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May, 1982

1f you drive about hour to north from New
York, you will come to a small town called
Westport. Here, you will find a simple but
sturdy white house of a good-old-American
style surrounded by huge green trees,
beautiful tulips, wild cherry blossoms and
many other flamboyant flowers on a large
land, apparently over 66,000 square
meters.

Mr. Batuz was born in an Hungarian
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noble family and, as such, grew up in a
house served by many servants. Soon,
World War 11 errupted, and he was forced
to flee from his country and start a new
life in South America. Today, Mr. Batuz
devotes himself to creation works in this
tranquil and beautiful countryside with his
wife and his youngest son, Tas who is
almost like his grandson.

As | listened to Mr. Batuz telling me of
his life story as we sat in front of the
fireplace, huge logs blazing, 1 could almost
understand why his works were as they
were. His works on paper, that is using
pulps as material, or rather creations of
paper itself emit a simple strength: not a
superficial strength, but, I would say, a
determination deriving from his principle
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of life.

1 am extremely happy that Hara
Museum of Contemporary Art is holding
an exhibition of Mr. Batuz's works,
“Batuz's works in paper,” for the first
time in Japan, and to have his presence on
this occasion. I would like to take this
opportunity to thank most warmly Mr.
Batuz for his very valuable assistance in
making this exhibition possible, as well as
to the collectors of his art and museums
for generously allowing us to use their
precious collections. I would also like to
express by gratitude to Dr. Dieter Ronte
of Museum Moderner Kunst in Vienna for
recommending us to hold a Batuz
Exhibition.

Thank you.



23— AR HCRE PR ST

SFPINe 2R —
et &
RTFL A T A v R KHihh

£l B R SR RN T RN AR
TWwa AR EL, KRLEDESMET S 4w
f20, AR PRI TS L, Lo
EEOBRES L LA EERLETINS
LI AVbDATHEL VI B LDH LV L
BLTYWEDTHSE, Lirl, EfEzns
3 Atz l
Tk TR 2 )y
whkunz li,
EMENZLELIEALEHENTS -
Th, HNEEHRL TOLIRERIZ AR
12H 5 FH 6 DEREORIST & L1502
2o TOENTHD, 23, KMITEE
D PR TW BIFICED AL S
T34000 Ty Yl 5 Li3kLT
Ao,
Dy (32— HOBEDRAE L ol & D R B

T L THBAELT

FOR THE BATUZ'S SHOW IN TOKYO

Rafael Squirru

Connecticut, 1982

Art Critie

Founder and Former Director of

the Modern Art Museum of Buenos Aires

Many believe that abstract art is removed
from nature; that unless they ean
recognize the form of a tree or of a flower
something is being taken away from them
and that they are left 5o to speak without
that point of reference that makes them
feel more secure, more sure of themselves.
But though art may have none of these
useful aids, still in some subtle, in some
indirect way, nature will be present.
However introspective the artist's gaze,
the elements that make up his picture will
inevitably relate to their equivalents in the
natural world:
Colour can never be quite removed from
what the eye contemplates when gazing at
the dawn or at the moanlit night sparkling
with stars.
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Light, shall one way or the other relate to
the times of day and lines though totally
unrepresentational will always have at the
back of their memory some profile of the
cosmic and infinite variety that the eye is
constantly beholding.

The art of Batuz is no exeeption to this
rule.

Batuz is a man of few ideas; so is his
painting,

Perhaps because of this, both painting
and ideas run deep.

I have heard him say that the only sins
he really regrets are those of omission, not
what he did wrong but the right he failed
to do. 1 have also heard him speak of
abstract and representative art and how
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a grandeur that should be particularly akin
to oriental sensibility. This is not mere
chance; Batuz is Hungarian born and he
carries in his veins the blood of his mongol
forefathers: men of few words and
formidable deeds.

‘There appears to exist behind all this a
will for synthesis. To be, as [ am, the
proud possessor of an Utamaro print and
to be daily reminded of his genius, means
that one can appreciate the meaning of the
word synthesis; even in translation one ean
also appreciate a haiku poem.

Goethe said that a memory that did not
carry us back at least three tousand years
was of no interest to him; Batuz's memory
goes much further back than that. In

he believes in the more radical
of abstract art, rather than to re-present,
that is, pressent once mare, the image of
the phenomenal world. Art is at its best
when it presents something born, as it
were like Pallas Athena fully clad in
armour from the moment of birth. Both
ideas are simple, they are both profound.
In the simplicity of his statements there is

enjoying his painting we are reminded of
the achi of Altamira and
Lascaux. The textural quality he has
reached after many an effort gives his
works a majesty that links his world with
the religious yearnings and the sacralized
endeavours of primitive man, The
primordial urge that gave birth to art was
more than play, certainly far more than
what we understand by aesthetic design.



