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Letting the Landscape In
A=W

by John K. Grande
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Old Granary Transformed Into Art Centre 2011

An old granary in Bédvaszilas, northeast Hungary, has been
converted into a multifunctional space with an area of 1,500
square metres supported by European Union cross-border
project funding and hosted an exhibition of environmental
art from August 7.

The renovated structure has been dubbed “MagtArt”, which
is “granary” in Hungarian with an added “t” at the end.
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As the landscape and environment change on our
planet for a number of reasons, artists’ engagement
with this state of being increasingly moves from a
theoretical and conceptual bias (something early
Land art played with) to direct action and a more
process-oriented art. We are no longer in that Land
art era of those vast earth-moving projects. Land
artists such as Walter de Maria, Robert Smithson and Michael Heizer were conceptual in the way they worked in a landscape. The dialogue
involved time and transposing idea back and forth. The white cube of the gallery was non-site, the landscape was site. The idea of transforming
huge areas of landscape, whether desert or valley, or field was an attractive notion. The land was an idea laboratory. One of Dennis Oppenheim’
s great modest challenges to the forum of art itself was Guarded Land Mass (1970). Three hired and armed security guards “defended” an
empty wasteland area in South Central Wisconsin for seven days. The land itself becomes a metaphor for “value”, and like a museum or the
objects therein was to be “defended”. Land art had little to do with nature or the lands it was enacted in. Over the past 30 years, artists all
over the world have evolved a new vision of what site is and what environments and nature signify to the artist working in these places. Ana
Mendieta, whose ritual performances and artworks reflected a merging of the body with the land, was something of a pioneer in this respect.
Her art performances resonated with echoes of landscape integration. Ana Mendieta seemed to sense the move away from an art as an object.
She was a very intuitive artist.

Earth Art is a celebration of the harmonious union of artists working with materials — both recycled and from the environment, as well as new
media. Nature is the medium, the message, and the art is a reflection on human culture’s home — the earth. Nature artists are aware of bio-
regional diversity, inter-cultural diversity and of the economic and ecological links to nature.
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Life becomes a living museum. The artist is the conduit. The artist is the catalyst and the connector of these contextual energies. Art and nature
is not an idiom. It involves the reintegration of human culture and life with the ecosystems we all depend upon for our survival. Replacing
egosystem with a respect for our ecosystem will prove the greatest challenge of the future. The immediate environment, the physics of materials
and the cycle of life all play a role in nature art. Sustainability has helped in the evolution of art in ecology. Now that there is so much interest
in sustainability as new fuel types, new approaches to house building and to vehicle transport evolve, sustainability as a principle has helped
evolve land art. We now find artists producing earth sensitive art forms in nature. The growth of these art initiatives and forms in natural contexts
will continue, as nature sculpture initiatives continue to appear all over the world.

We are there to help this world become a better place, step by step, in the small gestures and actions each of us do every day. Nature art
provides a direction in aesthetics and practicality away from a culture where distraction that encourages resource waste, human waste, and
excess. The choices we make do matter. Let’s celebrate diversity!

As part of a cultural exchange between Slovakia and Hungary, in collaboration with the Hungarian Nature Art Association and Aggtelek National
Park, in July 2011, thirteen artists were invited to produce original on site artworks. The occasion was the opening symposium for the newly
renovated Granary in Bédvaszilas (Bédvaszilas is a village in Borsod-Abauj-Zemplén county, Hungary), northeast Hungary. The curating was
initiated by Istvan Eréss, and on site assistance came from fifteen selected students from EKF Visual Arts Department from the town of Eger.
At the official opening for the event and permanent exhibition,
works documenting the evolution of Yatoo in South Korea,
and documentation of student works from the EKF Visual Arts
Department could be seen.
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Infinite Human Scale | Szigetti Gabor Csongor | Photo Credit:
FeBR A2 REE | Szigetti Gabor Csongor | & K ARAY :

Szigetti Gabor Csongor (India)

Szigetti Gabor Csongor’s interest in the measure of all things including humans and the way they perceive their environments has been going on
for a while. Earlier this year in India (2011) during the Sandarbh Artist’s Residence in Partapur, Rajastan he recycled a balance used for weighing
recycled materials to effectively build a new value into the scale’s former function. As a public performative art work Csongor’s Human Balance
invited passers-by to be weighed in the balance. Two people on either side tried to achieve a balance while the public asked questions. What is the
ultimate purpose of this? Why?

Even earlier, the artist recycled a friend’s discarded and broken artworks. Rewrapped in bandages, and with an electronic balance underneath, the
“disguised art” invited visitors to weigh the value of specific parts of the art as a whole. The question of value was raised? What value? Which art?
Csongor has recently experimented with the See Saw concept in Hungary in the forest. Two people were invited to hang from a horizontal tree trunk
at either end and try to achieve a human balance that way with more or less success. For the summer of 2011 Hungarian Nature Art Symposium
in Bodvaszilas, Csongor originally conceived of gigantesque outdoor seesaw made of a huge tree trunk in the scale of Claes Oldenberg’s object
sculptures.

