BETUKER Istvan

Fragilitatea picturii.
Despre lucrarile lui Istvan Betuker

1. Tabloul. In mod fericit, pictura a revenit (de
mult) in peisajul artei contemporane si nu trebuie
sd-si mai justifice existenta. Putem vorbi fara con-
stréngeri despre valori picturale, abordari con-
ceptuale, sau continuturi sociale. Toate acestea pot
fi intalnite in vasta si zgomotoasa lume a artei si nu
existd ierarhiiintre ele.

Un lucru important s-a intdmplat, cred, odata cu re-
venirea picturii: s-a reinstaurat obiectul de arta.
Acest fapt a pus noi probleme, la care pictura tre-
buie sa reactioneze permanent.

Ne reamintim momente decisive ale artei care se
leaga de pictura. Insdsi identitatea artei (europe-
ne), de la Giotto incoace, isi afld originea in pictura.
Revolutia impresionistd a avut loc in domeniul pic-
turii. Duchamp cu pictura s-a luptat, pana a renun-
tat la ea. Cred insd, ca niciodata nu a renuntat de-
fapt la picturd. Este de ajuns sa ne gandim la retu-
surile cu care intervenea pe reproducerile lucrarilor
sale, care pot fi considerate si ele gesturi picturale.
Pictura aduce cu sine o traditie a privirii - per-
spectiva, iluzia bidimensionald a spatiului. Aduce si
o forma potrivitd, care persista puternic in istoria
artei - pictura pe sevalet. Rezultatul ei, tabloul, este
un obiect care se impune in diverse moduri. Repro-
ducerile perpetueaza doar o suprafata a sa, nu sur-
prind intreaga sa materialitate: grosimea, privirea
laterald, reversul cu sasiul aparent. Datorita insasi
acestei spatialitati se impune tabloul in galerie, in
muzeu, sau acolo unde circuld. Calitatea de obiect
(unic) al tabloului face ca acesta sa fie bun de ex-
pus, de comercializat. Putem deci afirma, ca tab-
loul este o sculptura cu o fatetd pictatd. Aceasta
fatetd ne furd si tindem sa nu percepem ,purtdto-
rul”. Pe de altd parte, cu cat percepem mai mult
~grosimea”, consistenta materiald a tabloului, cu
atat acesta este mai expus nu privirii ci dorintei de a
avea. Astfel, statutul ,autonom” al imaginii devine
periclitat. Intre aceste extreme se misca pictura.

2. Imaginea. Tocmai aceasta fragilitate a picturii
este ceea ce simte Betuker. Mai mult: fragilitatea
privirii, care creeaza imaginea este preocuparea sa
principald, tablourile lui irizeaza. Stiim ca o imagine
functioneaza corect la o anumita distantd, privita
perpendicular, intr-o anumita lumind. Si asta toc-
mai din cauzd ca pictura este o sculpturd, nu o ima-
gine plata (dupa cum considera Greenberg). Un ta-
blou nu ramane niciodata identic cu ceea ce a fost in
atelier. Cred ca, pictorul, pentru a se asigura, ar tre-
bui s3 urmeze exemplul lui Brancusi, care foto-
grafiindu-si sculpturile, a stabilit conditiile ideale in
care lucrarea ar trebui privita. Betuker insa, reali-
zand fragilitatea imaginii nu ia masuri impotriva ei,
ci tocmai o accentueaza. Seria de lucrari ,System
failure” arata cum, de la perceptia unei imagini,
pand la transpunerea ei pe panza, si perceperea
acesteia, sistemul reprezentarii esueaza.

Inainte ca imaginea sa cada in capcana obiectului,
fenomen prezentat mai sus, Betuker face ca imagi-
nea sa cada in capcana mijloacelor reprezentarii.
Picteaza clasic, dar este extrem de sceptic in
privinta mijloacelor sale. Picteazd dupa model,
foloseste perspectiva, modelaj si contraste. Cu
toate acestea se intdmpla ceva ,ciudat”, ceea ce
face, ca imaginile sale clasice - de obicei modele
solitare, sau compozitii cu cateva persoane - sa
difere de pictura clasica.

El relateaza procedeul sdu de lucru in urmatorul fel:
»1au un model, il agez cu capul in jos. Ii fac o poza si
pictez tabloul dupa fotografie. In final intorc ta-
bloul.” Astfel, modelul initial cu capul in jos, revine
la pozitia normald, conform anatomiei umane si
gravitatiei. Privitorul este pacalit. Ceva i se pare
straniu si il nelinisteste in privinta imaginii. Reali-
zeaza ca, ceea ce vede este un om stand in picioa-
re, cu toate acestea ceva nu este in ordine cu el.
Umbrele transformate, reflexele care cad, si usoara
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transformare a corpului, datoritd gravitatiei ,inver-
se” fac ca, ceea ce ar fi atdt de natural, sa devina
straniu. Cred ca, acest procedeu este ironic la adresa
reprezentdrii i a privirii noastre.

