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Topic

The topic of my dissertation is expressive sculptliris a fundamental question in my
view as a contemporary artist how the heritagexpfressive sculpture can be sustained. |
am dealing with the question whether the existaidbe tendency is justified, whether a
valid answer can be given from a poetic premis¢hto affairs of the world. | am not
examining expressionism as a style of the beginoihthe 20" century, since this has
already been successfully done by art historiaathd®, | am focusing on subjectivism, the
senses, as artistic driving force that places timethe foreground. As a result, | have made
an attempt in my essay to define the presence at tyipe of form-related characteristics
are necessary in order for us to be able to ideat#culpture as expressive.

Due to my age, in my case writing this DLA disseoia is associated with a sort of
reckoning, as | have placed my works this far oa Ilalance, with my pieces created
during my DLA courses in special prominence. Wheralgwing my sculptures, |
determine how much the attributes of an expresgie@point are relevant to my pieces

and how much they deviate from it.

The analysis of expressive sculpture

The tendency of expressive sculpture in art befortne 20" century

Two distinct tendencies can be defined in theonysof art. One assigns priority to
depiction, which is the realistic Greco-Renaissa@zssicist line, whereas the other gives
preference to expression, which is the expressie [The former tendency has more
explicit conformity to each other’s requirements$iieh is guaranteed by the outward form-
related attributes. The other line is defined mioyeinternal identity, an effort to point

beyond realistic appearance in a transcendenttadine&xpressive efforts appear in more



colorful outward form and have the essence moreommon. Expressionists themselves
who identify their predecessors provide the besinpl line for the definition of this. The
eras of religious art are included, specificalhg aincient Egyptian, the Indian, the Chinese
and, most primarily, medieval Christian art. Th@tsoof the viewpoints of expressive
sculpture were revealed by Wilhelm Worringer whohis work entitledAbstraction and
Empathy, demonstrated that in case of expressive typeepiéite dominant factor is the
will to create art, not the intention to captursibie reality. Accordingly, the expressive
artist is motivated by an internal vision, which pedominantly manifests in a manner
that overwrites the anatomical laws of humanityciMilangelo’s pietas created in his old
age are excellent examples of this attitude, wiceh be considered unique for that age,
inasmuch as they depart from the renaissance aaelteach back to the gothic precursors.

Creations of the baroque era can be fitted intditieeof expressive sculpture, despite
the fact that baroque sculptures manifest transrgngdorld view in a naturalistic shroud.
Bernini’s Ecstasy of Santa Teresa is an outstanding illustration of this, where pasately
swirling drapes are pointing to the transcendentedision, from which the realistically
formed body parts of the saint emanate. Worringémtp out this duality in relation to this
gothic sculpture.

We can mention here from the end of thd T@ntury the blurred sculptures of M.
Rosso or those of Bourdelle with the jagged sugfaeehich have gone to the greatest
extent in dematerializing sculpture and in makihgnh capable of conveying emotion in
an abstract form of language. These solutions septe significant steps in the
development of the viewpoint that emphasizes thenidance and spiritualism of
expression. In reality, Matisse is the first wha, his arabesques, submits figure to
expression essentially entirely. Completely denmaieed figure, however, only appears

with Giacometti.
Masters of expressive sculpture and their works itthe 20" century

In case of the representatives of universal amai¢ primarily the art of Lehmbruck,
Barlach, Marino Marini and Giacometti where expnasg was realized with a program-
like deliberateness. In the beginning of thé" 2fentury, expressionism was unable to
become a mature style in the art of Hungariantartde to the social conditions that were
lagging far behind—as it is pointed out by Martavilovszky when analyzing the activity

of the generation of Birman Bokros. Of the conterapp sculptors, Attila Mata and



Gyorgy Chesslay follow the efforts of neo-expres@m. Their works are characterized by
the application of expressive surface treatment dochinant colors. Istvan Drabik
deconstructs his sculptures, which are welded bagdtom iron pieces, with a flame-cut

whereby he creates sculptures with expressivaedstd surfaces.
The problem of expressive form

In view of the artists of the 20century and the views of theorists related to form
creation we can observe that the attitude relavetbtm is becoming increasingly less
material and reflects an increasingly sublimatednfadeal. The form ideal of Laszl6
Moholy-Nagy shifts from block-like through brokearfmations to the virtual form. These
virtual forms are created by light through the @afgbrojection. This change enables form to
become the carrier of inner values.

