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Haziran 2005'te kapilarini sanatseverlere acan Pera Mii- Inaugurated in June of 2005, as Pera Museum leaves its

zesi, besinci yilini geride birakirken, bir taraftan vakfimizin
koleksiyonlarindan derledigi sergilerle, Anadolu'nun essiz
kaltiir mirasinin golgede kalmis degerlerine 151k tutmaya, bir
taraftan da diinya sanatinin farkli kulvarlardaki 6ncti sanat-
cilarini ve eserlerini konuk etmeye devam ediyor.

Ulkemiz sanatseverleri, Pera Miizesinde bu kez de
Macaristan'in siradisi bir sanatgisiyla; Tivadar Csontvary
Kosztka, kisaca "Csontvary"le ve eserleriyle tanisacaklar. Sa-
nat tarihcileri, Csontvary'nin modern sanatin onctleri ara-
sinda yer almakla kalmayip, asamalarini 6ziimsedigi Avrupa
resminin 6tesinde bir iislup gelistirdigini séyliiyorlar. Done-
minin akimlariin disinda kalan, kendine 6zgii renkleriyle,
simgesel anlatimiyla ve isittigini soyledigi "goksel ses”i dinle-
yerek adeta resimleriyle siir yazan bu doga asigi sanat¢inin
eserleri iilkemizde ilk kez sergilenecek.

Csontvary'nin, renkli ve gizemli ruh halini yansitan, hep-
si birbirinden ilging eserlerinin, diinyada oldugu gibi iilkemiz
sanat cevrelerinde de genis ilgi uyandiracagi diisiincesinde-
yiz.

Bu vesileyle, basta Janus Pannonius Miizesi — Csontvary
Miizesi, Pécs olmak iizere, Istanbul 2010 Avrupa Kiiltiir Bas-
kenti Ajansi'na ve Pécs 2010 Avrupa Kiiltiir Bagkenti Ajansi'na,
Suna ve Inan Kira¢ Vakfi ve Pera Miizesi calisanlarina ve
Csontvary sergisinin hazirlanmasina katkida bulunarak
emek veren tiim kisi ve kuruluslara icten tesekkiirlerimizi
Sunuyoruz.

Suna, Inan ve ipek Kirag

fifth year behind, it continues to shed light to the treasures
of the incomparable cultural heritage of Anatolia through
exhibitions based on the collections of our Foundation and
hosts outstanding and diverse artists of global renown and
their unique works.

The art lovers of Turkey will soon encounter extraordi-
nary Hungarian artist Tivadar Csontvary Kosztka, or briefly
"Csontvary” and his works at Pera Museum. Art historians
argue that not only is Csontvary considered as one of the pio-
neers of modern art, but that he developed a style that ex-
tended beyond the borders of European painting, the various
stages of which he had internalized. The works of this lover of
nature, who "wrote poetry” with paintings that reflect his vi-
sion beyond the currents of the period, his unique colors, his
symbolic narrative, and the "divine voice” he claims to have
heard, will be displayed for the first time in Turkey.

We are certain that the colorful and mysterious spirit of
Csontvary's equally intriguing works will generate consider-
able interest in Turkey, as it has done across the globe.

We would thus like to take this opportunity to extend
our warmest appreciation to Janus Pannonius Museum —
Csontvary Museum, Pécs, Istanbul 2010 European Capital of
Culture Agency, Pécs 2010 European Capital of Culture Agen-
cy, employees of Suna and Inan Kira¢ Foundation and Pera
Museum, as well as all individuals and institutions that con-
tributed towards the organization of the Csontvary exhibi-
tion.

Suna, Inan and ipek Kirag
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Csontvary Istanbul'da
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Csontvary in Istanbul

Dénemin Macaristan Parlamentosu Bagkani Dr. Katalin
Szili ile Pécs Belediye Baskani Péter Tasnadj, Istanbul'da I5-
17 Ocak 2008 tarihleri arasinda, dénemin Tiirkiye Biiytiik Mil-
let Meclisi Baskani Koksal Toptan, Istanbul 2010 Yiiriitme
Kurulu Eski Baskani Nuri Colakoglu, yine dénemin Istanbul
Valisi Muammer Giiler ve Istanbul Belediye Baskani Kadir
Topbas'la bir araya geldiler. Toplantinin konusu, 2010 yiliyla
ilgili olarak iki sehir —Istanbul ile Pécs— arasindaki kiiltiirel
ishirligiydi: 2010, her iki sehrin Avrupa Kiltiir Bagkenti unva-
nini tasityacagi yil olacakti.

Macar heyeti, Istanbul'da bir Csontvary sergisi diizenlen-
mesini 6nerdi ve bir Tiirk sergisine severek ev sahipligi yapa-
bilecegini belirtti.

