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MIKLOS ONUCSAN

Cateva repere ale procesualitatii

in practica artistica timpurie W Text

MADALINA BRASOVEANU

Desi nu s-au numarat pand acum printre lucrdrile care sa beneficieze de
o semnificativa atentie criticd, in favoarea altor creatii ale sale, care
implicau obiectul, instalatia, asamblajul sau fotografia, seriile lucrdrilor
bidimensionale realizate in decursul anilor '80 de Miklés Onucsan
impdrtasesc in egald masura preocupdrile de sistematizare a gandirii si
reprezentdrii artistice regdsibile in celelalte categorii de lucrari. Diverse
demersuri ale artistului din acea perioadd, care au primit, prin executie,
variate forme de materializare, au ca numitor comun, pe de o parte, pre-
ocuparea pentru procesul de conceptie si formulare a rezultatului vizual,
iar pe de altd parte, urma, respectiv caracterul mai mult sau mai putin
mediat de urmd al imaginii.

Prima dintre seriile lucrarilor bidimensio-
nale, inscrisa sub titlurile generice Exercitii
si Plan de asteptare, a fost initiata inca de
la debutul anilor '80 si a constat in stan-
dardizarea unui proces de obfinere a ima-
ginilor, care rezulta Tn urma ohservarii unui
accident: un fier de calcat neracit, uitat pe
un teanc de hartii, printre care se afla si o
coala indigo. Posibilitatea imprimarii ter-
mice a indigoului pe hartie a condus la
declansarea exercitiilor de reproducere
controlata a accidentului, cu implicarea
ocazionalda a altor instrumente si ingre-
diente neconventionale, rezultdnd imagini-
urma de o mare expresivitate si varietate
grafica, Tntr-un timp foarte scurt si cu o
implicare minimala si lipsita de ,maiestrie”
a manualitatii.

Pretiozitatea de filigran a efectelor grafice
obtinute devansau cu mult eficacitatea
tehnicilor grafice traditionale, in imagini
care se obtineau repede si facil, dar erauin
acelasi timp unicate, care se supuneau inca
regulilor de compunere a suprafetei ce
mizau pe rezultate estetice - atat cat
puteau fi ele controlabile Tn procesul de
reproducere a accidentului. Interesul artis-
tului Tn tot acest proces era unul ambiva-
lent, urmarind, pe de o parte, desavarsirea
unei tehnici apte sa produca usor si efi-
cient o cantitate mare de suprafete grafice
spectaculoase, pentru a le submina impor-
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tanta, pe de alta parte, prin insdsi suprasat-
urarea cu imagini pe care a generat-o, pen-
tru a se debarasa de imaginea estetica si de
efectul vizual, cultivand statutul lor de ur-
ma, de amprenta, frenetic si facil reprezen-
tabila, Tn contextul convingerii ferme a
artistului potrivit careia arta nu este o
ndeletnicire a iscusintei manuale.

Cea de-a doua serie a lucrarilor bidimen-
sionale, initiata spre mijlocul anilor '80, se
revendica de la Exercitiile Tn tehnica”
indigoului cu privire la modul Tn care
intelege statutul si productia imaginii, dar
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Miklos Onucsan, Istoria ruginii de la origini pand azi, 1986, obiect gasit, 200 x 600 cm. Courtesy of the author

este rezultatul unei Tnscenari procesuale
diferite. Aici, ingredientul principal de
obtinere a imaginii este hartia stratificata
cu smoald, a carei constitutie era data de
doua straturi de hartie lipite intre ele
printr-un strat subtire de smoald. Artistul
lucra cu hartia astfel preparata intervenind
asupra ei cu instrumente Tncalzite si / sau
cu solventi, Tn cadrul unor exercitii de ,acci-
dent controlat”, fiind preocupat, de aceasta
datd, de inversarea directiei de amprentare
a hartiei: aici urma, semnele grafice consti-
tuente ale imaginii, se developau din spa-



Miklos Onucsan, Am udat o potcoavd

ca pe o floare, 1983, proces si obiect
(panza, rugind, suport de lemn), 45 x 20 ¢m.
Courtesy of the author

tele suprafetei purtatoare de imagine,
veneau de dincolo de ea prin dizolvarea si
| sau incalzirea stratului de smoald de
dedesubt, care permeabiliza hértia si se
configura, Tntr-un mod limitat controlabil,
intr-o imagine.

