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TIBOR IZAJAS — Flesh Painting V (detail) 1978

TIBOR HAJAS: Make — Up Sketches I (detail) 1979

TIBIR HAJAS — Flesh Painting I — Dragon (detail)

TIBOR HAJAS: Make — Up Sketches II (detail) 1979

LASZLO BEKE

TIBOR HAJAS: Image Whipping — performance w Bercsenyj Gallery Budapeszt
DO T.H. 1978

Okolo trzeciej nad ranem, z udreczonym umyslem, pograzony w glebokiej roz-
terce, zaczynam czyta¢ teksty Tibora Hajasa. Moja rozterka ciggle rosnie: to co
czytam jest odrazajace i Zenujace — litery palg papier i moje oczy ciezkie od snu,
kreci mi sie w slowie: w niektorveh mieiscach iest to tak ohvdne 7e miic7ze NDr7e-



TIBOR HAJAS: Make — Up Sketches II (detail) 1979

LASZLO BEKE
DO T.H.

Okolo trzeciej nad ranem, z udreczonym umystem, pograzony w glebokiej roz-
terce, zaczynam czyta¢ teksty Tibora Hajasa. Moja rozterka ciagle rosnie: to co
czytam jest odrazajace i zenujace — litery palg papier i moje oczy ciezkie od snu,
kreci mi sie¢ w glowie; w niektéorych miejscach jest to tak ohydne, ze musze prze-
rywaé czytanie dla chwili ulgi; tymczasem obrzydzenie ustepuje miejsca cynizmo-
wi, ktéry jest mi dalece bardziej potrzebny, aby méc sie znowu skupié. Zaczynam
czyta¢ od nowa i szepcze modlitwe, oby to byl juz koniec, obym mogl sie czego$
uchwycié, jakiejs lagodzgcej okolicznosei — zaroéwno dla autora jak dla mnie — su-
Zzrajace], ze wszystkd to sg metafory i nalezy je rozumie¢ jako przenosnie. Bo tej
okropnosci nie da sie opisaé, lamie sie piéro i oldwek, zacinaja sie klawisze ma-
szyny do pisania, butwieje papier.

Ale nie ma usprawiedliwienia — skoro juz zostalo napisane, nic na to po-
radzi¢ nie mozna. Nie moglem tam byé by przeszkodzi¢ w jej ujawnieniu, ale na-
wet gdybym tam byl niewiele by to takze pomoglo. Ostatecznie moje oburzenie
jest $mieszne, dziecinne i obludne, poniewaz ta my$l istniala na dlugo przed jej
faktycznym zrealizowaniem, i w kazdej chwili mogta sie objawié¢ w konkretnym
ksztalcie. A nawet je$li zniszezyé ja w jej materialnej formie, na proézno bedziesz
prébowat odpedzié¢ ja od siebie — pozostanie w twojej pamieci na wieki.

No céz, nie ma usprawiedliwienia — ale czy to znaczy, Ze nie ma takze roz-
grzeszenia? I dlaczego mam to braé na siebie? Jak sie w to wplatalem? Czy to
moj interes? Czy naprawde mys$lisz, moéj wszechwiedzacy przyjacielu, ze bedzie
mi brakowa¢ tego pogardliwego usmiechu skierowanego do zalosnego, zasmarka-
nego moralisty, za jakiego mnie uwazasz? A ja tylko chce by twoj uémiech stal
sig jeszcze bardziej zaklopotzny. Nie oszczedzaj sie i niech zobacze, ze ty takze
przezywasz udreki, czujesz sie nieszczesnym, nedznym stworzeniem! Ostatecznie
powiniened zdawaé sobie sprawe, ze to wszystko jest o tobie! Czy sadzisz, ze mo-
zesz nadal ukrywac¢ sie udajac, ze jestes zajety zagadnieniami stylu, gdzie stajesz
wobec takich zdan: ,,Wyobrazalem sobie ciebie jako stan umystu, ktéry zaréwno
oflepia blaskiem jak i jest czarny jak smola, ale bylem wstrzasniety spostrzeze-
niem, Zze to co$ wiecej niz poezja, poniewaz tego wszystkiego mozna doswiadczyé
cialem — twoim cialem...”