As the present site inside the Granary art was smaller and more concentrated, Csongor adapted his project to create an Infinite Human Scale, a
work that recalled the Indian Human Scale but now played with a seemingly endless succession of scales built upon scales. The measure measures

Szigetti Gabor Csongor (ENJE)
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the measure. All this in space and time and designed to a human scale. With a sense of irony, and a backward glance at Rene Descartes, Csongor’
s sculpture awakens us to the way we unconsciously measure all things. With the trees in their original form with bark exteriors, the piece has a
rustic home built low-tech look. There is a ritualistic, almost spiritual connection between the rough look of the art, and the sculptural message
of Infinite Balance. This work recalls the Sun Pin (2006) a low high high-tech kinetic sculpture that moved according to the sun’s position in the
skies. We are reminded than ancient site specific monuments such as Stonehenge were likewise clocks, measuring devices for our place in the
universe. All human thought begins with such primal structural theses. Balance is likewise a essential human impulse. Nature becomes a weighing
device. Csongor reminds us a all humans’ actions occur as part of a broader spectrum of nature and evolution, transformation. We are not merely
objectifying the landscapes and nature we transform as we do so, we are also incapable of measuring the effects of what we do to nature or to the
resources we depend upon. And so there is a tiny spark of irony to a measuring device that is made of nature and in which humans even can be
measured. The message may be we are not the Gods of our own consumption. Instead, the humans are largely experiential creatures who procreate
and are motivated by the visuality of perception as an active process we participate in through our daily and eternal actions.

Alan Sonfist (America)
Alan Sonfist conceived and created what is one of the world’s most significant urban permacultural artworks, Time Landscape, an 8000 square foot
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site, situated at la Guardia and Houston Sts., that grew out of the same performance and conceptual roots as Alan Kaprow and Robert
Smithson’s art had done. Alan Sonfist formed a counter-weight in the cosmology of land art to Robert Smithson’s Spiral Jetty, Land
Art’s mega-scale highly symbolic rural exemplar. The Time Landscape now stands as a major living urban monument to the ecological
art movement and its integration into the language of art. Sonfist made a series of 50 drawings that proposed to the City of New York
to create ecological landscapes for each neighborhood so as to define each area’s ecological and natural history in its present day
urban setting. Other proposal drawings by Sonfist were for a park in Lower Manhattan in the original shape of the lake that existed on
the site before that area became was eventually filled in and polluted and paved over. Surrounding Sonfist’s conceived lake proposal
was a formal English landscape intended to represent the colonists that came and polluted the original lake. Stones assembled nearby
represent a geological time strata likewise referencing the site.

In the newly renovated Granary Building Alan Sonfist’s Markers of Time comprises four vertical rectangular structures made of
recycled metal. Each of the four pipe structures carries within it, a singular and different element drawn from the natural surroundings
of the area. We see a column filled with soft stones whose colour is light. The stones are in a process of degradation and will eventually
return to the earth. Fresh cut grass from the farmer’s fields nearby fill another column with a green colour reflecting the agricultural
and rural character of this northern Hungarian region. Bracken and branches, forest and field undergrowth fill another describing the
rectangle with a chaotic assemblage of nature’s forms. Yet another column has cut wheat from the fields.

As a grouping Alan Sonfist’s columns recall an earlier Living Column (1993) project undertaken in Tampa Florida as part of a
regeneration public art commission. These living columns had plants growing on their surfaces so they became large-scale public art
planters. The column form Sonfist has chosen covers approximately 25 to 30 feet and comprises a circle of columns the viewer can
walk between. The columns reference the structure and buildings of early Hungarian Churches whose form and shape for religious
convocation was circular. And so using nature and recycled elements Markers of Time (2011) reaffirms the spiritual links of all
humanity to nature. Nature as a source is prominent in all world religions at their point of origin. The suggestion is that as Hungarian
society and culture evolves, and the world changes, nature remains a constant source, and element in the evolution and transformations
that will take place. Time stands still. Nature is there. Society evolves. Time is there. Nature evolves. Time and space. Nature and
culture.

Imre Bukta (Hungary)

With a long history of working with accessible materials, Imre Bukta has chosen to produce an interior piece that extends the metaphor
of nature into an indoor venue. Here we see a forest of tree trunk bases arranged on the floor of the historical Granary in Bodvaszilas
like a post-Pop nature assemblage. Instead of merely recreating a physical motif, Bukta projects simultaneous video loop imagery of
water onto the tops of the trunks. We see the ripples of water extending outwards from the centre of the trees. The metaphor could be
about time, for the centre of the tree is its point of birth, and the outer perimeter is closer to death, Death and life exist simultaneously
in this and other Bukta installations s an ongoing force and ever present reality. While the contrast between the ephemerality of the
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Imre Bukta' Artwork | Photo Credit:
FBE - EREMNERIES | BHAR:

image as reference to nature was seen in earlier video works, notably one that used sunflowers in floor based video screens with actual dead
sunflowers, Bukta as artist involves us in a dance of life by enabling us to see the contradictions between a visual perceptual image of nature and
the physical evidence of nature in one and the same installation. What brings it all together is our own perception and what we see and interpret.
Using our imagination, we create and build a meaning. Is nature an abstraction? As with Claude Monet’s paintings of the Water Lilies or Van
Gogh’s Sunflowers, so-called realism is not at all that. What looks like representation is actually an elusive bird, and this flighty visual creation is
hard to achieve without actually abandoning any sense of reality, moving into another more abstract dimension of interpretation. This is Bukta’
s genius, to move metaphors that we all identify with, as narratives, and to gently guide them into our collective consciousness. There may be a
subtle turning of the wheel, or an allusion to something far different to what we are looking at, but we all identify with what is between the object,
under the lines, the invisibility of the message. All this through visual devices. The capable artist is totally aware of in producing a visual, textural
or performative effect with the simplest and most accessible of materials. The universe is there, like these images of water rippling, and the trees,
or the autumn leaves from a tree in Landscape Closed Down (1980) a piece that was removed from an exhibition at the time because leaves from
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a tree themselves could become a political symbol for the 1956 uprising. The triggers to our perception are silent, and involve visual codes and
cues. To see this collectivity of rippling water videos in a forest of trees is, like the barking dogs on the video screens in Landscape with Watering
Figures, a representation of a sensation we all remember and may share. In Bukta’s Landscape with Watering Figures, it is the village street with
its succession of houses each with its own dog that barks mechanically as we walk by. With the latest piece at the Granary it is the intimacy of the
forest, and a reflection on water. This could be a moment when we look inside ourselves and think of larger things, or it could also be a perceptual
effect, just what it is. No matter what water is a universal sensation we all may share. Nostalgia becomes a point of irony, and here nature becomes a
force of truth, a source we draw our innermost thoughts out of. Image and object. The video loop and the tree stump. The two exist simultaneously.
Time invades our unconscious. Nature as a constant backdrop to human history becomes a veil we can wear, or reference that goes beyond those
moments in time, those brief histories, our lives themselves, brief candles that flicker in the darkness.

Istvan Eréss (Hungary)
For the creation of his site specific sculptue at the newly renovated Granary at Bodvaszilas Istvan Erdss has conceived and produced a hanging tree
that is supported by a wooden structure. The tree hangs like a body. Its entire surface of this tree has been covered with wooden Ikea plugs that are
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Istvan Eréss' Artwork | Photo Credit:
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set into drill holes that cover the surface of this sculpture. The plugs look like a
kind of natural growth or skin to the tree. In keeping with his recent practice he lets
nature play a role in the art by covering the entire surface of the tree with dough
used for baking bread. An earlier experiment using wood piled into a four by four
metre square shape in July in a move away from sculpture as pure object. The post-
object sculpture had its entire surface covered with dough typically used for home
baking. Covered and wrapped up in plastic, the artist now let other forces work on
this art piece. The flour gradually changed colour as interaction with the air and
humidity changed the surface colour that a first was white like snow or the icing
on a cake. “I made a certain wooden structure with an organic wood form within.
One part is man-made, the other organic and natural. Then I let nature work on
it. If T left the work as it was without the flour, this would simply be a sculpture.
With the mould forming, something that I cannot control, it achieves a different
dimensionality.” Such a post-object consideration is part of the performative nature
of Istvan Er6ss’s current performative sculpture process.

Invited to Patapur in India on henna tattooing of his body. One interactive
intervention by Erdss involved using the sun to burn henna tattoo outlines onto his
body. Involving the local community, and the photo studios on Main Street Patapur,
Erdss had himself photographed complete with decorative sun burn body arte
resulting photographs printed by each studio in its own way, were then exhibited
in the photo studio windows on the Main St. Another recent sculpture installation
involved covering the entire surface of a tree in Wiesbaden, Germany with sheep
skins that Er6ss brought from his native village in Romania. The tradition there

is to eat sheep every Easter in the town. So Erdss collected these skins and they

Artist Istvan Eréss | Photo Credit: Temesvari-Téth Adrien
ERRYFS - FRE | BRI FRARA—74 - AEER

effectively became the skin or surface of this Wolf in Sheep Skin tree.

Ko Seung-hyun (Korea)

Co-Founder in August 1981 of the South Korean Nature Art Association known as Four Seasons, artist who explored the possibilities of nature
actions and happenings, Ko, Seung-hyun went on to co-found Yatoo in 1991, an international nature art sculpture symposium that continues to
thrive and grow.

A lyrical master of branches transformed into musical instruments and performance interactions with stones, shadows, insects and animals in which
the artist melts into the landscape around him, Ko continues to dedicate his life and art to nature. Magical and filled with a gentle sense of wonder at
the beauty of the world, these projects convey a certain innocence and an invitation to play.

Ko divides his work between the making of large site-specific Kayagum (traditional Korean stringed instruments) in forests and public parks and
a long standing career making what is known in South Korea as Nature Art, a term he coined in 1983. These Nature Art projects generally involve
simple interactions with whatever natural materials and wild creatures the artist finds outdoors. There is a sweet innocence to these images and a
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(Opposite) The Sound of a Hundred Years | Ko Seung-hyun | Photo Credit: Temesvari-Téth Adrien
(MR) HE2E | HRE | BRI BXRHTR-IEH - IEER

profound tactile sense of identification with the natural environment.

