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Seres LdszI6 legutobbi kidllitdsai (2006-2009, Miskolc; Mumbai; Ui Delhi; Bu-
dapest) majd harminc év sziinet utdn kovették korai képeinek 1978-1979-gs
bemutatdit. A hdrom évtizede Miskolcon rendezett kamaratdrlatok szinte telje-
sen visszhangtalanok maradtak a korabelo kazegben. Mveit eqy palyakezdd
mivész szdmyprobalgatdsainak vélték, holott — ma mdr jol ldthato -, azok
érett és kiforrott munkak voltak.

Mveinek és pdlydjanak szinte telies ismeretlensége eredmenyezte azt a rdcso-
ddlkozdst, amely a MissionArt Galériaban 2008-han és 2009-ben rendezett ki-
dllitdsait fogadta. A korai olajképeket és papirmunkakat felvonultato tdrlatok,
mint valamiféle megdabbentd felfedezéseket, leleteket tdrtdk a kizonség elé
alkotdsait, hiszen nagy résziik még sosem kerilt a nyilvanossag elé. A mappdk-
ban és polcokon rejt6z6 mévek az eltelt 30 év alatt semmit sem veszitettek ere-
jiikhdl, az elzdrtsag megmutatta iddtlenségiket. A szakmai fogadtatds jellemzo
megnyilvanuldsa, az utobbi évtizedek magyar mivészetének térképének dn.
feher foltjait” emlegették, mintegy meglelve a korai Seresen ennek kifdltdit
vagy mondjuk Ggy egy , hidnyzo mévészettorténeti lancszemet”. E Budapest
centrikus orszdgban torvényszerGen kellett élniik olyan alkotoknak és létezniik
olyan életmdveknek, amelyek ondlloan makadtek, figgetlendl oz aktudlis hi-
vatalos, és az aktudlis underground mvészeti iranyoktdl és csoportoktol. Talan
nem volt jellemzd, de az anmagdt néha kissé tilértékeld , centrum”, az ott folyo
eseményekkel, az oft mkadd intézményekkel és személyekkel valo kapesolat
nélkil is létrejohettek maradandd és korszerd mévek, életmdvek. A hatvanas,
hetvenes évek magyar modemizmusdnak voltak vidéki centrumai, még ha ezek
a centrumok néha csak egy-eqy személyhez, elszigetelt alkotohoz katddtek, ily
modon kizdrva persze akdrcsak az informdlis intézményesilés lehetdségét is.

Az, eqyéni utak”, mint mévészettirténeti fogalom tibb mindent jeldlhet. Gyak-
an az egyéni 0t nem csak a szélesebb mivészeti irdnyzatokon kiviil tevékeny-
keddket jellemzi, voltak, akik ezeken belil mikadtek, de nem Budapesthez,
hanem direkt modon a nyugati mivészeti centrumokhoz kapcsolodtak. Ezek
féleg azok a nagyon fiatalon nyugatra disszidalt mivészek, akik vagy haza sem
tertek, vagy hazatérve nem tudtak kapesolodni az 1970 kériil, vagy kordbban
kialakuld csoportokhoz. Seres LaszIo pdlydja ez utobbi lehetdséget példdzza.

Az 1945-ben sziletett Seres LaszIo az otvenes évek végétdl a miskolci mivész-
telepen lf szileivel, édesapja Seres Janos festémivész. A mar mikodd grafikai

The latest exhibitions of LaszId Seres (20062009, Miskolc; Mumbai; New Delhi;
Budapest) followed an almost thirty-year interval after the presentations of his
early works in 1978-1979. The chamber exhibifions held in Miskolc three dec-
ades ago remained almost totally echoless af the time. His works were regarded
the maiden efforts of a career-starter arfist, although, as we can clearly see it
foday, they were mature and accomplished works of art.

The almost complete obscurity of his works and career resulted in the amaze-
ment that surrounded his exhibitions organised in MissionArt Gellary in 2008
and 2009. The early oil paintings and paper works were presented fo the au-
dience like some kind of astonishing discoveries or findings as many of them
were never before visible in public. The way these works of art were received by
professional circles is well exemplified by the so-called “white patches” on the
map of the Hungarian art of recent decades that were frequently mentioned, as if
they had found early Seres to fill the void, being a missing link in arf history. In
this Budapest-centred country it is natural that there had to be such arfists and
life-works that existed by themselves, independent of the prevailing official or the
current underground art directions and groups. Perhaps it was not typical but it
was certainly possible for enduring and modern creations and life-works to come
fo existence without being connected to the events, institutes and people of the
“centre” that somefimes slightly overvalued itself. The Hungarian moderism of
the sixties and seventies had centres in the country, even if these centres were
sometimes only related to one person or isolated arfist, thus naturally excluding
the possibility of institutionalising even informally.

“Individual ways” as a concept of art history may refer to various things. Often the
individual way does not only characterise those working outside the mainstream art
frends; there were some artists who did operate within these trends but instead of con-
necting to Budapest they directly linked themselves to the western art centres. These
are mainly the artists who emigrated to the west at a very young age and either never
returned home or, returning o Hungary, they could not integrate to the groups that
formed around 1970. The career of Liszlo Seres exemplifies the latter possibility.

Born in 1945, Laszl6 Seres lived at the Miskolc artist colony with his parents from
the late 1950s, his father being painter Janos Seres. Using the copperplate press-
ing and lithio press machines of the already functional graphic art studio, he made
his first prints at the age of 13. Qutside school he spent most of his time at the
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mihely rézkarcnyoma és litograf gépeivel 13 évesen készitette els nyomata-
it. Iskoldn kivil a legtdbb idejér a mivésztelepen folfi, leginkabb az ebben az
iddben nyaranta it dolgoz Kondor Béldval és az itt laké Lenkey ZoliGnnal. Ok
azok, okik mellett élete részévé valik o mvészet, és az életrdl, o lénél vald
gondolkodas természetessége. A fizenéves fiinak e ket emberrel eltoltott idd
alapvetGen meghatdrozta életét. , De legfontosabb az, hogy kinyilt @ mivészet
vildga szamomra. Alkohol és beszélgetések, a miivészet szelleme kdrbevett és
kitélttt. Ez lett a cé], amit meg kell valdsitanom. - rja Gnéletrajzdban. O is tgy
jdr - mint néhdny kordn ér6 palyatdrsa, foleg Kondor - , hogy mire a fdiskoldra
keril 1967-ben, mar majdnem készen van, Ggy érzi, alig van mit tanulnia. Sokat
olvas, klasszikusokat, kedvenc kéltGje Rimbaud, és o modemeket o Nagyvildg-
ban, a Kortdrshan, Idtja az dsszes Gj hullamos filmet, valomi mégis hidnyzik neki,
szlknek és kevésnek érez itthon mindent. A Képzémiveszeti Féiskoldn sem taldl-
jo meg azt a szellemi kazeget, amely inspirding, amelyben jol érezhetné magdt.
Az els6 év elvégzése utdn dissziddl, Amerikaba megy, eqy New Yorkhoz kozeli
kisvdrosba, majd par honap molva New Yorkba koltazik. Az elsé nagy élmények
utdn —Van Gogh, Pollock, egy nagy absztrakt expresszionista kidllitds, Perui pri-
mitfv mévészet, a Modern Mdzeumban Picasso és Cezanne - festeni kezd.