LTUAAREMRGET L0V b
a—AREDLIXATIELDTHS. £
Fuah, HROMERL TOSEIEE T~
ALk ET EAHHIRIROH
AR E- 22O ThaER
f2f, 2Sk e —AlL, BRI
Lzl Ipdl, 2hiclitfon
BERL Y2 st TomliE2 1T, AR
WMo T RE—bBEREVIELER
AB3ThHDHI, COhTF 4 rAE—p K
Wiz s RN KoV TH-TuREL
BB, oSk oo — 2DMGRER S R
SRALMIZND, KNI E - TR
yte = 1275k o — 213 15
) ) AL i T

VwHEIAERLORIOELE TG LY
HBTHL, (EEMLA7 AL TiROLEN
S ) MEEISTHRE L THOA £ —2¢
FEIPNTADLEHICTL 3D TIRAL,

LLAHORATHERL TYL LT b -
TANBTHSH A, FRiFE MG CER )
AN T READMELY, VBTN
Dy 6D B R L YO T < THHN s

We need not quarrel with those who find
their raison d’étre in satisfying this type of
need; but such is not the case with Batuz.
1f Cézanne said that the attitude he
pursued was that of redoing Poussin but
with the plein air atmosphere of the
impressionists, Batuz could well say that
his credo is to redo the primitives, adding
to them all the sophistication that the
history of world’s art provides, not
forgemng either the lrnpresslnmsm or
whose main pr ion with
the Spiritual in Art is very much the key
to the expressionism of Batuz. To reach
this texture that is primordial to his art,
Batuz has literally remade his own tools;
to see him work is a notable experience.
Like a demiurge his images spring forth
not as the result of drawing and brush
work in the traditional style, but more as
the great temperamental Goya could have
understood, using all of his body, literally
becoming a part of the painting process as
if the results sprang from every pour of
his skin, every cell of his nervous and his
muscular system. Beeause of this it is
perhaps imperative in order to fully

HRAMBEELIMTIEATHSL, i
LI, MOBEWELETICENT D0
13, Z{DARHKSTLEL, BT E
NHEESERDPELEVLORRIZDES
DAMENTZ LA CLETH L,

% % R & Tinsectolatry (BHSH{E) & v 8R
%A TWBARIZE ST, *Sho—
ADERYREL A IA ALV BEIE
D THS.

EA Vi~ TOERTEREHwilin s
LR E Bt WSk v—AnENICE
W, oSS B L e AR E L
THELTEROMAIZRTEEN &K 8
WThd, +OERLLOLIEIE W T
0, TMEEORI THY, 2ol TH
ZHTah, THD,

by —2ALHUL, TAELF L ORES
AR Al o F o L iie L TR,
3 —o RO RMls, WISES LN
MEhild e dd¥-ellfiz, LzwD
mnmﬁhcﬁdnfun,;aa<ﬂrw
—ADRHBENCLE{MLENZEIE%3
EEbNE, KB ERS TR & F

appreciate his art to allow the kind of
freedom to our own mental equipment that
many have lost and do not always find
easy Lo recover.

I allowed to operate I am sure the art
of Batuz would prove a healthy eatharsis
for those who are trapped in the chains of
devitalizing insectolatry.

Picasso said that all art exorcises, and in
the particular case of the art of Batuz [
have little doubt that the demons expelled
are those that threaten to deprive us of
our capacity to reach the plenitude we are
meant to enjoy as human beings: one of
those demons is called conformity, another
is named lack of intimacy, yet another
answers to the name quantity as opposed
to quality.

We, both of us, have travelled a long
way, Batuz and myself, gince the days of
the Argentine coast and the Argentine
pampas. 1 claim to have detected his
potential long before the museums of
Europe and the United States were willing
to give him his due. Soon it, is to be
expected, the name of Batuz will become
familiar even to the uninitiated. The line
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or lines that both divide and unite, that
express the inner tension of a life that
knows no respite and that does not want
to find out whether peace is ever
permissible except in our death mask, is
the kind of work that I have little doubt
should appeal to a tradition that treasures
the heroic as an aspiration decisively
human, a touchstone of the human soul.

Life and death, love and hatred,
magnanimity and pettiness, they are all
part of the human condition; they coexist
in ourselves; yet Batuz reminds us that
there is a line that separates glory from
oblivion.

Glory is a heady word and there are
many who believe the world is better off
without it. Life they believe is better left
to the computer.