Nie moge zaprzeczyé¢, Ze jestem osobiscie zainteresowany wszystkim co Tibor
Hajas moglby zrobi¢. Nie jestem w stanie pozbyé sie tego i nie spoczne dopodki
go nie pokonam i nie zdemaskuje. Mysle, ze tym razem sam sie zadenuncjowal.
Pisze: ,,Podzegam was do grzechu, do popelnienia wystepku abyscie stali sie wolni,
od przekonania sie czy wystepek naprawde istnieje; wystepek, ten ciemny i olénie-
wajacy stan umystu i ciala; wystepek, istota i najstodszy aromat seksualnosci,
istnienia; wystepek, ktéry otacza nas ukryty za tysiacami masek — jako tabu,
jako prohibicja, jako rozkosz — jako poezja, jako wolno$¢.” Co gorsza, zniza sie
on do podania tak wielu przykladéw ohydy, ze to wyklucza mozliwosé — nawet
czesciowej — realizacji. Gdyby to nie bylo prawda, nazwalbym to fikeja, ktora
jest SZTUKA. Odwrotnie: jesli byloby to- prawda, mozecie by¢ pewni, ze to nie
jest SZTUKA.

I wlasnie w tym punkcie tok jego rozumowania zboczyl na manowce — i mo-
zna by to réwniez logicznie udowodni¢. Bo on starannie dobiera wszystko czego
wystgpek potrzebuje aby wyjS¢é poza dziedzine fikcji — jednak nie dysponuje
zadnymi $rodkami umozliwiajgcymi realizacje tego celu z wyjatkiem sztuki. To
jest oczywiste, moina to rozpozna¢ w kazdym jego dzialaniu i dziele fotograficz-
nym: odznaczaja sie one przenikliwa formalng pieknoscig, tak intensywna, ze 'ric
nie moze jej doréwnac¢ z wyjatkiem autentycznego kiczu. (Mniej sie na bacznosci,
uczony czytelniku, moze nigdy w Zyciu nie spotkale$ sie -z prawdziwym kiczem:
to co bierzesz za kicz jest tylko jego nedznym surogatem.) I, jak- przypuszczam,
bardzo on ubolewal nad tym, ze z tego najpodlejszego ze swoich tekstéw nie byt
po prostu w stanie usung¢ calego mnoéstwa szczegdlow, ktore sg wspaniale i piek-
ne. To jest az nadto oczywiste: taka metoda jest wlasnoscia moralisty.

Koncowy argument Tibora Hajasa: ,,Slowa nie sg koncem wszech§wiata, ale
jego poczatkiem. Slowa majg uczynié mozliwym to co bylo poprzednio niemozli-
we.” Wszystko zalezy od tego jak oceniamy te dwa zdania. Poezja jest wszy-
stkim (a mimo to nadal poezjg) — poezja jest niczym (ale Nic jest absolutne).

Nie ty masz sadzi¢ czy Abraham — ktéry mial mys$l, ale nie by? w stanie
jej zrealizowaé — jest winny morderstwa.

Laszlo Beke

TIBIR HAJAS — Flesh Painting I — Dragon (detail)

TIBOR HAJAS: Image Whipping — performance w Bercsenyj Gallery Budapeszt
1978

TO: T.H.

About there o’clock in the morning with tormented brains deeply distrassed
1 start reading the texts of Tibor Hajas. My distress is ever growing: what I'm
reading is repulsive and embarrassing — the letters are scorching the paper as
well as my eyes heavy with sleep, my brain reels; at some points it is so hideous
that i must stop for a few moments of ease, meanwhile disgust gives way to
cynicism that is far too necessary to help me to recollect myself. I start reading
again and breathe a prayer, I were at the end of it, I wish I could find some-
thing to grasp at, some attenuating circumstance — both for the writer and my-
self — suggesting that all these are but metaphors and should be understood in
a figurative sense. For this monstrosity is indescribable, it breaks pen and pen-
cil, the keys of the typewriter get stuck, the paper moulders.

But there is no excuse — once it has been put down there is no help for it.
I could not be there to prevent its disclosure and hat I been there it could not
have helped either. After all my indignation is ridiculous, childish and hypocriti-
cal for the idea was ahead of its actual realization and ready to take shape at
any time. And even if you have destroyed it in its .materialized from it would
be vain for you to try to banish it — ti will linger about your mind — forever.

Well, there is no excuse — but does it mean at the same time that there is
no absolution either? And why shall i take it upon myseif? And how did I get
involved? Is it my business? (Do you really think, my omniscient friends, that
I shall miss the scornful smile that is addressed to the miserable, snotty moralist
you take me for? But I wish your smile became the more embarrassed! Do not
spare yourself and let me see that you also suffer torments, feel yourself a wre-
tched, mean creature! After all you should realize that it is all about you! Or do
yeou think that you ean still hide yourself pretending to be busy at stylistic prob-
lems when confronted with such sentences: , I fancied you as a state of mind
both dazzling and pitch-dark, yet I was shocked by the perception that this is
more than poetry;‘ for it all can be experienced in the flesh — in your flesh...”