Az Allamokban készilt festményeit nem ismerjik, csupdn néhdny rajza ma-
radt fenn ebbdl az iddbdl. Honapokig Long Islandon €l egy hippi kolonidban,
kizben folyamatosan alkot. , Kezd beesteledn; a fisk nagyon muzsikdlnak
az alattam Iévd lakdsban. Ma jo nap van. Emberek mdszkdlnak a holdon?”
—kérdi az itthoniaktdl egy 69. jilius 18-an kelt levelében. Napilapok helyett
mivészeti kanyveket és magazinokat olvas, kidllitdsokra és filmklubokba jdr,
ismerkedik Amerikdval. Ebben az évben, tobb szdz jelentkezd kizil, Gszton-
dijasként veszik fel a Cooper Union of Art and Architecture 3. évfolyamara.
A felvételire masfélszer ket méteres képeket nydjtott be. Alapvetd élmenye
Klasszikusok mellett a kortdrs absztrakt festészet, kozilik is leginkdbb Jackson
Pollock mvészete. Ismert mivei formailag mégis inkabb Morris Louishoz és
Andre Massonhoz dllnak kazel, sét, néhdny Henri Michaux rajzzal valo hason-
losaguk megdabbentd, bar 6t ekkor még egydltalan nem ismeri. A kortdrsak
mellett gyakran visszatér Picasso és Cezanne képeihez, eldbbi esetében a képi
ritmust, utobbinal a redukdlt, konkrét foltok/formdk koncentraltsdgdt jegyzi
meg maganak. Az amerikai tartdzkodds minddssze két évig tart, ugyanis behi-
vot kap a hadseregbe, azaz Vietdmba, amit tbb probdlkozds utdn mdr csak
a hazatéréssel tud elkerilni.
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artist colony, predominantly with Béla Kondor, who used to work there in the sum-
mers, and Zoltdn Lenkey, who resided at the colony. They were the arfists in whose
company art became part of his life, just as the naturalness of thinking about life
and existence. The time the fesnager boy spent with these two men fundamentally
determined his later life. “But the most important thing is that the world of art
opened up for me. Alcohol and discussions; the spirit of art surrounded and filled
me. This became the goal | had to achieve,” he wrote in his autobiography. Just
like some of his early maturing colleagues, mainly Kondor, by the time he started
his studies at college in 1967, he was almost ready, feeling he had very little to
learn. He read a lot, his favourite poet was Rimbaud and the modern sin journals
like Nagyvildgban and Kortdrs, he saw all the new wave films and sfill he was
missing something; he felt that everything in his country was somehow limited and
insufficient. He failed o find the intellectual community at the College of Fine Art
that would inspire him, in which he could feel good. After completing the firsst year,
he emigrated to America, first settling in a small town near New York and after @
few months he moved in New York. Following the grand initial experiences — Van
Gogh, Pollock, a great abstract exhibition, Peruvian primitive art, Picasso and Cé-
zanne in the Modern Museum — he starts fo paint.

We do not know the paintings he made in the States as only a handful of draw-
ings sunvive from those fimes. He lived in a hippie colony for months, while he was
working constantly. It is getting dark and the boy sin the apartment below are
playing music enthusiastically. It's a good day today. Are there people waking on
the Moon?” he asks his friends in Hungary in his letter of 18th July 1969. Instead
of daily papers, he reads art books and magazines; he attends exhibitions and film
clubs and tries to get familior with America. This year, out of hundreds of applicants,
he is granted scholarship as the third year student of the Copper Union of Art and
Architecture. He submitted paintings in the dimensions of one and a half metres by
two mefres. In addition to the classic artists, his predominant experience is contem-
porary abstract painting, in parficular the art of Jackson Pollock. Still his known works
are formally closer to Morris Louis and Andre Masson; furthermore, their similarity to
some Henri Michaux drawings is astonishing although Seres did not know him at all
at the fime. Besides the contemporaries, he often returns to the pictures of Picasso
and Cézanne; he borrows the image rhythm from the former and the concentration of
the reduced, concrefe patches/shapes from the latter. His American stay lasts for only
two years as he is drafted to the army, in other words to Vietnam, which he tries to
avoid several times, finally resorting to refurning home.



Seres 1976-ban fejezi be a fdiskoldt Budapesten, festé-restaurdtor szakon.
Hazatérése utdn évekig csak rajzokat készit. Eqy levelében emliti, hogy Pollock
tobb évig (1950 utdn) csak fekete fehér képeket festett. Seres 76-ig csak
papirmunkdkat készit, fdleg tusrajzokat és nehdny tempera képet. E rajzok
1észben folytatdsai az amerikai Ot eldtti miveknek, amelyek mdr mintegy
megeldlegezték az ottani élményeket. Konstrukcid /. és Il vonalhdloi részben
meg loza szerkezetek. Az . talan Kondor érzékeny vonalrdcsaira, kusza, de
mégis rendezett rajzaira, vagy kép részleteire emlékeztet, de a /1. esetében mar
elttinik o minimdlis téri jelleg is, a szerkezet felbomlik, és a vonalak stkban
tarfott ritmussd rendezédnek. Az elsd , mesterek”, Kondor és Lenkey hatdsa
leginkdbb az 1963-as litogrdfidkon érzddik, melyek még figurdlis alkotdsok
és jol beleillenek a sokszorosito grafika akkori modern vonulatdba. Az a né-
hany litogrdfia és rézkarc, amely ebben az iddben készilt (Négyzet, 1967,
Magyardzat, 1970), sok rokonsdgot mutat azokkal a méivekkel, amelyeket o
sokszorositd grafika kisérlefezd irdnyaként szokds emlegetni, és amelyek ekkor
tintek fel eldszor a miskolci Grafikai Bienndlékon. A grafika azonban tolzott
katdttsegekkel jdrt, elvette az azonnali megcsindltsag lehetdséget, a munka-
fazisok szétfordelték az alkotds folyamatdt, amely nem kedvezett Seres habi-
tusanak és munkamaodszerének. Seres mivei mindig egy Gléshen keszilfek,
meg a nagymeéretl, munkaigényes festmények is. A féiskola alatt tobb szdz
tusrajzot készitett, az egészen kis mérettdl a majd méteres lapokig. A mévek
jellemzen sorozatok részei, egy-eqy nekifutdssal — mérettdl fiiggden - 3-8
1ajz is készilt.