Interventia manuala este sin cazul acestor
lucrari una minima si ,neiscusita’, ea
reproducand doar un ansamblu de gesturi
mecanice si interventii chimice care nu
aplicau semnul grafic pe suprafata hartiei,
ci functionau cu rol mai degraba de invo-
care, chemand semnul grafic, de dincolo, la
suprafata hartiei, intr-un proces marcat si
el de un grad mare de imprevizibilitate
asupra rezultatului. Unul dintre ,desenele”
rezultate Tn urma acestui proces a fost
implicat, in 1987, in asamblajul cu titlul
Poarta bunicii, unde se regaseste coborat
de pe perete si instalat tridimensional,
sprijinit de simeza, ca o alta etapa de pre-
lucrare a ,debarasarii" de conventia ima-
ginii bidimensionale. Obiect de mars, din
1995, va utiliza, la randul sau, un ,desen” cu
smoald care va fi montat, ca un papirus
supradimensionat, pe doua bete rosii de
steag, un picto-obiect care reuseste sa
rezume cateva din reperele majore ale
practicii artistului din anii '80 si care a fost
asumat de artist fintr-o dimensiune
autoreferentiala, de stindard personal. Din
aceeasi experientd a ,desenarii” cu smoala
- sau, cel putin, din utilizarea aceluiasi
material al hartiei stratificate - se va ali-
menta tot mai tarziu, la mijlocul anilor '90,
Camuflaj-ul (1994), un urias pseudodesen
ambiental, construit pe un mecanism for-
mal autogenerator (potential infinit) si a
carui logica de separare, de filtrare si
voalare a acelui ,dincolo” de el, fata de un
omniprezent ,dincoace”, reviziteaza si
revizuieste ntrucatva logica procesuala
implicata in seria ,desenelor” cu smoala.
Centrat tot in jurul caracterului de urma al
imaginii, obiectul Am udat o potcoava ca pe
o floare (1983) se inscrie intr-o formuld
diferitd de lucru cu procesualitatea fata de
exemplele de mai sus. Aici, obiectul se
identifica cu procesul care |-a generat si a
carui descriere o poarta in titlu: ampren-
tarea contururilor unei potcoave pe o
panza alba prin intermediul ruginii care a
rezultat in urma udarii regulate a ansam-

blului. Prin completa transparentizare a
procesului sau, obiectul Am udat o pot-
coavd.. demistifica Tntru totul actul creator,
il banalizeaza Tn simpla descriere a parcur-
sului sau, care devine astfel repetabil si
poate fi (re)pus in practicd de oricine, pen-
tru cd nu necesita interventie directa
asupra imaginii ori iscusinta manuala.
Toate acestea, in plina asemanare formala
cu imaginea acheiropoieton a Valului Vero-
nicdi, unul dintre reperele fundamentale
ale traditiei imaginii in cultura europeana -
o referinta neintentionata in sine de catre
artist. ,Adevarata imagine”, nefacuta de
mana omului, pe care obiectul Am udat o
potcoavd.. o expune Tsi gaseste, Tn schimb,
referinta in dimensiunea populara (super-
stitioasa chiar) a norocului si face vizibil un
proces care cauta (nu fara ironie) sa desta-
bilizeze caracterul manufactural al produc-
tiei vizuale, afirmdnd Tn mod explicit
functia activa a gandirii artistice care de-
pisteaza, prelucreaza si reformuleaza inclu-
siv accidentalul, intamplarea, imediatul.
Din ntamplare se revendica, in buna
masura, si lucrarea Istoria ruginii de la ori-
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gini pdnd azi, din 1986: 0 bucata mare de
hdrtie plastifiata, gasita de artist sub forma
in care a expus-o ulterior, fara a mai fi
intervenit n niciun fel asupra ei, cu excep-
tia titlului. Aici procesul prin care s-a ajuns
la imagine s-a desfasurat independent de
controlul si chiar de observatia artistului,
intr-o deplina anonimitate a conditiilor si a
factorilor sai determinanti, ramanand vizi-
bile doar rezultatele lui, urmele amprentate
pe suprafata de hartie. Imagine nefacuta
de mdna artistului, ea pastra n desfasu-
rarea amprentelor sale grafice nonfigura-
tive un caracter puternic narativ, pe care
artistul l-a subsumat in titlul grandios care
se inspira ironic din marile genealogii
istorice, ,de la origini pana azi”, intr-un gest
care miza pe faptul ca aceasta nomi-
nalizare, alaturi de obiectul gasit, compun o
alaturare incontestabila.