Prin rasturnare, Betuker nu anuleaza tema, ca si
Baselitz, ci tocmai o reinstaureazad. Reinstaureaza
tema principald a picturii: relatia dintre perceptie si
reprezentare.

Presiunea asupra planului suprafetei picturii vine din
doua directii. Dincoace de imagine, cand intervine
materialitatea ei si tinde sa reifice imaginea. Si de
dincolo de imagine, cand intervine aplatizarea mate-
rialitatii. Cele doud presiuni se lovesc pe fateta pic-
tata a tabloului. Imaginea, chiar daca este ,rastur-
nata in pozitie normald”, la nivelul fatetei o sa aduca
propriul sistem, care nu este in concordantd cu
obiectul-tablou. Sunt doua sisteme care traiesc in
simbioza si se neaga reciproc.

Lucrarile lui Istvan Betuker nu se intorc la paradigma
renascentistd a picturii ca fereastra, dar nici la
paradigma greenbergiana a platitatii. Ele accepta si
accentueaza fragilitatea imaginii-tablou.

La nivelul instrumentelor picturale, Betuker os-
cileaza intre suprafete aplatizate, aproape mono-
crome (mai ales obscure) si pensulatie cu pretiozi-
tate cromatica. In concordanta cu discretia zambi-
toare a pictorului, suprafata pictatéa nu se impune
fnsd prin gesticulatie agresiva, ca o semnaturd. Ar
intra in contradictie cu intentiile sale.

Unele tablouri par a fi ca si vechile fotografii. Nu
atmosfera sau imaginea reprezentatd seamand, ci
luminile din tablou, care parca sunt deasupra ima-
ginii. La fel ca si in fotografiile vechi a caror suprafata
irizeaza argintiu, tot asa si aceste tablouri au o
anumitd stralucire, care nu ne lasad sa ne scufundam
in imagine. Ne tine constient la suprafata tabloului,
amintindu-ne de dubla natura a imaginii-tablou.

SZEKELY Sebestyén Gyorgy, critic si istoric de arté
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Afestészet torékenysége.
Betuker Istvan munkairél

1. A festmény. A festészet mar régdta visszatért a
kortérs mivészet tertletére, és nem kell bizonyi-
tania létjogosultsagat: gond nélkil beszélhetink
festGi értékekrdl, konceptualis megkdzelitésekrdl,
szocialis tartalmakrol. Mindezek megtaldlhatok a
miivészet tdg és zajos, barmiféle hierarchiat nél-
kl6z8 vildgaban.

Ugy gondolom, jelentés dolog tortént a festészet
visszatérésével: a m(itargy ismét hatalomra jutott.
Ez Gjabb problémakat vetett fel, amelyekre a festé-
szetnek reagdlnia kell.

Felidézhetjuk, hogy a m(ivészet hany meghatarozé
pillanata f(iz6dik a festészethez. Maga (az eurdpai)
mivészet identitdsa a festészetben gyokerezik
Giottoval kezd6dGen. Az impresszionista forrada-
lom a festészet terlletén zajlott. Duchamp a feste-
szettel harcolt, amig le nem mondott réla. Ugy hi-
szem azonban, hogy sohasem tagadta meg igaza-
bdl a festészetet, elég arra gondolni, hogy mivei
reprodukcidinak retusalasakor tulajdonképpen fes-
tett. A festészet magaval hozza a Iatas egy bizonyos
hagyomanyat - a perspektivat, a tér kétdimenzios
illuziéjat. Megfelel6 format is hoz, amely erételje-
sen jelen van a mivészet torténetében: a tabla-
képet. Ennek eredménye, a festmény, olyan targy,
amely sokféleképpen érvényesil. A reprodukciok a
tablaképnek csupan az egyik felliletét sokszoro-
sitjdk, nem ragadjak meg teljes anyagszerliségét:
vastagsagat, oldalnézetét, a hatat a vakramaval.
Holott ennek a térbeliségnek kdszonhetben érvé-
nyesil a festmény a galéridban, a muzeumban,
vagy barhol, ahova szallitjak. A festmény (egyedi)
targy min6sége teszi lehet6vé, hogy kiallitsak,
megérintsék, vagy éppen kereskedelembe bocséas-
sak. Kijelenthetjik tehat, hogy a festmény olyan
szobor, amelynek az egyik oldala festett. Ez a fes-
tett oldal teljesen lekoti figyelmiinket, és hajlunk
arra, hogy ne vegytk észre a hordozot. Masrészt
viszont, minél inkdbb odafigyelink a festmény
,vastagsagara”, anyagi s(ir(iségére, annal inkabb
hattérbe szoritjuk a |atast a birtoklasvagy rovasara.
Ezaltal a kép autonomiaja keril veszélybe. A festé-
szet kénytelen ezen végletek k6zott mozogni.