A 70-ben készilt miivek szorosan kit6dnek o New York-i élményekhez (Orvény,
Tanulmény 1., 11.), 71-t6] rajzolja azokat a lapokat és sorozatokat, amelyek o
késtbbi nagy olajkepekhez vezetnek. A Rajz (1971) mdr azzal a csurgatdsos
technikdval készil, amivel tobb jelentds mdvet keszit majd egy évvel kestbb.
Egyértelmd lenne Pollock hatdsdt latni e festésmodban, azonban e hatds csak

nagyon Gttételes. Seres késtbbi csorgatott munkdiban (Mozgds 1., II., Il Pi-

lanat, 1972, Terjeszkedés, 1974.) mindvégig megmarad a papir alapndl,
melyre tussal vagy temperdval dolgozik. Az a fajta sokrétegd, mdr szinte térél-
menyt nyGjto gazdag strukturdltsdg, amely Pollock képeit jellemzi, ndla sosem
fordul el6. E mGvek inkabb rajzok mintsem festmények, és a képelemek inkdbb
ajzolt”, mint csurgatott vonalak. E rajzokon a spontdn elengedettség nagyfokd
koncentrdltsdggal pdrosul. A szabad gesztusok folyamatos letétele feljes kontroll
alatt torténik. Ez az ellentmondds nehezen feloldhato, magyardzatot tulajdon-

Seres completes college in Budapest in 1976 at the faculty of painting-restoration.
After he returns to Hungary, he only makes drawings for years. In a letter he men-
fions that Pollock only painted black and white pictures for several years (after
1950). Until 1976 Seres only creates paper works, mainly tint drawings and some
fempera pictures. These drawings are partly a continuation of his works before his
American journey, which in o way had preceded the experiences he had there. The
line networks of Construction . and If are still partly loose structures. Number [is
perhaps reminiscent of the sensitive, yet well-organised ling structures or image
sections by Kondor but in case of /], even the minimal spatial features disappear,
the structure disintegrates and the lines are organised in a rhythm kept in plane.
The influence of the first “masters”, Kondor and Lenkey, are mainly felt in the
lithographs made in 1963, which are till figural works and well fit in the then
modern trend of reproductive graphics. The few lithographs and copperplates he
made at this time (Square, 1967, Explanation, 1970) show a great deal of re-
|ationship with the works that are often referred to as the experiencing direction of
reproductive graphics and that first emerged at the Graphic Biennales in Miskolc af
the time. However, graphics involved oo many restrictions, made it impossible to
immediately create something complete, the work phases broke up the process of
production, all of which did not suit the character and work method of Seres. His
works were always created during one sit, even the large paintings requiring a lot of
fime and energy. During his college years he made hundreds of tint drawings from
finy sized ones to sheets of almost a meter. These works are typically parts of series;
depending on the size, he would complete 3-8 drawings in one go.

The works of art prepared in 1970 are strongly attached to his experiences in New York
(Vortex, Study I, I.), and from 1971 he drew the sheets and series that later led o
the large oil paintings. The Drawing (1971) was already created using the trickling
fechnique that was featured on several significant paintings he would make a year
later. It would be obvious to assume the influence of Pollock in this painting method
bu this effect is very indirect. In the later trickled works made by Seres (Movement I,
I1,, I, Moment, 1972, Expansion, 1974) he never departs from the paper base, on
which he works using ink or tempera. The rich structuring, almost providing the viewer
with the experience of space, which was so characterisfic of Pollock’s pictures, never
occurred in the career of Seres. These are rather drawings than paintings and the im-
age elements are “drawn” rather than trickled lines. In these drawings, spontaneous
looseness is paired with a high level of concentration. The constant presence of free
gestures takes place under complete control. This contradiction is hard to solve; it is
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képpen csak maguk a mvek nydjthatnak. A rajzi elemek olyan szdvetté dllnak
dssze, amelynek minden eleme mds és mds, egyiitt nézve azonban mintha egy
szabdlyos elemekbdl felepild struktirdt ldtndnk. Az dsszevisszasdg, a kdosz vd-
lik renddé e vonalak, pontok révén, a hibdtlansdg, a tokéletesség érzetét keltve.
Mintha végtelen madon, minden iranyban folytathat rajzok lennének e lapok,
melyeknek ldtszolagos hatdrt csak a papir szélei jelentenek. Az ismétlddés és a
szimmetria teljes hidnya szintén a végtelenség hatdsat erdsiti.