Tentatia de a lectura temele productiei /
productivitatii prelucrate de Onucsan, n
procesele si lucrarile descrise mai sus, ca
aluzii mai mult sau mai putin directe la reg-
istrul politic al vremii, este una reala - tema
muncii si uzinei, a productiei planificate si
depasirea planului, a rationalismului ideol-
ogizat care domina sfera sociala s.a. Aceste
referinte nu au fost, insa, asumate de artist,
care si-a situat creatia si preocuparile fntr-
o dimensiune non-politica, autoreferen-
tiald si / sau vizand o autonomie a dome-
niului artei, ele putand fi, cel mult, invocate
ca aluzii indirecte si involuntare.
Referintele artistului se indreptau mai
degraba asupra contextului artistic local,
asupra rigidizarii si Tnchistarii traditiona-
liste a practicilor artistice majoritare ale
breslei reunite Tn UAP asupra productiei
inflationiste de ,marfa” artistica in absenta
unei interogari autoreflexive a demersului
de lucru si creare de imagine. O lecturare
politicd, Tn termeni tari, a acestor lucrari
le-ar deturna semantic in raport cu inten-
tionalitatea artistului, aruncand o proiectie
distorsionata asupra unei practici care se
poate legitima, eventual, prin categoria
politica a ,dezinteresului”, in sensul dat de
Klara Kemp-Welch.

Miklds Onucsan, Obiect de mars, 1995, tehnica personala (hartie stratificata,
smoald), bete de steag din lemn, 220 x 450 cm. Courtesy of the author
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Miklos Onucsan

Few landmarks of processuality in the early artistic practice

Text MADALINA BRASOVEANU

Until now the bi-dimensional works created by Miklds Onucsan in the 1980s
did not benefit much from critical attention, compared to his other works of
different media, such as objects, installations, assemblages and photo-
graphs; however they share with the rest of his art the same interest for the
systematization of thought and artistic representation. Several interests and
intents which the artist has translated visually, in that period, in as many
forms and expressions, share the central concern for the process of concep-
tion and formulation of the visual outcome, and well as an acceptation of
the artwork as being the more or less mediated trace of an image.

The first series of bi-dimensional works, generically called Exercises and
Waiting Plan, was initiated in the early 80s, and consisted of a standardized
process for obtaining an accidental image: a heated iron on a paper stack
containing one indigo paper. The possibilities of the indigo thermal imprints
observed in the initial accident have lead to controlled recreations of the
event, with the occasional addition of other unconventional instruments
and ingredients. The resulting trace-images were highly expressive and
graphically varied, and their making implied a very short amount of time,
effort and skill.

The filigree complexity of the graphic effects obtained in this way were way
ahead the traditional techniques in the creation of these images which were
at the same time fast and easy but also individual artworks which still fol-
lowed the rules of composition and of structuring the surface for specific
visual outcomes - as much as the process of an accident recreation allows
for such control. The artist's intent in this process was ambivalent, as he
attempted to perfect a technigue which would grant him an efficient and
easy way of producing a large amount of impressive graphics - in order to
undermine their relevance - but at the same time he strived, by the means
of this very overabundance of images, to eliminate their aesthetic identity
and diminish their visual impact by emphasizing their status of mere traces
of images, frenetically and easily reproduced - as he firmly believed that art
is not a trade of manual skills.

The second series of bi-dimensional works, initiated in the mid 80s, follows
the series of Exercises and shares its “indigo paper technique” and under-
standing of the production and status of the image, but is the result of a dif-
ferent process and set-up. The main ingredient, this time, is bitumen layered
paper, the consistency of which is created by gluing, with a thin layer of bitu-
men, two layers of paper. The artist worked with this material by applying to
it either solvents or heated instruments, also in a series of “controlled acci-
dents”, this time being interested in the reversed imprinting of the paper.
This time the traces, the graphic elements constructing the image were
revealed from behind the surface, from beneath the visual support of the
image, the melting or dissolving bitumen permeating through the paper and
congealing in images which allowed for a limited amount of control.