"Nature Art is influenced by nature's elements. When you go through a river, you follow the stream, the wind comes, the color is changing,
you follow the natural cycle and it becomes a natural movement. “Some people" mix difficult words, use special sophisticated expressions as
explanations. I do not like this way. For me Nature Art should be easy to understand." Some experiences are best left unexplained. Ko, Seung-
hyun's work is direct, engaging and infused with a love of place, like the gentle sound of a Kayageum in the woods.

The Sound of a Hundred Years - Aggtelek Gayageum. Simply a tree trunk found in the forest region near the town of Ko carves it out and adds
strings. The traditional Korean stringed instrument Gayageum is also a sculptural element. Made to be played by the people who visit the Granary
and by the wind that surrounds it. As Ko says, “Nature Art generally involves simple interactions with whatever wild creatures and materials the
artist finds outdoors.” There is a sweet innocence to this. We all can identify with the direct and immediate experiences shared working with nature
in art.

Anke Mellin (Germany)
Anke Mellin has collected wood from abandoned buildings and houses long ago torn down because they were no longer being used or kept up.
The wood from these old fallen apart buildings were large pieces used for beams and structural supports. These wood section now become the
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Anke Mellin with Her Work | Photo Credit: Temesvari-Téth Adrien
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bridge make Mellin has built to walk over this collection of memories — the ashes of time. Other wood from the buildings was used as firewood
tor the installation. So Anke Mellin collected the wood for the fireplace made of stones she has set up near the Granary. Ashes were collected from
villagers and people of the region to become part of her project.

With the help of her student, Mellin will document the collaboration with the people of the village by asking them to discuss their experiences of
living in the town. Photograph portraits of the villagers involved in the project also form part of Mellin’s art. One woman commented, “ This place
is a blind spot. *

One indigenous lady mentions going to the cemetery above the village with her daughter. The daughter comments, “ You get the nicest view from
the graveyard.” A retro-view of this villages life perhaps... Another woman living on the main road in the adjacent town says, “My cat was injured
twice on the road. The main road between the cities is only 3 years old. The government built it despite local protests cutting the distance between
towns, without permission of the inhabitants. But many accidents occur as a result.” And so feedback results from the process of Mellin’s art. Public
feedback filters through to the exhibition site.

In the Granary, Anke Mellin’s five by five metres field of ash is surrounded by red brick that forms the parameter of the piece. The grey ash area
beneath the bridge expresses endless transformation and change, and likewise the past, memories of the past. Visitors and viewers can walk over
this bridge made of old building parts to see the field of ash. The walk is processional and metaphorical. We participate in a ritual of rebirth. A new
meaning is given to the wood - now grey ash — which has its history, and whose change evokes new possibilities in the future These possibilities
can involve sustainability, a new respect for the environment we live in and new ways of using energy and technology to engender less exploitative
society and future.

Ahmad Nadalian (Iran)

Ahmad Nadalian is an Iranian sculptor whose life’s work involves engendering a respect for living creatures and the natural environment.
To achieve this he has established three art centers in Polour (2000), the Island of Hormoz (2010) and Tehran (2011). He lives in a peaceful
environment surrounded by nature and he lives with nature. Water, earth, and all natural elements contributes to his sculptures. Some of the
symbols he engraves and sculpts are derived from ancient mythology and the rituals of pre-Islamic civilizations. Still other symbols express a more
contemporary emergent language from the use of new technologies.

Primitivism and high-tech, low-tech too... all these elements play a role in Nadalian's art the materials he will use for a project already generally
exist in nature or are found and recycled. Among his projects can be included the carving, and dropping of fish carvings on stone in rivers, lakes and
oceans all over the world. Face painting of people from many cultures all over the world...

Primitivism and high-tech, low-tech too... all these elements play a role in Nadalian's art the materials he will use for a project already generally
exist in nature or are found and recycled.

For the newly restored Granary building in Bédvaszilas, Ahmed Nadalian has found pieces of rubber, wood from trees nearby and disused stone
that once had a function. He is carving images that represent frogs, salamanders, and other natural and ornamental tree and leaf forms for this region
of Hungary. These will, like Nadalian’s sand prints made from riding a bicycle whose tires have engraved texts and images, be print cylinders
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that strangely resemble the ancient cylinder from ancient times, but these are contemporary and carry symbols and images from nature and new
technology.