A Jelek, 1., I1. (1971) és az Eldtte (1972) cimi§ munkdin a gesztusok redu-
kalodnak, kvazi jelekke stirisodnek, a kontroll még erdsebbé valik. E mivei
mutatnak a legnagyobb, hasonldsdgot Michaux tusrajzaival. Néhol (Vazlat
I, 1972) a z6ld akvarell foltok és a tussal késziilt, vastagodd, majd elvéko-
nyodd vonalak valamiféle ngvényi omamensre emlékeztetnek, mintha kinai
tusfestményt ldtndnk. A motivumok kés6bb dsszébb hizédnak a felileten, nem
toltik ki a telies, rendelkezésre dllo mezdt. A tekergd, ives és érzékien finom
vonalak elfGinnek, helyettiik gyakran vdgdsszerd suhintdsok veszik dt a helyet.
(Egyszerd ritmus, 1973). A lendiletes vonalak halozatdba kiszélesedd foltok
kerilnek, melyek mintegy erdtér sirisadési pontjai mikadnek (Rajz, V.,
1974). A foltrendszer gyakran kubisztikus szerkezetbe tomaril, eltdvolodva
a kezdeti gesztusok vonalhdlojatol. (Vdzlat HIl., 1976)  rajzok és akvarel-
lek utdn készilnek hosszd idd utdn Gjra oz els6 olajképek (Tanulmdny I, I,
1976). A kvetkez6 évben jelentds mivek egész sora szilefik (Impresszid,
Nagyitds, November, Az elsd nap, 1977). Ezek olajfestmények, és dgy tinik
mintha oz elfelt néhdny év tobb szdz rajza csak mintha elokészilet lett volna
ezekhez az dsszegzésekhez. A vaszonra festett olajkepek faktirdja sird, tobb
16feqli szovevény, amelyen részben visszatér a 72-es nagy rajzok feret kifdl-
t6 kompozicioja, de az ives, konnyed gesztusok helyett a festékés szigoribb
és feszesebb nyomait lathatjuk. Mintha sok kéz dolgozott volna egyszerre a
vasznak feldletén, a friss és ldgy festékpdszmdi és felvilland foltjai mintha egy-
szerre szilettek volna. A kibogozhatatlan feliletkezelés rendkivil bonyolult és
rendkivil homogen, érzéki, anyagszer( és energidval feli. E kepeken messze
tavolodott a kordbbi csurgatott technikatdl, megis itt keriil legkdzelebb Pollock
mivészetéhez, akit mesterének fart. Seres egy levelében fria, hogy a Pollock
szdmdra a festés nem egyéb, mint cselekvés. Ehhez szeretett volna eljutni, a
tiszta, onértekd festdiséghez. Bartok egyik utolso mévet hallgatva megjegyzi,
hogy kazel érzi azt Pollock képeihez: kontraszt nélkili egyenletes alaphang
uralkodik a felileten és az iddben.
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only the works themselves that may provide explanation. The drawn elements unite
into such a texture every single element of which is different; however, when seen
together, they areate the sensation of a single structure made up of regular elements.
The disorder and chaos becomes orderly as a result of these points and lines, produc-
ing the impression of perfection. As though these shests were drawings that could be
continued in any direction, only seemingly bordered by the edges of the paper. The
complete lack of repetition and symmetry also strengthen the effect of infinity.

In his works titled Signals, I, Il. (1971) and Before (1972), gestures were reduced,
virtually condensing info signals, while this control becomes even stronger. These
works show the greatest similarity to the tint drawings by Michaux. In some cases
(Draft 1., 1972) the green water-colour patches and the ink-drawn lines that first
thicken and then become thin again remind us of some sort of plant omament, as if
we were looking at a Chinese fint drawing. The motifs then become slightly more con-
tracted on the surface, not filling in the whole available area. The meandering, arched
and sensually fine lines disappear and instead they are replaced by slashes of lings,
often reminiscent of cuts. (Simple thythm, 1973). Broadening patches appear in the
nefwork of dynamic lines, operating as the condensation points of the field of force
(Drawing, 1-1V., 1974). The system of patches is often dlustered in a cubistic structure,
departing from the line network of early gestures (Draft i, 1976). These drawings
and water-colours were then followed by the first oil paintings after a long time (Study
[, 11, 1976). The next year sees the birth of a whole row of significant works (Impres-
sion, Magnification, November, The First Day, 1977). These are oil paintings and it
seems as though the hundreds of drawings created throughout the past few years were
only preparations for these summaries. The facture of the ol paintings on canvas s o
dense jumble of several layers, partially echoing the composition of the large drawings
filling space from 1972; however, instead of the arched, relaxed gestures, we can see
the sfricter and tighter traces of the painting spatula. As if there had been several hands
working on the surface of the canvasses af the same time, creating the fresh and soft
paint beams and the flashing patches all at once. The unsolvable surface management
is extremely complex and homogenous, sensual, material-like and full of energy. In
these pictures, the arist leff the earlier trickling technique far behind, yet itis here that
he came closest to the art of Pollock, whom he regards as his master. In a letter, Seres
writes that painting is nothing else than pure action for Pollock. This is what he imed
to achieve: pure, self-contained pictorial quality. Listening to one of the last works by
Bartok, he remarks that he feels it is close to Pollack’s pictures: the surfuce and the
time is dominated by the contrastless, even fundamental tone.



1978-ban Gjabb jelentds olujképek sziletek, taldn e korai iddszak fmvei.
Néhdny képének nem ad cimet, csak szammal ldtja el Gket. Két festménye, az
flom utdn (Keletkezés) és a 13-76-as részben o 77-gs festményekhez kap-
csolodnak. Az elsd Hantai Simon gy(irdtt képeire emlékeztet, de azok mecha-
nikus motivum ismétléseivel ellentéthen ez sokkal ldgyabb és aprolékosabb. A
technikdja nehezen rekonstrudlhato, tobb réteg felhorddsa utdn visszamosassal
készilhetett. Az egymdsha hatold, egymadst fedd és dtszeld foltokbol felépitett,
szakadozott rongyokra vagy dszi avarra emlékeztetd foktira biomorf hatdst
kelt, de a rendkivil bonyolult és leithatatlan rendszer egy tiszta képletté dll
dssze. A 13-78s jelzetli kép szerkezetében hasonlit az eldz6haz, de itt az
ecsef és a festokés haszndlata tiszfdn latszik. Barna alapon mélykék, lendile-
tesen elindulo, majd elhald vonalak ritkdsabb hdlozata, amelyben hideg zold
foltok, vonalak villannak eld, és végiil az egészet behdlozo kapart gesztusok
lazitjak o feluletet. Seres itt mdr messze jdr az amerikai élményeket megha-
tarozo absztrakt expresszionizmustdl, a nagy formdk és tiszta szinek erdtelies
hatdsaitel. Egy kordbbi levelében emliti, hogy: , Az itteni fluoreszkdldan erds
szinek hatdsdra diféirtem a fort szinek haszndlatdra”, tehdt mdr o New York-i
tartdzkoddsa alatt szembefordult az oft tapasztaltakkal. Mint irja jegyzeteiben,
minden mivészet csak a sajdt talajabol bir kindni és fejlddni. Nos az 6 talaja
mindvégig itthon volt, bdrhol jart, barhovd utazott. Ahogy Ferenczy Karoly imp-
resszionizmusa és késdbb a magyar vadak fauves-izmusa is mindvégig silyos,
nehézkes maradt, kissé foldszagu, szemben a francidk elegdns és zsenidlis
kannyedségével és folszabadultsdgdval, Ggy az 6 nonfigurativ méveszete is ot
ayokerezik valahol Nagy Istvanék siirdi pasztellpdszmaiban.