Erwin Panofsky provides a guide to the definitiohexpressive form indirectly, who
blames expressionists for skewing human proportasbgrarily. This procedure does not
seem to agree with Panofsky’s artistic ideals, iatlistortion happens to be the norm with

the fundamental expressive approach.

Distortion of form

The background aspect of distortion

Distortion and reiteration of form are an indisgbtes preconditions of sculpting with
an internally guided motivation, as natural form riest adequate (or only limitedly
adequate) for the conveyance of impulsive contdixpressive forms can be generated
only by intuitions that induce catharsis. Emotitimst arise in connection with faith or love

(sexuality) are worthy of this mission.

Distortion of form and the scul ptural metaphor

In comparison to the realistic world of forms, farishifted towards the extreme shapes
and proportions are considered distorted. In génetangated, flattened and jagged-
creased forms can be called expressive. | intend to deinates these form-related
attributes in the works of Brancusi, Norbert Krickibuffet and Tamas Koérosényi.

The skewed (devoid of mimesis) forms become thesldthe metaphoric conveyance

of thought. This is how it becomes possible to rhohmman shapes and the forms of



mountain ranges in Henry Moore’s sculptures. | @pplied the metaphoric morphing of
forms in my bronze statuetkégure with Blade created in 2004.

Jagged surfaces, the gesture

| deem the presence of traces of the creator'sopess indispensible precondition in
the creation of an expressive sculpture. Focillaisdhe direct traces of formation by hand
“touche.” Matter preserves the traces of the flowd autbreak of emotions, they help us
recognize the inner feelings and impulses. Of thditional materials of sculpture, pliable,
formable materials are most suitable to presereetridices of the action of hands and to
reflect the eruptive power of formation. KooningtatuetteUntitled 6 created in 1969 in
pliable material then cast in bronze can be nosednaexample of impulsive formation, or
Gyorgy Chesslay'’s terracot&lome andSamson created in 2004.

Since in case of the solid materials of sculptamnftion by hand is impossible, we
must acquiesce to traces of implements guided byahuhands as traces of passionate
human self-expression. The rustic-surfaced woodatueites carved by Baselitz with a
chainsaw can be mentioned as examples of thiselisagy from contemporary Hungarian
sculpture, Attila Mata’'s works, which were createtth the same technique. In these
cases, the material is not touched by hand, butsdve, as amplifier of the shaping
capability of the human hands, result in live waRkd shaping traces, which is the
redeemer of expressive effect. It is precisely tdugne absence of human touch that | have
excluded conceptual works, such as Duchamp’s reaabes, from the scope of the

subjects of my essay.
Coloring sculptures

Coloring sculptures is nothing new in the varioteseof the history of sculpture. When
applied in the case of expressive sculptures, hewat greatly enhances the power of
expression. | can refer primarily to the coloredoden sculptures of Mario Matrini here, in
which Marini emphasizes the different elementsha&f structures with the coloring. The
contemporary sculptor Attila Mata progresses althrggsame line with his colored bronze
sculptures. Baselitz implements a dramatic colormdgpendent of the structure on his
rustic wooden sculptures. Color effects can alscatl@ieved by treatments of various

characters on the different parts and surfaceseobtonze. The rough, the smooth and the



shiny surfaces do not only represent factorialedé@hces but can result in actual color
differences as well. In addition to coloring thefaoes and using colorful materials, we
can also talk of indirect coloring, when the effeof the differences in the quality of the
various materials result in various hue accordshSis the use of concrete and wire

together in the statues of Erzsébet Schaar.