I cannot deny that I have a personal concern in whatever Tibor Hajas would
do. I cannot get rid of its effect and I will not rest till I have conquered and
inmasked - him. This time I think he has denounced himself. He writes: ,I incite
you to sin, to commit crime in order to be free, to learn if crime really exists:
crime, this dark and dazzling state of mind and body: crime, the essence and
sweetest flavour of sexuality, of existence; crime, that is hanging about us in
a thousand guise — as taboo, as prohibition, as delight — as poetry, as freedom.”
To make matters worse he stoops to add as many an instance of abomination that
it precludes the possibility of being — if partly — executed. If it were not true
I would call it fiction that is ART. In return: if it were true, you can be sure
that it is NOT art.

And it is this point were his train of thought went askew — and this might
be proved logically as well. For he carefully arranges eveything the crime needs
in order to transcend the realm of fiction — but he has no means of execution
ai his disposal except art. This is evident, you might recognize it in each action
or photo-work of his: they show a piercing formal beauty in its intensity not
to be equalled except by the genuine kitsch. (Beware, learned reader, perhaps
you have never met kitsch preper in your life: what you mistake for kitsch is
but a poor surrogate.) And — I suppose, much to his regret — he was simply not
able even from this basest writing of his to remove a lot of details which are
magnificent and beautiful. It is too evident: the method belongs to the moralist.

The final argument of Tibor Hajas: ,,Words are not the termination of the
universe but its commencement. Words are to make something possible that was
impossible before.” It all stands or falls how we judge these two sentences. Poe-
try is all (nevertheless still poetry) — poetry is nothing (but Nothing is absolute).

It is not you who is to judge if Abraham — who had a thought but it was
not in his power to accomplish it — is guilty of murder.

(Translated by Gyorgy F. Szephelyi)
Laszlo Beke
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REPORT

Art and the Consciousness of Self

. Art isv

. Since we are talking of art, it makes on sense to ask whether it exists.

Art is steeped in commonplace reality as a value or as a nonentity. Its value
is derived from particular realizations and views, individual contaets and
private identities. The nonentity of art appears as its esoteric character, its
cultural ascription to a particular society. Not understanding the language
which formalizes an act of art, and not being familiar with its social conno-
tations, we ireat it as a superficial decoration.

The nonentity of art is power and energy.® Art was most successful at the
very moment of its decline. Potential energy contained in a disin_tegrat'ing
(collapsing) conception of art is the motive power of art. This makes possible
the emergance of ever new constitutions of art.

The sphere in which art functions is consciousness. Being a product and fun-
ction of consciousness, art comes into being as the intuition, prognosis of
something to come, to happen. Consciousness is entangled in material reality.
It is shaped by that reality and is a mental supplement to the material world,
an interpretation and description of it.

The determining effect of the real world does not permit the individual too
great an extent of individualization. What more, all essential formative proce-
sses of individual consciousness take place in close relationship to the commun-
ity.- The community shapes the model of our individual world while the tra-
ditional forms of handing down knowledge constitute the compass, the limits
of our world.9

The relationships and dependences existing between the individual conscio-
usness and the collective one are universalizing and uniformizing. We must
read as others do, see in the way others do. We must think in the same way:
though there are no clear-cut limits imposed on thinking, the community has
no difficulty in recognizing individuale who think differentlv The cammon

5. A subjective formulation of art provides a reasonable way of definig the di-

10.

. Intuition

fference between an extremital cognitive activity and a copying or reprodu-
cing popularizing practice. An extremital work of art® (extremital matrix) is
a projection on the individual consciousness of reality explored through art
or a transmission between entities of individual consciousness.

A copying activity amounts to popularizing an extremital matrix in the
community, to introducing this matrix as a generality into the set of beliefs
of the collective consciousness. = ‘ '

. The romantic tradition h=s encumbered intuition with the ballast of super-

fluous meanings, seeing in the metaphysical identity of artist and demiurge.
The notion of intuition should be cleared of these misleading meanings, re-
cognizing that this is a method of exploring the world on a par with the
intellectual one. As intuitive might be regarded a cognitive. procedure which
would try to comprehend the essence as a whole without proving each ‘ele-
ment. Anway, it is alwes possible to-establish the truth. In the domain of
art, the truth may be established by popularizing practice, by spreading ex-
tremital intuitions in the sphere of collective consciousness.

interpreted in this way supplements inellectual cognition, makes
the process of cognition more congenial to the psychological structure of man
and his way of thinking.

