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Zsolt, your paintings are recognizable
for their high drama and bold themes:
love and the pain and aftermath of
twisted passion, the misery and spoils
of war, and the realities of persecution
of totalitarian regimes. All this must
come from somewhere? Tell me about
your childhood. It would be interesting
to discuss your beginnings: where you
grew up, and the realities of life as an
ethnic Hungarian child and adolescent
in rural Transylvania, Romania.

I had a great childhood. The very
first realizations in this long process
of growing up in the place where I
happened to be born, was that every-
one'’s expectations for the fall of the
Eastern block in the end resulted in
disappointment: it was a failure. As
Baudrillard said, the East expected
a new, great, perfect world to come,
but what happened was that all the
trash of the East went to the West,
and meanwhile, the trash of the West
also entered the East, which had not
been expected. I spent a lot of time
trying to escape from this reality,
hoping and waiting for a change that
didn’t really happen, and gradually I
realized this and faced up to the real-
ity that we had to live with the new in
all its annoying imperfection.

You are fascinated by the machina-
tions of power — machines, war ma-
chines, foundries, and, as you just
mentioned, statues and religious ico-
nography. How did this interest arise?

The subject matter I am engaged
with requires that these elements
are charged with a potential power.
Hence, war machines and icons. I
know it sounds controversial to bring
these two things together, but the
mechanisms working behind them
are very close. In my perception,
both of them are tools of power. It
is the one who has more, who is bet-
ter, bigger, powerful, that wins. And
the winner leads the crowd. These
tools also carry power in themselves,
through their presentation, because
they have the, we might say, “capabil-
ity” of manipulation.

Let’s talk more about the iconography
in your work, and your use of symbols.
I'm thinking here of the Szent Istvdn
(St Stephen) ship, and The Kolozsvdr
(Clyj), and the Merlin engine, that all
feature as central subjects in three of
your recent paintings.

The paintings in which I use these ele-
ments refer to the idea that history is
a manipulation. Systems rewrite the
past to serve their present. I was re-
ally young, about 12 or 13-years-old,
when my father told me not to learn
the history we were being taught in
school. It was Romanian Commu-
nist propaganda. So I began my own
research into the history of this re-
gion. Actually, the Szent Istvan (St
Stephen) battleship never existed in
this way. There was a ship with this
name during World War I, but it had
a very short life. During its first bat-
tle, it was hit by two torpedoes from
an [talian Mas 15 submarine, and it
sank. So I created a second ship: big-
ger, a high-tech one. [...] All the sub-
jects I choose to work with are derived
from my research into very different
themes, i.e., those of war. They might
therefore feature battleships, or relics
and their pilgrimages.

What did you find?

Well, take the monuments: I found
out that there were foundries set up
not only to make “new” statues, but
to recycle the old ones! A kind of
recycling plant for leaders and in-
spirational figures. As we know, eve-
rything was very well documented
during the Communist regime, but
in the case of these storage places
and foundries, strangely, all the doc-
umentation has disappeared. [ found
only some written documentation
about the people who had been work-
ing there. So I had to “rebuild” these
places, where six leaders on horse-
back from the Imperialists and four
angels could be “recycled” into one
gargantuan Stalin. [...]

You often work on a large scale — re-
flecting the nature of your chosen sub-
ject matter. That is, within these often
cavernous spaces, there is a great deal
of megative space and dramatic chia-
roscuro. It reminds me very much of
Caravaggio and Rubens. Are these his-
tory painters of old your heroes? Do
you feel an affinity with their work?

I love working in a large scale. Before
I start painting, there is a long pro-
cess of making the studies: T usually
make many variations of one work,
and then I see which is the best, and
start painting it. Painting is a process
of flow with coffee and cigarettes, in
which everything else loses its impor-
tance.

Certainly, in this you share a great
deal of common ground with many
contemporary painters — and not only
the coffee and cigarettes! I'm thinking
about an almost shamanic experience
of the process of painting “taking over”
the painter. Do you feel this?

Yes, there is a lot of energy in motion
during this process, and I am satis-
fied when this becomes visible on
the canvas. This isn't always easy to
achieve. The goal is when this “ener-
gy” (let's call it that) spreads all over,
when it breaks through the original
dimensions of the work. [...]

I know you're interested in music and
in reinterpreting “familiar” scores. I
realize that this was partly responsible
for influencing your decision to tackle
this quite “taboo”, or dangerous, area
of “re-mastering”, wasn't it?

Yes. For example, there is the Cha-
conne piece by Bach. I listened to
many great violinists playing it. All
of them were very different, but the
most stunning interpretation is by
Henryk Szeryng. He found things to
accentuate more in this piece that
others just did not. This is about taste,
something very personal. And, as an
aside, while we're on the subject of re-
presentation, did you know that all
AC/DC songs are, in fact, inspired by
Bach? It is simple and deep. Sorry, Mr,
Bach, but there we are: look what you
have inspired! I think this is a good

example of my working process.
You're the metallist of the contempo-
rary painting world?

Bach would be, too, if he was still
alive. Yes, it is about dynamism and
energy well equilibrated with nec-
essarily calm fields. Caravaggio or
Mozart are definitely rock’n'rollers -
while Duchamp is a DJ.

(translation: Eszter Babarczy)
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The experimental works of Tamas 5=
vet merge cutting-edge scientific 2
coveries with the secrets of Medies
codices. His minimalist objects
both richly conceptual and stylis
their purity. Although he trained ==
a sculptor, Szvet’s interest is not ==
much in classical plasticity as in
spatial extension of the various

nomena of physics. This well-versss

young artist never ceases further
cating himself: he does not beliss
a rigorous compartmentalizat
genres; rather, he finds inspirat
cooperation and the lessons &
through joint projects. “My wao
he says, “have the common den
nator of minimalism and con
alism. I frequently use element
as light, movement or electronics
my sculptures are best viewed
stallations, or as a synergy of o=
environment and audience.”
Tamas Szvet had started his =
large-scale research project as
dent in 2003, at the Hungarian
emy of Fine Arts in Budapest.
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that magnetic levitation
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