Ebben az évben, 1978-ban fest még egy nagyméreti olajkép sorozatot
(14-(17-78), melyek tagjai lényegében csak szineiben témek el egymastol. A
siirl, vastag festékhaszndlat jellemzd ezekre mivekre is, am a kordbbi bonyo-
lult strukrirdk helyett egyszeribb képletek |athatok. A fiiggdlegesen és dtlosan
leereszkedd és egymdsba fonddo erGvonalak apro gesztusokbdl dllnak dssze,
ezek vibrdlo rezgése idéz egy primitiv, de mindent dthatd ritmust.

Az 1970-es évek mvei egy folytonos egészet képeznek, eldgazdsok és kitérdk
nelkiil, amely a 77, 78-as nagy olajképekben és a 79-ben keészitett akva-
rellsorozatban teljesedik ki és zdrul is egyben. E néhdny év termése, amely
tulajdonkeppen az életm( elsd fele, és a hatvanas évek kazepén gyokerezik,
szorosan kapesolhatd ahhoz a lirai absztrakt vonulathoz, amely itthon a Zugl

In 1978 he created further significant il paintings, perhaps the masterpieces
of the early period. He does not give fitles fo some of his pictures, only marking
them with numbers. Two of his paintings, Affer Dreaming (Genesis) and number
1378 are partly linked to the paintings from 1977. The former is reminiscent of
the creased pictures of Simon Hantai but unlike to repetition of the mechanical
motif on those images, the work by Seres is much softer and as more detailed.
Its technique is hard to reconstruct; it was probably made using re-washing after
applying several layers. The facture built up of interpenetrating, overlapping and
infersecting patches, reminiscent of forn rags or autumn forest litter, create a bio-
morphic sensation but the extremely complex and undescribable system combines
in a clear formula. As for the painting number 13-78, its structure is similar to the
previous one but in this case the use of the brush and the spatula is clearly miss-
ing. Itis a looser network of deep blue lines against a brown background, starting
off dynamically and then thinning away, in which cold green patches and lines
pierce forth, while the scratched gestures entangling the picture, loosen the whole
surface. Seres is now far away from the abstract expressionalism characteristic
of the American experiences, the strong effects of large forms and clear colours.
In an earlier letter he mentions, , Influenced by the strong, almost fluorescent
colours here, | have adopted the use of broken colours,” so he turned against the
American experiences while he was still in New York. As he writes in his notes, art
of any kind can only grow and develop from its own soil. Well, his soil was always
in Hungary, wherever travelled in the world. Just as the impressionalism of Karoly
Ferenczy and later the fauvism of the Hungarian wilds also remained heavy and
slightly earthy, as opposed o the elegant and brilliant buoyancy and looseness
of the French, so is the non-figurative art of Seres rooted somewhere in the thick
pastel beams of Istvdn Nagy and his contemporaries.

In the same year, in 1978 he paints one more large-size oil painting series
(14-(17-78), the elements of which practically only differ in their colours. The
thick and heavy use of paint characterises these works as well but instead of the
earlier complex structures we can see simpler images. The vertically and horizon-
fally descending and interweaving beams are consfituted by tiny gestures; the
vibrating flutter of these shapes creates a primitive but all-pervading rhythm.

The works from the 1970s constitute a composite whole without detours or off-
shoots, culminating and terminating in the large oil paintings of 1977 and 1978,
as well as the water-painting series from 1979. The fruits of these handful of
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kor tevekenységében koncentrdlodik. Annak ellenére igy van ez, hogy Seres
nem is ismeri e mivészek tevekenységét, még részhen az G elézményiknek
tekinthetd Kornis mivészetével is csak késébb taldlkozik. A hatvanas években
megkezdett irdny, amely az absztrakciohoz vezefett, természetes megerdsitést
nyert New Yorkban, ahol a New York-i iskola kidllitdsat nézve és a kortdrs
qaléridkat latogatva sajdt dtidt ldtja igazolva.

A hetvenes évek végén Seres abbahagyja a festést és a rajzoldst, életmivében
28 év sziinet kovetkezik. E kizben hét évig irja a 2004-ben magyar és angol
nyelven kiodott kinyvét Az Univerzum keletkezése és kialokuldsa cimmel.
A filozofiai md olyan alapfogalmakat kutat és magyardz, mint a kouzalitds,
a lét és letezés, a hidnydllapotok, az anyag, a tér és az idd, a mennyiség
és mindség viszonya. Modszerét intuitiv logikanak nevezi. A kitetben szamos
megadllapitds taldlhato amelyek bizonyos szemponthol magyarazzak, vagy
inkdbb aldtamasztidk kordbbi munkdssdgdt. A bizonyossdg megtaldldsa, fel-
ismerése és beldtdsa, mint cél, tobb féle eszkdzzel is megvaldsithato, mind a
gondolkodds mind a képek nyelvén. Az objektiv létez, szubjektumtol fiigget-
len lehet csak tokéletes, mondja Seres, ezért probdlja kikapcsolni az egot festés
és rajzolds kozben.