The manual intervention was also minimal and “unskilled”, as it merely
repeated mechanical gestures and provoked chemical reactions which did
not result in the direct application of the graphic element on the surface but
rather invoked it, from beyond, in a process in its turn defined by a high
degree of outcome unpredictability. One of the “drawings” made this way
was included, in 1987, in the assemblage work Grandmother’s Gate, this time
removed from the wall it was leaning against as a tri-dimensional installa-
tion, in yet another stage of “deleting” the convention of the bi-dimension-
al image. The work Object of a March, from 1995, also included a bitumen
“drawing”, installed, as an over-sized papyrus, on two red flagpoles - an
object which succeeded in summarizing few of the major landmarks of the
artist's practices in the 80s, and which was assumed by the artist as a self-
referential personal banner. Using the same process of "drawing” with bitu-
men, or at least the same layered paper, he created later, in the mid 90s,
Camouflage (1994), a giant ambient pseudo-drawing, constructed on a
(potentially infinite) formal auto-generative mechanism, in which the logic
of the separation, the filtering/veiling of a “beyond” as opposed to an
omnipresent “here”, reiterated and related to the process of the early bitu-
men “drawings”.

Centered on the concept of trace, the object | Have Watered a Horseshoe as
if It Were a Flower (1983) followed a different formula for the work with
processuality. In this work, the object was identified with the process which
generated it, process enounced and described in the title: the rusty outlines
of a horseshoe on a canvas, imprinted due to regular watering. In the com-
plete transparence of its making process, | Have Watered... completely de-
mystifies the act of artistic creation, thus rendering it mundane and repeat-
able, available to anyone since it does not require a direct intervention or
any artistic skill whatsoever -all these, in the context of a resemblance to the
acheiropoieton image of The Veil of Veronica, one of the fundamental land-
marks of the visual tradition in the European culture - an unintended refer-
ence. This “true image”, not created by the human hand, contained in the
| Have Watered... places a reference in the folk (superstitious even) symbol

Source

Miklos Onucsan, Exercise noJ7, (voluntary exercise), personal technique (paper, indi-
g0) [ Exercitiu nr. 7 (exercitiu voluntar), tehnica personala (hartie, indigo), 100 x 70
cm., 1980. Courtesy of the author

of good luck, and reveals a process which attempts (not without irony) to
destabilize the manufacture character of the visual production, by the
means of the explicit affirmation that the active function of artistic thinking
is to discover, process and reformulate everything, including that which is
accidental, haphazard and immediate.

Haphazard is one of the premises for the 1986 work The History of Rust from
its Origin until Today: a large piece of plasticized paper found by the artist
and exhibited without any further intervention except the naming. In this
case, the process which has resulted in the exhibited image has happened
independent of the artist's control and indeed sight, the visible results, the
traces having been obtained in a complete anonymity of context and deter-
mining factors. This image, created by other instances than the artist’s hand,
with its non-figurative graphic imprints, seemed to have an intensely narra-
tive content which the artist subsumed in the grandiose title, ironically
inspired from the vast historical genealogies “..from the origin until today”,
a gesture motivated by the fact that this name and this found object prove
to be an unquestionable association.

There is a strong temptation to read the subjects of production and produc-
tivity in the works and artistic practices of Miklds Onucsan as more or less
direct political references. However, these possible references - labor, fac-
tory, planned and increased production, the ideological rationalism of soci-
ety - have not been intended by the artist, who has placed his creation and
interest in a dimension which is non-political, self-referential or/and mili-
tating for the autonomy of art. At best these political references are indirect
and involuntary, as he directed his critic rather to the local artistic context,
to the rigidization and petrifaction of the traditional main-stream art prac-
ticed by most members of the artistic syndicate The Artist's Union, or to the
inflationist production of artistic “merchandise” instead of a self-reflexive
interrogation of the artistic process of image creation. Reading these works
in a strong political key would distort the meaning and intention of an artis-
tic discourse which could, more fittingly, be lectured as pertaining to the
political "disinterest”, as it was defined by Klara Kemp-Welch.
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