The subjective character of art and its individual shape make of it kind of
mirror in which both artist and recipient can look at themselves.® This
looking-glass makes it possible for an individual to find himself, to confirm
his identity and uniqueness.

. The mirror of art makes it possible for us to understand the meaning of our

individuality and to reconstruct this individuality in a situation in which the
hard facts of reality seem to uniformize and dissolve it in collectivity._
On the other side of the mirror is the conscionsness of self.

II1

. The identity gained through extremitzlization is a new form of consciousness.

It is that consciousness of self!®) which enables one to see and know more.

The consciousness of self is a form mof creative construction of the world.
The constructed world of intrinsic identity is isomorphic with the world exist-
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Art and the Consciousness of Self

Art isV

- Since we are talking of art, it makes on sense to ask whether it exists.

Art is steeped in commonplace reality as a value or as a nonentity. Its value
is derived from particular realizations and views, individual contacts and
private identities. The nonentity of art appears as its esoteric character, its
cultural ascription to a particular society. Not understanding the language
which formalizes an act of art, and not being familiar with its social conno-
iations, we ireat it as a superficial decoration.

. The nonentity of art is power and energy.® Art was most successful at the

very moment of its decline. Potential energy contained in a disintegrating
(collapsing) conception of art is the motive power of art. This makes possible
the emergance of ever new constitutions of art.

The sphere in which art functions is consciousness. Being a product and fun-
ction of consciousness, art comes into being as the intuition, prognosis of
something to come, to happen. Consciousness is entangled in material reality.
It is shaped by that reality and is a mental supplement to the material world,
an interpretation and description of it.

The determining effect of the real world does not permit the individual too
great an extent of individualization. What more, all essential formative proce-
sses of individual consciousness take place in close relatronshlp to the commun-
ity.- The community shapes the model of our individual world while the tra-
ditional forms of handing down knowledge constitute the compass, the limits
of our world.®

The relationships and dependences existing between the individual conscio-
usness and the collective one are universalizing and uniformizing. We must
read as others do, see in the way others do. We must think in the same way:
though there are no clear-cut limits imposed on thinking, the community has
no difficulty in recognizing individuals who think differently. The common
sense of the collective world does not tolerate too great differences: persons
of a different turn of mind are classified as geniuses or madmen, eliminated
from the society or deprived of any influence on shaping the outlook on life.

The growihg uniformization of individuals is a result of the triumph of the
learned conception of the world. An unshakable faith in the power of science,
supperted by the brilliant achievements of technology, is a new global reli-
glon. Learned models of the world are becoming a standing formula of art:
a study of art, a study of media, a study of social contexts are the slogans
of learned men who are convinced that this world is after all a well-ordered
place. It should only be improved, bettered, studied. At the opening of this
century, avant-garde artists and theoreticians saw in science and technology
a remedy for the growing uniformization and determination of the individual.®
This view, for years compromised by practice, is still attractive. Because lear-
ned men have no ambition to see the whole, they are satisfied with a frag-
ment, a particle. It does not matter that the technological competition makes
for the dismantling of the globe. At the same time, it has occasioned general
development owing to which dry-shavers have bee improved.

The fascination with construction and function® has made art objective. The
subject still exists but only as a vestigial relic, a necessity. Anonymous art
is the ideal. The artist has done his job and run away. The growing anony-
mity of mediumal art is a consequence of its fragmentariness. Successive
fragmentary contributions are in fact objects which can be manipulated, which
can be collected. Quantity is to turn into quality. Nonentity into meganonen-
tity.

We have stated that the essence of a learned attitude is its objectivity. Ano-
nymous objectivity is inherent even in slogans of a conceptual and modelling
character. Conceptualism can be recognized as a form of mediumalism, of
course bearing in mind that instead of a technological medium, it made use
of the medium of scientific or rather para-scientific language.

11
A comprehensive interpretation of art precludes its anonymous objectivity.
The subject (artist recipient) is the sole and unique being in which are focussed
all the processes taking place in the community.®

This change in the point of view is not merely a formal device. It is a change
in the perspective, taking in art as a specific method of cognition.

Awareness of the subjective? character of art has further implications: in-

'cidental individual experience and cognition is just as valid as the cumula-

tive action of questing communities.

This cognition through art is the opposite of scientific cognition: appearing
in a number of subjective statements, it questions the meanings of objective
cognition. Subjective understanding of art gquestions above all the cumulative
character of art. We may speak of the development of art, under no circum-
stances of | progress. A work of art is produced (calléd into being) as an indi-
vidual mental-and-material matrix whose originator and recipient are con-
crete individuals.

