding comers,
Nothing has yet reached a definitely regular order,
outlines have not yel been cut into precise, definite
forms, and the final appearance of the magnificent,
glittering gold seems to have been created by
haphazard, rude and raw forces. The next step in our
contemplation might be to discuss the relationship of
the bird-like shapes, hanging in front of the barbaric
picture-bodies, in contrast to the golden glitter of
perfeciness (“Petrified Flight”), where we witness the
“picture” and the “bird” = or the “rabbit”, reminding us
of Joseph Beuy's work — transform into a unigue
ensemble of art works evoking unusual notions through
mysterious sparkles.

Perhaps these works recall the one-time living bady,
the memory of vitality, and record vague and
undefinable images of events and situations; they open
up spheres of meditation saturated with mysteries, and
reveal spaces bearing the burden of past secrets. We
may come to the conclusion that within the glitier of
the worn-out gold and the gleam of the empty white,
there are perhaps our dispersed, or never existing
richness, the wavering hopes of our aurea aetas that
have already melted away into illusion, manifesting
themselves; as a matter of facl, we are nothing but
humble witnesses of transcendence becoming reality of
a reality becoming transcendency. Assuming the role of
such witnesses, we should precisely describe all that we
can se¢ when viewing Giabor Zaborszky's works of the
“Golden Age” and of the period succeeding the
“Golden Age”, that is the new reality, as it were; but
within this initial phase of our task, we come 1o a
sudden halt,

Tibor Weliner

Efiverkezo h"_mir o :;'ikﬁ.‘_r aranvszin-sugdrzdsdaval
fekdziererr barbar kﬁpim: ol ﬁ’ig‘qr,\':nfﬁ mereleirszerii
Sformdk {«megkiviilt repiités») probfematikdagdnak
ﬁ*.'f:t'g:‘h‘.'.'i* lenne, ahol o « ﬁ:ﬁ;.‘ra- 5 b wmeeeir s — verey o
Joseph Bewvs-t idézé enviils < killiings képzeteket keltd),
Suresa villddzdsolkban dilényvepiild miiegviittesével kell
szembesiilniink.

Az egyvkori, éleiief teli test, az életieliség emiéke, a
nehezen kirvonalazhard, risztdzatlan toriéndsek és
dllapotok képzetel régzithdnek taldn e mivvekben,
rejrélvekkel telitett meditdcios kizegek nyilnak meg,
miuili-titkokkal terhelr revek tdrnfnak fel. L:",l,{\' frdfrink,
hagy a koport arany ragvogdsdban éx fires fehér
riinakiésében mintha szerteszarddon, sobasenvolt
gazdagsdagunk, illiziokia foszlor anrea aetas-unk rétova
reményei oltenének testet, pedig cxak a megfogharatfan
atmenet; o transzeendencia valdsdged, o vealosdg
transzeendencidva alakuldsdnak szevény fanid vagvink.
E mindsé giinkben poniosan le kellene frnnnk, hogy mir
litunk, amikor Zaborszky Gabor « Aranvkors-miveit, és
az aranvkor wtdni mitvveil — minfegy az Gj valosdgor —
nézziik, de a feladar eme kezdeii fGzisaban vdratlanul
me gakadunk.

Welner Tibor

56



I wis borm in Budapest in 1950, into g middle-class
family. This determined my upbringing. The Lmily
estate was gradually nationalized, thus we could adap
1o the new system with great difficuliies, Afier the fall
of the 1956 revolution, most of our relatives left
Hungary to live sl different places of the world.

The socialist cultwral policy, intentionally
disregarding the peculiar seli-development of art,
wished 1o make art an exclusive means of current
politics, Later, when control was (o a certain extent
released, 1 had opportunity o travel abroad and gain
experience ol the new international art scene. | made
stucly 1ours 1o the USA, and all countries of Western
Europe. | regarded Pollock, Tapies, Rauschenberg, and
Segal as my “masters’ in art; the structuralists and
semiologists were also of great impact on my way of
thinking.