Seres 28 év szinet utdn kezd Gjra festeni. Majd szdz darabos Fej sorozatdt
kidllitia Miskolcon, majd Uj Delhiben és Mumbaiban s, ahol 1994 6ta resta-
urdtor mitermet vezet. Az6ta oft és Miskolcon &l felvdliva, a teleket Indidban,
az év mdsik részét itthon t6lti. IndiGhoz az Ot Amerikdn keresztil vezetett,
ahova 1992-ben ldtogatott el Gjra. Ekkor két hetet foltitt egy dn. asramban,
amely valldsi, kulturdlis, mévészeti, oktatdsi kizpont és dltaldban zardndok
hely is egyben. Két év milva hosszabb iddre Indidba utazott, ekkor vetddatt
fel és valosult meg a restaurdtor miterem gondolata. Az Indiaban toltott ho-
napok és évek nem mdltak el nyomtalanul. ,4 stilusom és mentalitisom
ismét viltozott, amely az indiai képek restaurdldsinak kozvetett hatdsa.
Megértettem, hogy a miivészet nem stilus, a kép nem téma kérdése.” — irja
onéletrajzaban. 2006 utdn eldszor fdleg papir munkakat készit, kestbb tér
vissza o vészonhoz, akeyllal, maid olajfestékkel dolgozik. Ujabb mévei a Fej
sorozat képeivel kezdddnek, miutdn fia, Ddvid harminc évesen meghal egy
tragikus balesetben. A korabban figurdlis munkat sohasem készitd Seres egy
véglefekig redukalt fej vdltozatait festi szinte monomdnids modon, szdmtalan
valtozathan. A néhol mar a felismerhetdség hatdrdn dllo fejek szinte csak
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years, which is practically the first half of the life-work, are rooted in the mid-six-
ties and can strongly be connected to the lyric abstract trend, which concentrated
in Hungary in the activifies of the Zuglo Circle. This is true despite the fact that
Seres did not know the activity of these artists and he only later encounters the
art of Kornis, who can partly be regarded as their precursor. The direction started
in the 1960s, which then led o abstraction, gains natural reinforcement in New
York, where Seres sees his own direction justified as he attends the exhibition of
the New York school and the confemporary galleries.

At the end of the seventies Seres stops painting and there is a 28-year interval in
his life-work. In the meantime he takes seven years to write his book fitled The
Genesis and Formation of the Universe, published in Hungarian and English in
2004. The philosophical writing investigates such basic concepts as causality, life
and existence, states of deprival, the relationships of substance, space and time,
quantity and quality. The book includes several statements that in some respect
explain or rather underpin his earlier works. It s only the objective existence,
independent of subjectivity, that can be perfect according to Seres, which is why
e tries to swifch off his ego while painting and drawing.

Seres started painting again after an interval of 28 years. He exhibits his Head
serigs of amlost a hundred pieces in Miskolc and then in New Delhi and Mumbai,
where he has been managing a restoring workshop since 1994. Ever since then he
has lived there and Miskolc alterately: winters in India and the rest of the year in
Hungary. His road to India led through America, where he visited again in 1992.
He then spent two weeks a so-called asram, which is a religious, cultural, artistic
and educational centre and generally also a pilgrimage venue. At the same time.
Two years later he travelled to India and it was then that the idea of a restoring
workshop occurred fo him. The months and years spent in India left their marks.
“Wy style and mentality changed again, which is a direct influence of restor-
ing Indlian pictures. | have understood that art is not a matter of style and the
picture is not the matter of theme,” he writes in his autobiography. After 2006
first he mainly prepares paper works, later returing canvas, using acryl and then
oil paint. His new works start with the images of the Head series ofter his son,
David dies in a tragic accident at the age of thirty. Seres, who never before made
figural works, now paints the excessively reduced variations of @ head in an almost
monomaniac fashion in several versions. The heads, which are somefimes almost
beyond recognisableness, are practically only organised from gestures in icon-like



gesztusokbol rendezddnek dssze ikonszer( siritettségben. A Fej sorozat zdr6
akkordjanak tekinthetd —bdr azokral részben fiiggetlen- az a hdrom nagyme-
tef(j, sokszoros életnagysdgban megfestett md, amely mar 2008-ban késziil.
(Tekintet, Fej, Zold fej, 2008) Az utébbi egy évben sziiletett mévek részben
visszatérnek a korai munkdk szelleméhez, amennyiben nonfigurativ képek, de
a sGrin festett, szovetszer( faktirat, egy oldottabb nagyvonald formaképzés
valtia fel. A korabbi Gsszetomaritett képtér - mely szinte csak a festék vastag-
sgdra korlatozodott - kinyilt, és hangsilyos szerepet kap a vdszon gyakran
semleges sikja, amely nem lezdr, hanem teret képez. Ebben a legvégsdkig o
monokiom képekkel jut el (Z6ld kép, 2008, Cim nélkil 0. 1-09) amelyeken
a kép belsé tere egyetlen szin tonusaiban és a felilet puhasagaban oldo-
dik fel. A késtbbi csurgatott, vagy festett feliletek nagy formai és technikai
valtozatossagot mutatnak. Ez azonban nem az Gt keresését jelzi, hanem o
befogadai nyifottsdgot és kisérletez kedvet. A gyakran jdtékos motivumok-
1ol (Ritmus, 2008, Selyem, 2009) , a drdmai hangy, expressziv képeken
(Kdosz, 2009), és u jelekké sirisadatt gesztusokon dt (Jelek, 2009), eljut
egyfajta mintha tdjakig, amelyekben eltinik, vagy inkdbb szétfoszlik min-
den motivum, minden forma. (Japdn, 2008, Pérds horizont, 2009). Seres
hitvallasa szerint mvészete ,non ego festészet”, amelyben a mivész csak
mint médium mkadik kozre, hogy szubjektumdn keresztil az objektiv mi-
vészet megnyilvanulhasson. 1dézzik ide azokat az alapvetéseket, melyek az
1979-es miskolci kidllitdsanak katalogusaban jelentek meg és amelyekkel a
mivész a mai napig azonosul:

® Jelen vagyok gondolatom sziiletéséndl, feladatom, hogy élni hagyjom.

® / papir fehér, még érintetlen, de ha egy vonalat hiizok rd, oft vagyok.

® legielenik a szin és a ritmus — prébdlok kapcsolatot teremteni velik, és
ha ez zavartanul sikerdi, munkdm eredmeényes.

® (épeimen a szubjektiv elemeket (példdul a forma) igyekszem elkerilni.

® fqyfujto objektiv kép elkészitésére vllalkozom.

® A sdiga szin scrga szin, a vonal vonal, a ritmus ritmus legyen. Felodatuk
nem az illusztrlds.

® A hangulat, az élmény, az elmélyedés mélysége, ami valtozik — a cél
ugyanaz. Harménidt taldlni az anyaggal.

® Nem akarok sajdt vildgot teremteni.

o [ festészet gyakorlot és nem elmélet.