The Shadow of Civilization is a small scale found stone column that broke in two pieces. For Nadalian this found object becomes an instant ruin in
miniature. One half stands as it was unworked, while the other half lays on the ground reworked with motifs of tree and leaf forms. The work recalls
the mystery and inspiration the Romantics sensed when they discovered the ancient ruins of Egypt and Rome. The lost contexts bring a value to
those ancient and this contemporary artwork.
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The Shadow of Civilization | Ahmad Nadalian | Photo Credit: Temesvari-Téth Adrien
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A second initiative for the Granary involved selecting and carving twelve stone with the signs of the Zodiac on each one. Set up in a circle these
Zodiac stone sculptures may be arranged in a circle. Spring signs are in an easterly direction, summer northern, autumn western, and winter to the
south. Each stone can hold water on its surface in the hope that the rain can provide a watering place for the indigenous bird of the region.

Péter Pal (Romania)

Péter Pal continues to explore the interface between culture and nature, and quite often with an emphasis on the way we perceive elements in an
environment. The cross-over breakthroughs Peter Pal makes are between formal sculpture and land art, but he now extends his way of working so
the world of light and vision define the artwork. Some of his projects use cylindrical mirrors and the principle of anamorphosis to play with visual
and perceptual elements in the landscape. Others merge practical utilitarian forms with land art as was the case with The Great Mixer. At the Yatoo
Biennale in Gongju, South Korea (2006) Péter Pal made a brick land art piece that resembled a kind of found instant ruin or monument from a lost
civilization.

For the new project at the Granary, Péter Pal experimented using two sheets of stainless steel. Using large scale stones gathered from the landscape

of Bodvaszilas as the stabilizers for the steel sections, Peter Pal curved the reflecting forms to an extent that the sky and earth are inverted when one
looks at the surface image reflected on steel. The inversion of landscape again plays on the artist’s fascination with the visual and the perceptual.
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The Great Mixer | Péter Pal | Photo Credit:
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The object becomes less important that the
perceived effect and this is Péter Pal’s intention.
If there were an artist to compare Péter Pal’
s approach with, it would be Anish Kapoor.
Kapoor’s works often can be characterized by
proprioceptive and perceptual tricks or visual
quips that create visual conundrums. We perceive
before we recognize is one of these games
Kapoor can play. What is there? Where are we?
We gauge and measure all these effects in the
same way with Péter Pal’s installation sculpture
at the Granary. As Pal states, “ My motivation is
primarily aesthetic. Nature makes its own forms.
The natural world is like a system for sculpture
the pre-empts the art. “. And so Péter Pal sees
the process as less about making something,
than about producing a particular scenario
whereby sensation and perception are awakened
in the viewer. We reconsider our place in the
world, and recognize the human contribution.
The dialogue is with time, with space, with the
immediacy of things in an environment whether
indoors in a gallery or out in the land.

Liu Po-Chun (Taiwan)

Symbols are ever powerful for Liu Po-Chun,
whether the human dynamo body builder or the
tree itself. A frequent visitor to Hungary, Liu
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Péter Pal with Her Work | Photo Credit: Temesvari-Téth Adrien
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Po-Chun has produced a great number of sculptures that reference Taiwan’s contemporary cultural and political state. A response to the specifics of
site, King Kong Recycled integrated a hall full of steel outline body builder type figures replicating King Kong in a variety of scales and sizes. Like
outline sketches these figures were enigmatic emblems of Taiwanese culture in a state of change.

A steel forest of geometric trees with a headless cow standing within echoed the political state of affairs in Taiwan. A stainless steel sheet covering
a wall mirrored and slightly distorted the forest. Motors caused the trees to move while the sounds of birds and forest life could be heard in the
installation space at the National Taiwan University of the Arts (2010).

The structures cut out of tree trunks for the event in Hungary extend upwards and outwards, almost like a flowering creature. This meta-universe
is part of Liu Po-Chun’s Second Nature, a hyper meta-state of being is evoked, and this is more about the way humans perceive and react visually,
physically, to states of being than it is about nature as a Romantic or historical concept. What is nature? Liu Po-Chun’s tree forms installed in the
space at the Granary ask. The length wise cuts of wood provide outlines of a tree’s entire growth and presence, but similarly they are like sketch

work that describe the once living tree by design and outline in light and space. We, the people who witness the art in real life with our imagination

and perception the active ingredient, fill in the space.
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Second Nature Tree | Liu Po-Chun | Photo Credit: Temesvari-Téth Adrien
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For Liu, the tree configuration embodies a broader schema he calls Second Nature. What is Second Nature? Second Nature is spurred on by human
thought, and it involves not just recreation of nature effects, but is about how human energy and its creations, for instance this artist’s actions, come
together to build a material transformation that effectively recycles the aesthetics of nature into new forms that are purely human made. These
human made nature forms are themselves nature, but they embody and manifest all the energy we call human. And so art about nature for Liu is
really art of how humans deal with nature and interpret, recreate nature’s forms. The celebration is about humanity and its eternal conversation with

nature. As the artist says, “The machine transforms (intention, materials, all of this) in creating this Second Nature Tree.”