The most decisive experience however, was a
journey through the 'ﬁrﬁl."l_'. a region of Hungary with
ancient Hungarian settlements, and through regions of
New Mexico with Indian settlements. 1 was acquainted
with an architecture, rooted in a fantastic pantheistic
existence, an ancient and profound knowledge of
nuterials, and faith, A places located many thousand
kilometers from each other, | Tound the same logics and
awareness of life, | ied o ke over this outlook and
usage of materials, and wilize it within my formation
of images. Later, my works constructed from natural
soil and chaff, became richer with the colour of gold.
In this way, a “transcendental space”™ was created, as il
the glimmer ol the Sun resolved the heavy, muddy
plaster into o light substance. The former, static
proportions were gradually approaching the golden
section, This created such a situation, in which 1 could
see even rocks fly,

In my work | have always been attracted by the
material itsell’ and the possibilities it commanded.
Recently, during the 1990°s, my attention has turned
towards paper. 1 am interested in that minimal crease
within the paper that can be still conceived as a
sculptural sign. Not the object itsell, but the feeling
should be present solely. T am attempting 1o be poised
on the borderline between the existing and the non-
existing. | am looking for the threshold of that which is
still existing,

Cidbor Ziborszky

Budapesten sziilettem, 1950-bew polgdari cxaldadban, F=
latdrozta meg nevelterdsemer. A csaldd vagyondt
fokozatosan dlfamositeiak, fey nelezen
alkalmazkodtonk az ij readhez, Az 1956-08 forvadalom
budeisa wian a rekonsag szétszoradon o vildehan.

A szocialiste bilfriarpolitibe nem akarr mdomdst venni a
nuivészel sajdtos dnfeilddéséral, Kizdrdlag oz akindglis
politika eszkdzévé Livana tenni, Késobh, mikor lazult a
szorftas, lehetindéeem volt wtazni éx tajékozddnt az iij
képzimivészerral. Tanndmdnyiiion jartam az USA-han
¢ Nywgar-Eurdpa valamennyi orszdgdahan.
Mestereimned wekinteiiem Pollockoi, Tapicst,
Rouschenberger, Sevalt, mds oldalral a strokmralistakat
&5 o szemioldensokal.

A meghatdrozd dlmény szdmomra azonban egy ntazdas
oz (}r.\'r'gh;-n — ez ey O3f magyar telepiilés — és New
Mexica indian fakta teriileiein valt, Megismerkedrem
cav femtasziikus panteista 1éihil kivvetkez épitészetiel,
st mephatdrozedtsagn anvagismieretiel és fitiel,
Egvmestal sok ezer kifomérerre léva helveken ngyanazt
a fogikar, cletérzést taldatiam. A avelovanas dvebben ezt
a felfogdst & ezt az anyvaghasznalator prabaltan
beemelni o képalakitdstea, Késoll a naturdlis faldbol,
téirekbil épiilés munkak az arany szinnel gazdagodiak,
Tgv sikeriilt «transzcendentilis» teret eltdllitani, minthea
o mep ragvogdsa feloldana, komnviivé tenné a siilvos,
saros vakolatoi, A kordbbi sratikus ardnvokal az
aranvieiszés felé kizelitettem, Tgy olvan szitvdeio allt
elos, melvhen a sziklakar is vepiitini lathatian.

Munkdamban mindie az aivag éx az daltala dikidll
felicitiséeek vouzotiak. A 90-es években érdeldidésem a
papiy felé fordult. Az a minimdlis gyiés érdekel, amit
még plasstikal jefként foghatunk fel. A tdrgy ne is,
cstipdit az drzés legven jelen. A van &5 a aines hatcaran
cevensiilvozok. A mdéy étezés kiiszdhdt keresem.

Zahorszky Gdbor