Kishonthy Zsolt

pictorial essences. The three large-size paintings prepared in several fimes larger
than actal size (Sight, Head, Green Head, 2008) can be regarded as the closing
accord of the Head series, although they are partly independent of that series and
were created in 2008. The works prepared in the past one year partly return fo the
spirit of the early paintings and drawings in that they are non-figurative images
but the thickly painted, texture-like facture is replaced by a more dissolved, looser
management of lines. The previously condensed space of the images, which was
almost completely limited o the thickness of the paint, has opened up, while the
often neutral plane of the canvas has an emphatic role as it does not close down
the image but rather constitutes space. Seres reaches this stage in his completely
monochrome pictures (Green Image, 2008, No address o. 1-09), in which the in-
ternal space of the picture is diluted in the tones of a single colour and the softness
of the surface. The later trickled or painted surfaces show great diversity of form
and technique. This, however, does not indicate an artist looking for his direction
but his openness as a recipient and his experimenting spirit. From the often playful
motifs (Rhythm, 2008, Sik, 2009), through the dramatic, expressive images
(Chaos, 2009) and the gestures condensed in to pure signals (Signals, 2009),
he reaches some sort of quasi-landscapes, where all motifs and forms disappear or
rather dissipate (Japan, 2008, Humid Horizon, 2009). According to his arfistic
credo, the art of Seres is “non-ego painting”, in which the artist only participates
as a medium so that objective art can manifest through his subject. Let us quote
here the arguments that were published in the catalogue of the exhibition held in
Miskolc in 1979 and with which the arfist can identify to this day:

® | am present as my idea is born and it is my duty fo let it live.

® The paper is white, still untouched, but if | draw a line onfo i, | am there.

® (olour and magic appear — | fry to make contact with them and if | can do
it smoothly, my work has been successful.

® | fry to avoid subjective elements (for example forms) in my pictures.

® | undertake the creation of some sort of objective images.

® Yellow colour should be yellow, lings should be lings and rhythm should be
thythm It is not our task to illustrate.

® |t s the mood, the experience and the depth of immersion that changes —
the goal remains the same. It is fo find harmony with the material.

® | do not intend to create my own world.

® Painting is practice and not theory.

Isolt Kishonthy
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KONSTRUKCIO 1., 1964 KONSTRUKCIO I1., 1964

kinai tus, 295x416 mm kinai tus, 295x421 mm
FEJ MADARRAL 1., 1963 FEJ MADARRAL I1., 1963

litogrdfia, papir, 328x288 mm litogrdfia, papir, 379x278 mm

10
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NEGYZET, 1967
litogrdfia, papir, 289x301 mm

1




T — ATLANTI OCEAN (LONG ISLAND), 1969
= tus, papir, 205x280 mm

- TAJ, 1968
| tus, paphr, 307x432 mm



ORVENY, 1970
tus, papir, 211x174 mm
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TANULMANY 1., 1970
tus, papir, 334 x 458 mm

TANULMANY 11., 1970
tus, papir, 320 x 460 mm



JELEK 1, 1971
pdc, papir, 306x430 mm

RAJZ, 1972
tempera, papir, 445x617 mm




NARANCS DIMENZIO, 1971
tempera, papir, 304x475 mm

16



CiM NELKOL, 1972

0SZTAS, 1972

fus, papir, 243x332

tus, papir, 488x627 mm

SIERKEZET, 1972
tus, papir, 300x430 mm

VAZLAT, 1972

pdc, akvarell, 328x490 mm

17



NS . 1.- .
MOZGAS I1., 1972
tus, papir, 590x837 mm

18



MOZGAS 1, 1972 Py ot
tus, papir, 590x837 mm RSN
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VAZLAT, 1973
tus, papir, 300x430 mm



PILLANAT, 1972
s, pdc, 573x831 mm

fu

21






GESZTUSOK 1., 1973 GESZTUSOK 111, 1973

tus, papir, 327x415 mm tus, papir, 210x295 mm
GESZTUSOK II., 1973 GESZTUSOK IlI., 1973
tus, papir, 300x430 mm tus, papir, 300x430 mm

23



Al L\
RAJZ1,1974 RMZII, 1974
tus, papir, 330x470 mm tus, papir, 239x343 mm
RAJZ NI, 1973 RAJZ IV, 1973

tus, papir, 240x326 mm tus, papir, 240x326 mm

24



TERJESZKEDES, 1974

tus, papir, 466x497 mm

TERJESZKEDES, 1974
tus, papir, 432x562 mm

25



FEL, 1974

tus, papir, 210x295 mm

26



RAJZ, 1975
tus, papir, 346x439 mm

RAJZ, 1975
tus, papir, 307x433 mm

27
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TOMEG 1., 1975
papir, tus, 325x474 mm

28



VAZLATI, 1976 T 7
tus, akvarell, papir, 238x329 mm

VAZLATII., 1976 VAZLAT 1L, 1976
tus, akvarell, papir, 234x325 mm tus, akvarell, papir, 240x330 mm

N |

29



1976

!

7

7

TANULMANY A KEPHEZ

-_.... = o0

farost, 34x48 cm

laj,
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1976

5x48 cm

!

4

farost, 34

olaj,
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RAJZ1., 1977 RAJZII., 1977

tus papir, 250x350 mm tus papir, 300x430 mm
RAJZ 1NN, 1977 RAJZIV., 1977

tus papir, 235x328 mm tus papir, 210x295 mm
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ALOM, 1978
olaj, vdszon, 65x93,5 cm
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NOVEMBER, 1977
olaj, vaszon, 63x91 cm




AZ ELSO NAP, 1977
olaj, vdszon, 68x95 cm




83x86 cm
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17-78,1978

90
olaj, vaszon, 87,5x136,5 cm
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Ja

vaszon

olaj,




14-78, 1978
olaj, vaszon, 96,2x140,2 cm

16-78, 1978
olaj, vaszon, 93x136,5 cm
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13-78, 1978
olaj, vaszon, 118,5x166,3 cm




ALOM UTAN (KELETKEZES), 1977
olaj, vaszon, 118x163 cm
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HANGULAT I., 1978
akvarell, papir, 340x475 mm