People become a presence in Liu’s Landscape. People move within and between the various physical wood tree sections as they undulate and curve
upwards through space. The interface between the human and the landscape is manifest. The landscape recalls traditional landscape paintings from
Asia that are like an assemblage of views. The landscape has forms that unconsciously we recognize and edit in choosing what we see. In nature the
landscape is not just an image but in Asia the way a landscape s present whether in painting or the traditional garden configuration presents a way
of seeing. In microcosm it paints with objects and elements from nature in three dimensions and becomes an experiential situation for the person
who walks in and through its many paths and perceives multiple viewpoints. In a way Liu’s Landscape is a totally contemporary landscape that we
situate ourselves in. This landscape is about the immediacy of time and space. Our perceptions within describe a spiritual aspect of the physical
material natural world we are a part of.

Liu Po-Chen’s Landscape made of cut and shaped tree sections carries hints of the original e of perception. It becomes a comment on the way we
organize visually as perceptual beings. The installation is synthetic and rephrases what a landscape is using the tree’s wood essence to materially
embody this new landscape experience as being specific, very small and existing in a moment in time. These aspects can make the Landscape much
larger as we experience it’s specifics firsthand. Liu’s forms are not symbolic, nor are they ultimately recreations. This Landscape represents a state
of awareness of the processes of transformation in all things. Nature is the source. Nature is all things. All of nature generates the art. Liu believes
there is an evolution of how we use and work with the world around us. What each element is and represents result from the memory filters we
humans apply to experience. These energies, and the artist Liu Po-Chen’s, creative impulsive, are all about intervention and transformation in an
ever evolving world whose universals are eternal.

Attila Pokorny

Attila Pokorny has been involved in healing gestures using stone, brick, leaves, wood. As visually site-specific embroidery on architecture, in
nature, and galleries these works recall the traditional embroidery found in Transylvania and Hungary and most of Eastern Europe. His mother
always sewed his clothes and made the clothes which are the buildings we wear, so there is a direct relation to family history in this way of working
with aesthetics, materials and the integration of art with environment. The environment is the body. The earth is the body. We are bodies who live in
relation to all this.

At the Zsolnay factory in Pécs, Pokorny sought to “heal” an abandoned fore brick wall in this factory building with his Sewn Wall. Peony’s four
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metre high brick incised patterning’s look like weaving. Pokorny’s carved forms in the brick look as though they have been revealed or are part
of an ongoing pattern hidden beneath the white plaster walls. Visually the approach is similar to graffiti art, but the forms are more traditional. As
Pokorny comments: “The walls, hills, streets and the sutures of trails expropriated by me are made almost in secret. I create these in a hurry in a few
hours or a day or two. The weather and other factors do not allow the work to be lengthy.”

The process of Pokorny’s art is non-instrusive and works with what exists. In an old brick factory in Pecs, an abandoned wall was carved into with
visual pattern motifs in an act of healing. In Cesky Krumlov at the Egon Schiele Arts Centre in 2009, Pokorny effectively “healed” cut tree trunk
sections with branches linking the tree back together. Sewing is regeneration for the earth. The wounds of time. The first idea came from my cloths.
I saw micro-sewings. This idea came from my clothes. I came to make this as a collaboration with nature with stones, leaves, branches, and even
with water sewing.” Many of the works are temporary, and conceived as gestures within a particular moment in time. Photographs record these
events...

There is an element of cosmology to the way Attiila Pokorny sees the earth and stones, and the context of nature. The cracks between the earth
inspired the artist right away at Bodvaszilas. The breaks between the earth are like brief moments and the breaks between the earth like painful
truths. Initially Pokorny placed tiny sections of sticks between the cracks as if healing the wounds in the earth. The metaphor of healing through an
artist’s gesture is very real, for it reminds us of how distant we can be from the earth. These sticks Pokorny weaves and fits between are the healing
gestures. The artist becomes the catalyst for positive connectivity to larger energies and forces of nature and the cosmos. The artist is also a healer
of sorts. Pokorny visually heals by creating an aesthetic relief to disruption and destruction, whether by war, or by manipulation of the landscape
and its resources.

For the Granary building, Pokorny’s site-specific sculpture plays off the arches, and stone architecture of the building itself. The light coloured
stones and embroidered stick motifs create a gift of nature back to humanity. The art is nature. We are nature. Pokorny builds a link that exists
always but we seem unable to be conscious of most of the time. Sculpture works with existing space. Attila Pokorny’s motivation is to create
sculpture in a site-specific way that reveals the beauty of the immediate physical reality of nature the environments we are a part of.