2. A kép. A festészetnek ezt a torékenységét érzi
Betuker. Mi tébb, a festést megel6z6 latas toré-
kenysége foglalkoztatja. Festményei irizalnak. Tud-
juk, hogy egy kép akkor mikodik megfeleléen, ha
bizonyos tavolsagrél, merdlegesen és bizonyos
megvilagitdsban latjuk. Eltéré kortlmények kozott
a kép masképp miikodik. Pontosan azért, mert a
kép szobor, nem lapos kép, ahogyan azt Greenberg
gondolta. Egy festmény sohasem marad azonos
azzal, ami a mf(iteremben volt. Ugy gondolom,
ahhoz, hogy a festé bebiztositsa magat, ugy kellene
eljarjon mint Brancusi.




Sajatkezlileg fényképezte szobrait, meghatdrozva
mivei megtekintésének idealis korilményeit.
Betuker azonban, megértve a festészet térékeny-
ségét, nem biztositja be magat ellene, hanem
hangsulyozza azt. A ,System failure” cim{ sorozat
révilagit, hogy egy kép latdsatdl, annak a vaszonra
valo atlltetéséig, egészen a festmény latasaig,
hogyan mond cs6dét a rendszer.

MielGtt a kép a targy csapdajaba esne, ahogyan fent
ismertettem, Betuker az dbrazolas eszkézeinek a
csapdajaba ejti a képet. O klasszikusan fest, de
gyanakvoan tekint sajat eszkézeire. Modell utan
fest, alkalmazza a perspektivat, a mintazast és a
kontrasztokat. Ennek ellenére valami szokatlan tor-
ténik, ami miatt klasszikus képei - altaldban maga-
nyos modellek, esetleg néhany alakos kompozicidk
- eltérnek a hagyomanyos festészettdl.
Munkamodszerét igy mutatja be: ,Veszek egy
modellt, megforditom fejjel lefelé, és lefényképe-
zem. Fotd utan festem meg a képet. Végul megfor-
ditom a festményt.”

Igy a kezdetben fejjel lefelé allo modell visszatér az
anatomianak és gravitacionak megfelelé normalis
testhelyzetbe. A nézé be lett csapva. Valami furcsa-
nak tlinik neki, és nyugtalanitja a képpel kapcsolat-
ban. Erti azt, hogy amit Iat, egy allé ember, ennek
ellenére valami nincs rendben vele. A megvaltozott
arnyékok, a reflexek, a test enyhe atalakuldsa a
forditott” gravitacionak készonhetben kulonleges-
nek tlntetik fel azt, ami maskllénben természetes
lenne. Moddszere ironizélja mind az &brazolast,
mind a latasmddunkat. A megforditassal Betuker
nem tagadja meg a témat, mint Baselitz, hanem
visszahelyezi jogaiba a festészet kdzponti problé-
majat: a latds és az abrazolas kozotti viszonyt.

A festmény sikjara két iranybdl hat nyomas. A ké-
pen innen az anyagszer(ség szélal meg, és torek-
szik a képet targyiasitani. A képen tul, az anyag-
szer(iség Osszepréselése valdsul meg. A két nyo-
mas a festmény festett oldaldra nehezedik. A kép,
még akkor is, ha ,helyes helyzetbe van forditva”, a
sajat rendszerét fogja érvényesiteni. Ez azonban
nincs 6sszhangban a kép-targgyal. Két olyan rend-
szerr6l van sz6, amelyek szimbidzisban élnek, de
folyamatosan tagadjak egymast.

Betuker Istvan festményei nem térnek vissza a
kép-ablak reneszansz paradigmdjahoz, de nem
véllaljdk a kép greenbergi ,lapossagat” sem. Elfo-
gadjak és hangsulyozzak ellenben a kép-festmény
térékenységét.

Festdi eszkozok tekintetében Betuker Istvan a la-
pos, majdnem monokrém, sotét felliletek és az
érzékien szines ecsetvonasok kozott mozog. Mo-
solygo tartézkodasanak megfelel6en, a festett felii-
let nem ismeri az agressziv, aldirdsszerl gesztu-
sokat. Ellentmondasba keriilne szandékaval.
Néhany festmény régi fényképet idéz. Nem a han-
gulat vagy az abrazolt kép, hanem a festmény
fényei adjék a hasonléségot. Ezek mintha a kép
felett lennének. Akarcsak az ezistzselatinos fotdk,
amelyeknek fellilete ezlistésen irizal, ezek a fest-
mények is irizdlnak és ezaltal megakadalyoznak
abban, hogy elmerdljink a képben. Tudatosan a
festmény fellletén tartanak, emlékeztetve a kép-
festmény kett6s természetére.