Perhaps the most decisive role of art in
our time is what I believe Batuz is trying
to tell us: there is no substitute for feeling,
there is no meaning without mystery, there
is no beauty without having the guts to
conquer it, there is no humanity without
option. I believe the zen masters would
approve.
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WHAT A LINE SIGNIFY TO ME

BATUZ

Any painting, figurative or not,
contemporary or from the past, is
reducible (despite all other statements it
contains) to the interaction of forees. It
contains soft and hard lines, ag]zmsaive or
passive colors, that are not

generally supposed, in (the mchmcahly of)
a certain compositional manner, but in
response to an inner impulse of an
intimate desire to place t} _igs the way
organic particles or molecules are placed in
matter,

1f the human mind’s compositional
manner differs from this, then perhaps in
the most varied and complicated method,
but never in its substance.

By “Polymorphic” I understand the
capacity of one form to assume an
unlimited variety of shapes. The
surroundings, the color and the limitation
of space alter not only the appearance of ~
these shapes, but also makes them become
something else. Yet, at the same time,
they remain substantially the same.

-« each of these shapes is related to
another shape or to the void, the no-thing
... sometimes to the negative which
surrounds it, ... or becomes surrounded by
it.

Make conseious the unconscious.

Light, movement, Cubism, squares,
color theories, have always been under
investigation, but not the gestural
painter’s form-relationship, which in one
moment works and in another does not. It
is in a completely emotional stage.

This is the reason I draw my line
carefully, study it, try to understand by
observing each turn, each curve, inward or
outward, and most important how that line
meets with its opposite.

This is what 1 examine elosely. For it is
my purpose to investigate the intimate
relation between forms and exclude the
accidental. [ believe that there must be an
underlymg physical, geometrical law that
is ruling these forces.

If we enclose two spaces with two lines,
our attention is directed to each of the
resultant forms which the independent
lines enclose. These become the positive
forms and the space which remains
between them is the negative space, whose
form depends on the interrelation of the
two others.

A line adopts another function when it is
alone. In this case it has to define by itself
the negative and positive space assuming
the role of two lines. In other words, the
drawing has to be made in such a way that
one side of the line encloses a smooth, soft
form, and the other side encloses an
aggressive one.

As in reality, both sides of the line
define a different and opposite form. It is
obvious that there is not one line - indeed
it’s always two.

In dealing with art we always propose
the absolute.

But if in this attempt some lateral
aspects become clarified, we should
gratefully take hold of them. Just as the
whole appears to us only in fragments, so
too does the truth in partial truths.

An object which gives up its particular
significance and lends its form for a
superior purpose is an anti-object,

A fragment is no less enigmatic than the
whole ... it is enigmatic, but
simultaneously familiar to us ... because
we remember it and in part we anticipate
it ... it forms part of us, as we are part of
it

1 strongly believe that if you have no
purpose other than art and achieve an
interrelation of abstract forms, which has
esthetic validity, then this truth must have
usefulness in other activities of the human
mind, as for example in the sciences.

As Lynn Arthur Steen, a mathematician
at St. Olaf College, Minn., said: *... if a
particular problem can be transformed into
a picture, then the mind grasps the
problem as a whole and can think
creatively about solutions.”

For me art is an ontological occupation.

In the work of art the subject matter
can be social, political, psychological or
religious. But it is only artistically
revealing if it confronts and focuses on the
“Seinsproblem”.

The statement of it has to be true.

The truthfulness gives the value and
transcendence of the work itself, Only in
this way can it be relevant to us.

My painting is concerned with the
relation between forms. The tensions are
brought about by two acting lines — which
encircle, cross or delimit space. Through
the activity of these lines, the delimited or
ereated space becomes also an acting
entity, giving to the Nothing a meaning, as
Heidegger does.

The tracing of an abstract line is direct
‘handwriting.

It carries no other message than the one
it itself expresses.

If a point, as for Leibnitz, contains the
projection of a line, 5o much more does the
line of a painter contain the essence of his
whole artistic experience.

It is not the point whether a painting is
composed or not composed, because it can
be composed perfectly and still - in spite of
all its beauty, colors, lines, shapes and
textures - be meaningless to us if the inner
form-relationship does not work.
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CHRONOLOGY

1933 Born May 27 in Hungary.

1940-44 “Experiences” of the war and bombing.

1944-45  Flight from the front line, constantly on the
move and without home or shelter,

194549 Refugee camps in Austria. Studies German,
history, and literature,

1949 Emigrates with his family to Argentina.
Starts to paint in the fall, painstakingly
capying old masters and then
Impressionists.

195563  His style turns toward an expressionistic

1961

1963

1965
1970

1972

1978
1975

1976

1977

1978

1979

1980

interpretation of nature in landscapes and
still lifes.

Marries Ute Mattel in May. His father dies
in the fall.

First one-man show in Buenos Aires is sold
out. He cautions: *[t cannot be so good
when people like it so much.” His son Sasa
is born,

Moves with his family to a solitary place
(Vila Gesell) in the south of Argentina to
dedicate himself exclusively to painting,
remaining there eight years. His work
gradually turns toward abstraction. He
‘builds his own studio with chicken wire and
conerete over two years. Begins to make
sculpture from lava rocks as well as

conerete.