Tomas Gugyela

Tomas Gugyela’s cylinder made of mixed clay and hay stands vertically like an ancient column. There are two series of spiral openings that follow
the sculpture column its full length. Gugyela comments that in his youth when climbing trees and looking down to the ground from above he would
notice the way the tree branches followed a spiral structural pattern below him. To prepare the piece a cylindrical pipe was used and coated within
with the clay and hay mix until it dried. The process took a good deal of time and patience. As the work progressed it became evident the artist saw
this as a work that referenced architecture. In vernacular village architecture and in houses of the poor bricks were made of such a material. With
the help from some art students the clay and hay mix was created the old fashioned way using foot power to mix and produce the material. Then
Gugyela affixed the mix by hand to the interior of the vertical structure. Like a body cast, after drying the plastic cylinder was cut off the form. The
nature structure now stands free. What strikes one is that it looks very human made, even as the materials are quintessentially nature-based. The
forms are retro, like a light fixture from the 1950s perhaps, and the column is classical.
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Tomas Gugyela' Artwork | Photo Credit:
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For Gugyela, buikding a sculpture out of clay and hay references his home village of Helemba in Slovakia. The village tradition is to build with
clay and straw. When I new building has to be made, the whole community gets together and helps to put the building together piece by piece.
This tradition of working and sharing together is callled Kalaka. More recently the government has banned Kalaka because no taxes can be raised
from people whose building materials store is mother earth. So the structures of Helemba and the practice called Kalaka inspired Gugyela to
transfer this hidden referencing of Helemba’s history of building with nature to contemporary sculpture. The column is thinly disguised by nature’
s materials. A Gugyela comments, “You never know what is under the form used to csst the piece until you remove it.” Once the cover is removed
there is this textural skin or surface. This surface, for Gugyela is a second cover, and when you look into it through the spiral openings, again there
is nothing inside.

The light that enters this sculpture column through the spiral openings creates a dialogue between the outer surface we perceive and the space
inside. The light contrasts the dark areas inside. The column could likewise be a tree form and the openings are like the places where the branches
could be. Gugyela points ot that in Hungarian mythology the tree grows through seven heavens. The tree connects seven levels of consciousness.
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The top level is where Ata-Isis, the God of everything
resides. Gugyela’s sculpture simultaneously references
traditional house building practice, the tree as a sculptural
form, and a more esoteric spiritualism. Visually it
challenges us to find what is within, to look inside.

Peter Balazs

Peter Balazs’ response is intuitive, and involves using
thin tree branches to effectively draw in space building
a hut-like structure out of the weave of wpod. As Balazs
comments, “I like to find the form. To build a structure
in space, and to build that in relation to empty space is a
challenge. The way of working with the wood leaves it
rough, the ends project out of the form, building a dialogue
with nature ‘s forms. The diversity of undulating branch
forms is visually challenging and causes us to read the
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Peter Balazs' Artwork | Photo Credit: Temesvari-Téth Adrien
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branches stripped of their bark and the form is made out of

this. The branches are supple and undulate with grace and

variation. Nature is the source and the inspiration for this sculpture, Nature is also a metaphor that builds and grows out of this organic
hut. Each of the undulating curves of the wood are like the curvature of the lens of an eye, hence the idea that this is an Eye Hut.

The rough, tactile character of Balazs way of working is comparable to that of Magdalena Jetalova but Balazs builds his forms in space
organically. The structures literally grow moment by moment in time as each element is added.

As a concept, this piece is all about perception of form in space, and is less about the object that results from this experimentation. What
is revealed in the process is our unconscious identification with design as a natural procreative process and one that can embody growth
forms. Nature creates its form procreatively in an environment. We respond to the tactile immediacy of Balazs’ linkage between nature
and art in a form that integrates paper. Paper becomes a backdrop, a skin within the complexity of the forms. We read the shadows as
another kind of two dimensional echo, an afterimage of the three dimensional reality.

Balazs sculpture is quintessentially human, for the emergence we recognizein the tangle of lines, a progression of forms ,is mimetic,
but with variations. Form follows function and nature builds its forms in response to a living breathing and varied environment. Balazs
sculpture stands out in space. The feeling this sculpture captures is an infinity of gestures within a microcosm. This art arises out of the
structures of nature. New structures emerge and collide in space. The meetings are points of recognition. Nature is the ultimate support
for all of our economic, and cultural models for living. So to see the form of a potential temporary living space as a sculpture affirms this
. Within nature’s seeming chaos there is an order of things. Out of chaos designs are born, and using the way nature designs as a living
entity, Balasz intuitively has created an enigma of perception, an art work that is all about the ways we perceive form and anti-form,
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the object in space using our eyes. Balasz
comments that his approach to sculpture here
references that great question, “Where am 1?”

Takacs Mate

Takacs Mate’s structure set on massive
wooden blocks turn and swirls over on itself.
Impromptu sculptural assemblage, the whole
piece is made of wood. There are cut planar
sections of wood that come from a very
large tree. These forms play on and with the
curvilinear ceiling structure of the Granary
building’s interior, echoing its forms. And
so Takacs Mate’s sculpture is a structure
(of art) within a structure (of architecture
There is some of the feel of Robert Morris’
1971 interactive Bodyspacemotionthings
installation, re-enacted at the TateModern in
the Turbine Hall in 2008. Morris’ invitation
was for sculpture to become an instrument
for interactivity, and Mate’s likewise presents

a potential for interaction, but as a module,
not in the scale of life. The intention is to

Attila Pokorny' Artwork | Photo Credit: Temesvari-Téth Adrien
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reflect back on the audience an awareness of
the physical space of the building with art/
sculpture as the catalyst for this...