SZEKELY Sebestyén Gyorgy, miivészettorténész és mu-
kritikus
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The Fragility of the Painting.
On the Works of Istvan Betuker

1. The painting. Painting has long returned to the
territory of contemporary art, and it does not have to
prove its legitimacy: we can discuss without pro-
blems pictorial values, conceptual approaches, soci-
al contents. One can find all of these in the large,
noisy world of art, void of any hierarchy.

Ithink that with the return of the painting something
important has happened: works of art gained power,
which generated new problems that painting has to
address.

We can recall how many determinant moments of art
can be linked to painting. Even the identity of (the
European) art is rooted in painting, starting with
Giotto. Impressionism made a revolution in painting.
Duchamp fought against painting until he renounced
to it. But I think he had never really denied it con-
sidering that he actually painted when he retouched
the reproductions of his works.

Painting brings on a certain tradition of seeing: the
perspective, the two dimensional illusion of the
space. It also brings a corresponding form which is
powerfully present in the history of art: the panel
picture. The result of this, the painting is an object
that emerges in multiple ways.

Reproductions multiply only one surface of the panel
picture, they do not grab its entire materiality: its
thickness, its side-view, its back with the stretcher.
The painting predominates due to this spatiality in a
gallery, museum or anywhere else. The unique
object quality of the painting makes possible to
exhibit it, to touch it or to sell it.

Thus we can say that the painting is a sculpture with
one painted side. This painted side has all our
attention, and we tend not to notice the sustaining
object. On the other hand, the more we observe the
painting's “thickness”, its consistence, the more we
push seeing in the background to emphasize the
desire to possess. This threatens the autonomy of
the picture. Painting is compelled to dwell between
these extremities.

2. The picture. Betuker senses this fragility of the
painting. Moreover, he is preoccupied by the fragility
of seeing that precedes the painting. His paintings
play with irisation.

We know that a picture works properly when seen
from a certain distance, at right angles and in a
certain lighting. Picture works differently in other
conditions. Exactly because the picture is a sculptu-
re, not a flat image, as Greenberg thought. A paint-
ing will never remain the same as what it was in the
studio. To ensure himself, the painter must follow
Brancusi who himself photographed his own sculp-
tures thus defining the ideal conditions for watching
his works.

Although Betuker understands the fragility of the
painting, he does not ensure himself against it, but
emphasizes it. The series called ,System Failure”
exposes how the system fails - from seeing a picture
to put it on the canvas until seeing the painting.
Before the object would trap the image, as I said
before, Betuker traps the image into the depiction's
tools.
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He paints in a classical way, but looks suspiciously
at his own means. He paints following a model,
applies perspective, forming and contrasts. But
something unusual happens resulting that his
classical pictures - usually single models or compo-
sitions with few figures - differ from traditional
painting.

Here it is how he describes his working method: ,I
take a model, turn him upside down, and I take a
photo of him. I paint the picture following the pho-
tograph. Atthe end I turn the painting.”

Thus the model turned upside down returns to his -
anatomically and gravitationally — normal position.
The viewer has been cheated. He feels something
strange and uneasy related to the picture. He
knows that he sees a standing man, but something
is not ordinary. The changed shadows, reflexes, the
light transformation of the body because of the
opposite gravitation make special what should be
natural. Betuker's method mocks both depiction
and our way of seeing. By turning the theme Betu-
ker does not deny it, unlike Baselitz, but readmits
the central problem of painting: the relation
between seeing and depiction.

A pressure comes to the surface of the painting
from two directions. On the one hand, materiality
attempts to objectify the picture, on the other hand,
the picture squashes materiality. Both pressures
press upon the painted side of the painting. The
picture will state its own system even if “turned into
correct position”. But this does not correspond to
the image-object. These two symbiotic systems
permanently deny each other. The paintings of
Istvédn Betuker do not return to the renaissance
paradigm of picture-window, but do not take on its
Greenberg-like “flatness” either. They accept and
emphasize the fragility of the image-painting.
Regarding pictorial tools, Istvan Betuker dwells
between flat, almost monochrome surfaces and
sensually colorful brushstrokes. Corresponding to
his smiling reservedness, the painted surface does
not know about the aggressive, signature-like
gestures. It would be contrary to his intent.

A few painting allude to old photographs. Not the
atmosphere or the depicted image provide the
resemblance, but the lights of the painting, as if
being above the picture. Like the photos with silver
gelatine, which has a silver irisation on the surface,
these paintings have an irisation, too, thus blocking
us from beeing absorbed into the picture. They
consciously hold us on the surface of the painting
reminding us of the double nature of the image-
painting.

SZEKELY Sebestyén Gydrgy, art critic
(translated by Tiinde SZABO)
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