His son Bandy is born.

His dauthter Dada is born.

Wildenstein Gallery becomes his exclusive
representative.

Publishes his first portfolio of serigraphs,
with text by Rafael Squirru. Leaves
Argentina in December for travels through
Snlth Amnnm the United States, and

'§¢tﬂev wﬂb his family in the United States.
Hirshhorn visits his studio and

pu:mm seversl works. Publishes portfolio

of serigraphs, “Forms in Tension,” which he

prints himself.

Exhibits in West Germlny The Wallraf-

Richartz.

Espaiiol de Arte Contemporando in Madrid
aequire his work. Publishes portfolio of
serigraphs, “Homage to America,” which he
prints himself.
!-]iawnrknmlhwnlnllummqiﬂlmn
exhibitions at the Hirshhorn Museum and
Seulpture Garden in Washington, D.C., and
the Kunsthalle in Nuremberg, West
Germany.
Publishes portfolio of serigraphs, “Poly-
marphic.” One-man shows at the Museu de
Arte de Sao Paulo in Brazil and the Phillips
Collection in Washington, D.C, His book
Interrelation of Forms, with texts by Rafuel
Squirru, Frank Getlein, Dieter Ronte, and
Joseph H. Hirshhorn, also serves as
catalogue for these shows.
Works in eollage with various materials.
‘The Phillips Collection acquires two of his
works. Experiments in the handmade paper
workshop of John Koller, where he does &
series of works pressed by hydraulic press.
Begins to work with pulp in his own studio
in freer manner. Starts to paint with pulp.
Completes his large work, Omen, in
September. Travels to Europe, where he is
invited to exhibit by several museums. The
Everson Museum of Art, Syracuse and
Onondaga County, N.Y.. acquires the yellow
Botond No. 2 for permanent eallection.
Creates several large works in puper. Film
by Rawn Fulton on his life and work starts
in April and continues during the following

‘eight months, becoming an important
document on the process of his wark at all

stages.
The Kupferstich Kabinett, Staatliche
Museen (Dahlerm Museum), in West Barlin
acquires his work in paper No. 40
(Prasentia) for their permanent collection,
o be shown in the exhibition “Prints,
Changes in a Medium since 19457 (June 4-
Aug. 16, 1981). Makes the work in grass on
the sbandoned tennis court of his home.
Works on maquettes for ceramic, stone,
‘wood, and metal sculptures as further
development of his search for form
relationships.

1982 One-man exhibition at the Hara Museum of
Contemparary Art, Tokyo,

SELECTED ONE-MAN EXHIBITIONS

Wildenstein, Buenos Aires, Argentina.
Pan American Union, Washington D.C.
Museu de Arte, Sdo Paulo, Brazil

The Phillips Collection, Washington D.C.
Everson Museum of Art, Syracuse, New York
Kunsthalle Nurnberg, West

Museum Moderner Kunst, Vienna, Austria
Indianapolis Museum of Art, Indianapolis

GROUP SHOWS

The Hirshhorn Museum & Sculpture Garden,
Washingtan, D.C.

Kunsthalle Nurnberg, West Germany
National Gallery, Berlin, West Germany

PUBLIC COLLECTIONS [MUSEUMS ONLY]

Musée des Beaux Arts, Zurich, Switzerland.
The Hirshhorn Museum & Sculpture Garden,
Washington, D.C., US.A.
Wallraf-Richartz-Museum & Museum Ludwig,
Cologne, Weat Germany

Musen de Arte de Sao Paalo, Brazil

Musen de Arte Moderno, Rio de Janeiro, Brazil
Museo de Bellas Artes, Caracus, Venesuela

Museo de Arte Moderno, Buenos Aires, Argentina
The Metropolitan Museurn, Miami, Florida, U.S.A.
Museo Nacional de Bellas Artes, Montevideo, Uruguay
The Litehfield Historic Museum, Connecticut, 11.8.A.
The Bruee Museum, Greenwich, Connecticut, US.A.
Museum of Art, Science & Industry & Planetarium,
Bridgeport, Connecticut, 11.S.A.

The New Brunswick Museum, Saint John, Canada
Museo de Bellas Artes, Santiago de Chile

Phillips Collection, Washigton, D.C., U.S.A,
Indianapolis Museum of Art, Indianapolis, Ind. U.S.A.
Everson Museum of Art, Syracuse & Onondaga County,
NY, US.A.

Kupferstich Kabinett, Staatlich Museen

(Dahlem Museum) West Berlin

Kunsthalle Nuremberg, West Germany

Museum Moderner Kunst, Vienna, Austria