Takacs Mate’s approach is more subversive for there are allusions to formal structure, but as the presentation is tentative it becomes like an organic
version of minimalism. There is no reverence for the art object here, more a casual interactivity and performance allocation of materials to site. This
work is more about systems of living for as Takacs Mate says, “““I drew my inspiration from the self-producing, self-educating, and remembering
capabilities of the plant life that surrounds us, compared to the parallel of human conscious thought. I tried to enter the life of a tree, too often
cut early in its cycle of life for industrial needs/production and too easily thrown away. The inherent parody is that as these trees create their life
sculpture, they loose their life sustenance (moisture). This was where I entered the tree/plants new life, struggling between my own artistic vision of
the sculpture and how the wood itself as life sculpture would unconsciously and procreatively conceive its process in life. «

Visually we perceive an implied cycle of motion is the oven wood ellipses, all of this suggestive of some biotic system or cycle re-presented as
a construct. Mate has this understanding of the sculpture as object. He builds this into the process-oriented language of his sculpture theatrically,
and then he takes the process a step further by de-configuring the configurations. He does this by leaving the edges rough, the attachments exist
as if they had fallen by chance into these configurations. The installation/sculpture has in its conception a very presentational form but is never
conceived with a view to completion or modeling and this is the key to the piece. Here the object-hood of the art installation piece is turned in on

PR 2R G i 2B 17 R “RE AR XA KR,

EREH - 184

B vl - M (Takacs Mate) HYAESEAERBMAL L, #ENTSfE LETE BT, XXMM, AR HOL,
MR T HOR AR T 2 T B AR, XL AR 5 Granary @SN ES—FERO I T /6 TS A, X5 EMEMER, Hib, 5
Wr - MRREAOMEEAE (RSE) SSHNIRA (ZAR) sits—A s s - S (Robert Morris) F£197 14 HE i I 5 2 3 i 22 ] i vk
P EARMAR RS, BLAh, KRR IE T 2008 F fERFFEREAR MR B RIT R IN . SCRIH B AR R B s BB TR, i A5 A
m AR RIS T HF AT REdE, (HRRAERT Bingt, Wi AREHE 21O A 08 . BRATTRY H AR JROMIOUL A DA AR sl ik 28 g i A 39 ) 2 350
O ER 22 TN,

Bvel - MRk E RGE N, WOV RKRERE TIEXEH, HREXIEXGSHNMEARAE, E5e Rl L CaRA,
FAVEXNZ R EARMN G RAFEHRE, BERESHUGNEB LN YT ERER DAL, XMEERSRE L RAER RS, ENEFx
Wi - MR CBRM AR A RAE ., BHRNGLIRLICRPRERE, RS ARRREBR AR, T iRE
Tolp AP iR E, AR AR A a0 Bk ik tk, HFHRSMHHERT, RRDETRXERAER, ABEH SN
BB LR R ARG, A T R A Ay TR RIE TR OKAY) o XX BB AR R 0 AT A3 R N a5, A il 22 R 2 AR A S
AR B A A M S AT AE A A s b AR S A AR IS TS A .

AT BE L5 B9 F0 A TR I B 25 (R i@ B JRL 30T, A S S NI AR 2] 1 5 BT R Ll B — 6 A 0 R el i B J00. le
THERE AR R, DX Rk K 2 A B 2R T D R A T S ROR AR A e e T B AT R S BRI R R ATE T — 2, ik
WD SRR, EMRA ARG WA LI, UPXERURMABRARNEER, BB ACTKHHK, EM&b, REMMEEA SR
—AMREFEEA, ER MR DRI H0E SRS RGO, XX MR, X R TR RS AR BERAR A8 E
HOAS I SE BT XA g5 4

84 PLBLICARTRECOLOGY  December 2011

itself to become a tentative, and fluid
form/structure.

The fluidity of Takacs Mate’s nature
sculpture is achieved with wood in
large flat sections. The wood is not
characteristically used in sculpture
this way. The whole structure
holds together haphazardly, as if
by chance, and for a moment only,
before some anticipated moment
of deconstruction. This temporary
structural character references
nature’s entropic processes. At Mate
comments, “A delicate balance was
found between my wants and the
needs of the wood, this balance
pushed both of our boundaries
beyond our own individual
limits. The process of reeve by
temporization, turning and fitting into
each other of pieces of wood, forms
itself as a heavy conformist route.
Continuity without breaking... My
artwork reaches out, and seeks to go
beyond material concerns, addressing
such subjects as desire, passion or
experience. Can we learn to further
ourselves from each others’ wants and
needs? The ongoing push and pull in
life becomes a game of patience and
perseverance. Where to in the end?
... An exquisite balance can always
be found. The worst thing is to not
even try to find your balance...”
Takacs Mate’s language is about
form — nature’s structures and human
built structures and architectures. He
leaves the process open, impermanent
and in a state of tentative balance.
Realizing we are a part of nature,
we gather a sense of purpose in our
times. Art involves an ethics of truth

to experience, and the materials can

express these realities in so many diverse ways. All materials whether synthetic or natural, derive from nature. Constantin Brancusi understood this
in the early 20th century when he made the Endless Column. These truths are still at the heart of our connectedness to all the energies of life. We
are a part of nature. Nature is the art of which we are a part.
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