HANGULAT 1., 1978
akvarell, papir, 340x475 mm



ELMENY 1., 1978
akvarell, papir, 590x837 mm

ELMENY XIV., 1978
akvarell, papir, 493x654 mm
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FEJ ., 2007 FEJ11., 2007
akryl, papir, 48,5%33 cm akryl, papir, 46x30,5 cm
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FEJ IV., 2007

akryl, papir, 46x30,5 mm

FEJ 111., 2007

akryl, papir, 48,5x32,5 m
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CiM NELKOL, 2006
akryl, papir, 70x50 cm

46
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Z0LD KEP, 2008
akryl, vaszon, 112x91 cm

47




TEKINTET, 2008
olaj, vaszon, 112x91 cm







CiM NELKOL No 1-09, 2009
akryl, vaszon, 112x91 m




SELYEM, 2008
akryl, vaszon, 92x98 m

51




JAPAN, 2009
olaj, vdszon, 214x152 cm

52



PARAS HORIZONT, 2009
olaj, vaszon, 70x100 cm




ZUHANAS, 2009
olaj, vaszon, 115,5x92 cm




MOZGASBAN 1., 2009
akryl, vaszon, 70x100 cm

MOZGASBAN I1., 2009
akryl, vdszon, 70x100 cm
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VOROS ES ZOLD, 2009
olaj, vaszon, 100x70 cm

56



SARGA KEP, 2009
olaj, vaszon, 97x118 cm




IS
-
LN
IS
o~
—
—
><
—
o~

'’

aszon

,

akryl, v




SZOVEVENY, 2009
akryl, vaszon, 67x137 cm

59



SZOVET, 2009
akryl, vaszon, 100x70 cm
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RAJZOLT KEP, 2009
vegyes technika, vaszon, 80x150 cm

61



KA0SZ, 2009
akryl, vaszon, 90x115 cm

62



Z0LD FENY, 2009
akryl, vaszon, 70x100 cm




SZURT FENY, 2009
akryl, vaszon, 70x100 cm

64



KEK GESZTUSOK, 2009
olaj, vaszon, 70x100 cm




JELEK, 2009
akryl, vaszon, 141x70 cm




KEK NO, 2009
olaj, vaszon, 125x50 cm
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akryl, papir, 57,5%40 cm
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SZEPTEMBER, 2009
olaj, vaszon, 100x110 cm

69




SERES Ldszlo
(1945-)

1945-ben, egy vadaskert erdészhdzaban sziletett, a felvidéki Felsdbalogh
kozelében.

1961-161 csalddjdval nyaranta miskolci mivésztelepen élt, késébb végleg
ide koltoztek.

1967-ben vették fel a Kepzémiveszeti Fdiskoldra, festd-restaurdtor szakra.
1968-ban az USA-ba dissziddlt, ahol két évig, fdleg New Yorkban élt. Fel-
vételt nyert Cooper Union of Art and Architectre 3. évfolyamara, itt grafikai
és festészeti tanulmdnyokat folytatott.

1976-ban végzett a Féiskoldn. Ekkor ismét infenziven festett.

1978-ban két andll kidllitasa volt.

1994 ota a teleket Indidban, Bombayban tolti, ahol egy indiai kollegdid-
val restaurdtor méhelyt alapitott.

2006-ban, 28 év sziinet utdn kezdett ismét festeni. Uiobb miveibl Mis-

kolcon, Bombay-ban, és l]i Delhiben, korai munkdibdl Budapesten és
Miskolcon a MissionArt Galéridban rendeztek kidllitast.
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Laszlo SERES
(1945)

1945 - he was born in the forester’s lodge in a game reserve near Felsé-
balogh in Slovakia.

From 1961 - he spent the summers at the Miskolc artist colony and later
they moved here permanently.

1967 - he was admitted to the Department of Painter-Restorer of the Bu-
dapest College of Fine Arts.

1968 - he emigrated to the USA, where he lived for two years, mainly in
New York. He was admitted to the 3rd year of Cooper Union of Art and
Architecture, where he studied graphics and painting

1976 - he graduated from the College. At that time he was again painting
intensively.

1978 - he had two individual exhibitions in Miskolc and in the following
28 years he did not create works.

Since 1994 - he has been living and working in Miskolc, Hungary and
Mumbai, India.

2006 - following a 28-year interval, he started to paint again. Exhibitions
on his later works have been organised in Miskolc, Mumbai and New Delhi,
while his early works have been exhibited in Budapest and Miskolc in the
MissionArt Gallery.



MissionArt Gallery
Budapest

Right from the beginnings, MissionArt Gallery has placed equal emphasis on contemporary and classical modern painting. Half of the 110 exhibitions held since
1990, the year of its foundation, introduced contemporary art, several of them realised in abroad. During the nearly two decades, in addition to the exhibitions,
the activities of the Gallery resulted in more than 30 books, catalogues, as well as more than 300 newspaper articles, radio and TV reports reflecting to them.
Following Miskolc and Budapest, the venues of the foreign exhibitions include Vienna, Berlin, Paris, Munich, Los Angeles, Stuttgart, London, Ludwigshafen,
Rome and Moscow among others, while the articles of the Hungarian press were followed by reviews in Die Zeit, the Los Angeles Times, the Siddeutsche Zeitung
and the Financial Times, commenting on the now international organisations of MissionArt Gallery. At the art fairs of Berlin and Basel, they already exhibited
as the Hungarian participants of international art trade. The art hisforian founders and owners of the Gallery are both legal experts, who were selected into
the members of the Széchenyi Literary and Arts Academy in 2005. Based on the votes of journalists, MissionArt Gallery has won the exclusive prize of Gallery
of the Year on two occasions. Managers and owners of the Gallery, LdszIo Jurecsko and Zsolt Kishonthy hope that activity contributes to making 20th century
Hungarian and contemporary fine arts widely known and bringing art closer and closer to festivals and everydays of our lives. They believe that art trade,
offering expertly selected works of art, is a border area between culture and economy that is capable of seeing spiritual and material values at the same time,
managing to create harmony between the enjoyment of arts and the safety of “investors”.

MissionArt Gallery

1055 Budapest, Falk Miksa u. 30.
Telephone: (36 1) 302-8587, fax: (36 1) 301-0195
Mobile: (36 30) 958-8925
budapest@nmissionart.hu

3530 Miskolc, Széchenyi u. 14.
Telephone/fax: (36 46) 326-906

Mobile: (36 30) 978-5908
miskolc@missionart.hu

www.missionart.hu
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