Expressive composition

We can define compositions expressive whose intestraicture is submitted to
dynamic, expression-centered formation. Expregsigitnot necessarily manifested in the
distressed treatment of surfaces in these casesdiber, in the unique joining of the
different parts. Barlach’3he Avenger (1914) was created with this approach, where the
edges of the cloak covering the figure are all pogin the same direction, in the direction
of the forward movement of the figure. With relatito the sculptures of Attila Mata,
Gyorgy Jovanovics identifies two kinds of formatigmocesses. He uses the term
compositional expressionism with relation to Mata’s works, as opposed to thees when
thematic (psychological) elements convey expressivity. Imaworence with this, Tibor
Wehner also derives Mata’s expressivity from gpatial drawing of the constructional
elements, that is, from the composition. The preseaf the human figure can be
considered a thematic element in sculptural conpos. For me, the dilemma of the
creative work is finding the balance of the two. Btulptures are on the border between

the two worlds, that of abstraction and figurahedats.

The melody of form and the line

It can be observed in the case of Giacometti'spgatds that the sculptor simplifies
human figure to the point of linearity. In his werkhe figures transformed to lines appear
to be making a stepping motion with erect bodiesileg forward. However, Giacometti
also has a unique creation, Hollapsing Man, made in 1950The forward-leaning
figure’s legs are bent at the knees, and the elimieeof the figure is gently curved in an S,
its arms also taking the same melodically undugatitotion. This sculpture, together with
his Dog created in 1951, differs from the frontal approathis earlier figures. This lyrical
composition is made possible by the notion of hurfigures simplified to a line, which is



of high importance to me, as | have built on limggan my earlier works and hope much of

lines as tools of expression in my future works.

Silhouette and space

The reverse of the previous is when expressiomiiged by silhouette, disbursing in
space the internal powers of the sculpture. Ithigracteristic that the sculpture in these
cases comes very close to becoming a two-dimensimuae and assumes a sheet-like
appearance. Such two-aspect statues are Etienda’siapstract organic works, which are
often enriched by holes broken through. It is asoong Hajdu's works that we find
examples where the statues are created from gopsiteon of linear elements, whose thin
tendrils are reaching into space like tentaclesadRealls these works linear sculptures,
which are open constructions placed in oppositorthe earlier body and dimension

approach.

The attributes of expressivity in my works

Medals in a traditional form

In the beginning of my career | mostly created nedaade of bronze, and | have
continued this activity up to this day. Numismatg®n art form that appears to be on the
fringes of today’s Hungarian applied arts, whichpismarily due to the small size of
medals. Medals have departed from their originaitgnded function and shape by today
to such an extent that the term medal has becoadedquate to describe the present
efforts; it would be more suitable to talk of medaiects or medal-statuettes. Medals in
their traditional sense are reliefs. It was in tapproach that | created my med&kf-
portrait with Rain (2003) andSelf-portrait with Grin (2003), whereby, | believe, | arrived
at the limitations of the possibilities offered nee by traditional medals. This was when
my interest turned more strongly to the processlost wax medal creation, whose
possibilities | had already experienced in my seeetitledProdigal (2001).

Medals open to space

Medals created with the lost wax technique afforarenfreedom in the creation of

space; they make it possible to apply plastic efemeas additions and thereby the



achievement of special effects of space. Medakstedewith the lost wax technique can be
skewed, open-edged and broken through, which opengioors for the conquering of
another dimension of space. In the case of suchalsmagen to space, the technique of
formation carries the expressivity, as opposed ycearlier works, where the topic seemed
to make for the expressivity.

In Pierced Plates (2005), | cut through thin plates cast in wax, ateent the thus cut
out plates out into space. On the other side optages | used supports to accomplish the
effect that spatiality would be the most prominelmaracteristic of these medal-objects. In
my Train Window with Landscape (2006) series | made use of the conclusions | madrm
in my previous series, and | placed the plastimelas referring to the landscape into the

windows.