"The individual character of cognition through art has a deep humanistic di-

mension. Determined and iniversalized -individual consciousness can in a su-
cessive cognitive (creative) act stake out a new sphere, a new field for
penetration. Going beyond existing limits and stereotypes, it generates a new
extremital value which before becommg a new stereotype discovers that
which is unknown.

5. A subjective formulation of art provides a reasonable way of definig the di-

10.

=1

iference between an extremital cognitive activity and a copying or reprodu-
cing popularizing practice. An extremital work of art® (extremital matrix) is
a projection on the individual consciousness of reality explored through art
or a transmission between entities of individual consciousness.

A copying activity amounts to popularizing an extremital matrix in the
community, to introducing this matrix as a generality into the set of beliefs
of the collective consciousness. »

The romantic tradition h2s encumbered intuition with the ballast of super-
fluous meanings, seeing in the metaphysical identity of artist and demiurge.
The notion of intuition should be cleared of these misleading meanings, re-
cognizing that this is a method of exploring the world on a par with the
intellectual one. As intuitive might be regarded a cognitive procedure which
would try to comprehend the essence as a whole without proving each -ele-
ment. Anway, it is alwes possible to-establish the truth. In .the domain of
art, the truth may be established by popularizing practice, by spreading ex-
tremital intuitions in the sphere of collective consciousness.

Intuition interpreted in this way supplements inellectual cognition, makes
the process of cognition more congenial to the psychological structure of man
and his way of thinking.

The subjective character of art and its individual shape make of it kind of
mirror in which both artist and recipient can look at themselves.® This
looking-glass makes it possible for an individual to find himself, to confirm
his identity and uniqueness.

The mirror of art makes it possible for us to understand the meaning of our
individuality and to reconstruct thisindividuality in a situation in which the
hard facts of reality seem to uniformize and dissolve it in collectivity.

On the other side of the mirror is the conscionsness of self.

111
The identity gained through extremitzlization is a new form of consciousness.
It is that consciousness of self!®) which enables one to see and know more.

The consciousness of self is a form mof creative construction of the world.
The constructed world of intrinsic identity is isomorphic with the world exist-
ing outside us.

Constructions of the individual consciousness of self have the traits of ,arti-
tficial” reality. The consciousness of self produces the object of its cognition,
constructs matrices and patrices.

. The condition of self-consciousness is the common goal of individuals. They

attain this condition through artistic, scientific and ideological activity. A com-
plete reconstruction of his individual psyche is man’s aim.

In its extremity, the full consciousness of self functions like an astronomical
black cavity (black body).lV It is a particular state of concentrated (extremely
congested) consciousness. When the extremital state is attained, every impulse
coming from the outside reality is absorbed by this self-conscious unit.

But the (gravitational) energy of the consciousness of self prevents the sending
out of any creative intuition, makes marking impossible.

It is possible to recognize this state of the consciousness of self through obser-
vation of the disturbances in the environmene, a singular influence on the
consciousness of others, on the collective consciousness.

Duchamp’s programmatic lull in creation was a state marking the collapse of
his consciousness. The meaning of this Iull can be deduced from the effects of
his inactivity in avantgarde art.

The state of self-consciousness is to considerable degree independent of the
biological existence of the individual attaining it. For biological death does
not dismantle the consciousness of self, which can continue as a cultural
value. In this respect, man does not die instantaneously but by stages.l?

The state of self-consciousness has not been thoroughly explored. The aim of
creative work is to explore the consciousness of self. Then Homo Faber beco-
mes Homo Creator.1®

Andrzej Lachowicz
September 5, 1979

Notes:
Translated by Henryk Holzhausen
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It is possible to shorten this definition even further.

Nonentity as the energy of creation. The now collapsing formula of Conceptu-
alism is leding momentum to other ideological propositions. Mediumalism is in
the process of being dismantled. The more it stresses the essence of media, the
more it compromises itself.

L. Wittgenstein, Tractatus Logico-Philosophicus

Futuristic Manifesto

Constructivists and the Bauhaus Circle

Holism as an Art, Andrzej Lachowicz, PERMAFO 1976

Ryszard K. Przybylski, A Few Notes on the Subjective Formulation of Art,
PERMAFO 1979

A. Lachowicz, Extremital Art, PERMAFO 1978

Maria Golaszewska, The Man in the Miror of Art, 1977

Elements of this consciousness of self are inherent in Husserl’s conception of
pure consciousness

A more comprehensive interpretation of this idea is given by L. Oster in
Modern Astronomy, Warsaw 1978, PWN Publishers

Wiodzimierz Sedlak, Bioelectronics

A transformation stipulated by Marx and resulting from an emancipation of
labour
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