Couple sculptures

My bronze statuetteSouple I-V (1986-1995) andVoman with Young (Wedding 1995)
represent the premise to the sefakome Transcripts -V (2006), which were made as the
summary of my DLA studies. On the couple-statues dtiributes whereby they can be
called expressive can be observed. Such attribatesthe transformation of the male
figures into flat sheets or stick-like linear figst The female figures align to this reduced
form-related order, except they are softer and moedic. | explore the ritual nature of
the male-female relationship, so | attempt to diggd on these relationships in metaphors.

In the Salome sculptures | attempted to demonstinateelationship between man and
woman, sexuality, fitted into the more universalarof nature. | formed the female figure
to be reminiscent of the vines of a plant, in ortterefer to the sprouting of plants, to
growth with an elemental power and to proliferatianith this metaphor. This statuette
series of mine is more playful and casual in consparwith my couple-themed sculptures.
| revealed the male-female relationship more cllgrfmore liberally, with the former
struggling tone left behind. This is contributedotpthe stylized world of forms, the vine-
like shape of the woman, as well as the upside dmangle shape of the male figures.
Basic forms are repeated; the pieces of the semdg differ in the shades of their
meanings. There is only one element left in the mastiion that can be called dramatic:
the male shinbone borrowed from Durer and Rembraviiith is the interpreted variation

of the relevant scenes ©he Prodigal Son.



Sower

In addition to the problem of the prodigal, theetlide of the father-son relationship
also greatly intrigues me; that is, the Abraharngarke of the man who thrusts his offspring
into being. This problem is surveyed by the largeed (173 cm, in plaster) sculpture
composition consisting of two pieces created inQL9%he male figure is a slim form bent
backwards like an arrow and consisting of thin tdigivhich shoots forward a stylized
phallus placed on a thin column. | created the atsangly rewritten but quite figurative
variation of this topic in connection with the Milinium, at the public square of my birth-

town Tatabanya, in the course of a redesign ofthmre.

Side song (Train Window with Landscape)

During the course of my DLA studies | created mygrize statuettes calletrain
Window with Landscape I-11. | have been commuting between Tatabanya (my hame)
Gyor (my work place) for over ten years. The expergentthe train rides is captured in
my statues. The compositions are sign-like, hunsaniateriors, accompanied by the
separate elements of the landscape in motion, whiplaced in the order of ribbons.

Summary

In connection with the definition of expressiverf, the conclusion of my study is
that the attributes of expressive sculpture caieotiefined clearly, merely based on the
form-related factors. We can define a few formieda attributes that generally
characterize expressive sculpture, but contenteglaeference is also necessary for
creating a definition. It is distinctly graspableat the presence of emotions distort the
forms, realistic forms are altered towards the eartrs, are elongated, thinned and may
receive jagged surfaces. Therefore, the tenderatyl identify as expressive can also only
be characterized with specific examples, descrigtand distinctions.

While conducting my studies | sensed that the esgive tendency is explicitly present
in 20" century and contemporary art. Examining the costjoé technical civilization, |
deem that this ancient attitude model must contiouge present in the upcoming eras of
art as well, which primarily builds on the expressof emotions. It seemed that, due to the

media-centeredness existing in our time, the ti@dht art forms such as sculpture have



been placed on the back burner. On the contrary—duéhe presence of personal
communication, the value of gesture and touch Heeen amplified. | trust that there are
still reserves in the traditional art forms, andttthrough them it is possible to provide
answers to the questions posed by this age.

The presence of expressionism can be attributedytvorks only partially. This is due
to the fact that | do not allow an unlimited freaymo the manifestation of emotions. In
my works the tendency to abstraction and a socbotructivism is present, which applies

a counter-effect on pure expressionism.