Cesitli bulusmalardan sonra, her iki programi gercekles-
tirmeyi basardik. 8 Ekim'de, restore edilen Pécs'teki Modern
Macar Galerisinin agilis etkinligi olarak [stanbul — Hiima
Kabakgt Koleksiyonu sergisini agtik. Ne yazik ki, diinya ¢a-
pinda saygin bir koleksiyoncu ve sanat koruyucusu olan Na-
hit Kabakgi artik aramizda degil, ama koleksiyona adini veren
kizi, babasinin vasiyeti geregi koleksiyonun sorumlulugunu
tistlenmis. Koleksiyon, Almanya'nin Hagen ve Goslar sehirle-
rinde sergilendikten sonra, Pécs'te sanatseverlerle bulusuyor
ve bize ¢ok uzun siiredir pek az kesfedilmis olan modern Tiirk
resmiyle tanigma firsati veriyor. Tesekkiir ederiz.

Simdi de Istanbul'daki Csontvary sergisini heyecanla
bekliyoruz. Eminim, Csontvary'nin sanatini kesfetmek Tiirk
sanatseverleri icin biiyiik bir deneyim olacak. Ve eminim ki,
bu yapitlardakiyle Tiirk insaninin maneviyat: arasinda bir
bag var. Benzer bicimde kendimi de Tiirk yasam tarzina, kiil-
tlriine ve zihniyetine; kendi evimde, akrabalarimin arasin-

On 15-17 January 2008, then-President of Hungarian Par-
liament Dr. Katalin Szili and then-Mayor of Pécs Péter Tas-
nadi visited Istanbul to meet with then-President of Grand
National Assembly of Turkey Koksan Toptan, former Chair-
man of the Executive Committee of Istanbul 2010 Nuri
Colakoglu, then-Governor of Istanbul Muammer Giiler and
Mayor of Istanbul Kadir Topbas. The meeting entailed the
possible cultural cooperation between the two cities, name-
ly Istanbul and Pécs; in 2010, both cities were crowned as
European Capitals of Culture.

The Hungarian party suggested the organization of a
Csontvary exhibition in Istanbul and indicated that a Turkish
exhibition would gladly be hosted in Pécs.

Following a series of deliberations, we managed to exe-
cute both agendas. As the opening event of the reconstruct-
ed Modern Hungarian Gallery in Pécs, we inaugurated the
exhibition Istanbul — Hiima Kabakgt Collection on 8 Octo-
ber. An internationally renowned collector and patron of
the arts, Nahit Kabakg¢1 is unfortunately no longer with us;
however, her daughter, after whom the collection is named,
took over her father's collection per his will. After having
been displayed in the German cities of Hagen and Goslar, the
collection is currently on view in Pécs, providing us with the
opportunity to become acquainted with modern Turkish
painting, which had remained largely unexplored to date.
Thank you.

We now eagerly look forward to the Csontvary exhibition
in Istanbul. I am certain that discovering the art of Csontvary
will be a unique experience for Turkish art-lovers. [ am deep-
ly convinced that there is a profound connection between




daymisim gibi yakin hissediyorum. Bana bunu hissettiren,
yiizeyin degisen isaretlerinden cok, icsel sezgi. Temel olarak
bu, su acidan 6nemli: Csontvary'nin sanati, Bati kiiltiriintin
bir pargasi olarak goriilmez ve daha ¢ok Dogu'ya 6zgii bir il-
ginglik gibi degerlendirilir; Csontvary sanatinin derinligi,
glicli ve 'Bltlin'liik cabasi, gercekten de iyi bilinmez. Onun
sanati, "Biitiin'iin tamamen parc¢alandigl” diinyada tuhaf ve
cagdigi gorinmiistir. Gergekten de, Csontvary devrimci ve
avangardist degildi. 1900'lii yillarin baslarinda, ¢éziimleyici
bir tislupla 20. ylizyil sanatini yenilemeyi amaglayan hareket-
lere katilmamistir; sanatsal uygulamasi en ¢ok Cézanne'a ya-
kindir. 'Biitiin'ti korumus; donemindeki girisimleri i¢tenlikle
takip ederek, bu 'Bitiin'ti yikintilarindan yeniden kurmustur.

Istanbul 2010 Avrupa Kiiltiir Bagkenti programi icin segi-
len simgeler, dort temel 6gedir: ates, su, toprak ve hava. Bu
kavramlar, Csontvary i¢in de belirleyiciydi; sanatginin ruhu-
nu en iyi yansitan yapiti ve gizli otoportresi Jalniz Sedir de,
bunu gdzler 6niine serer. Etkileyici olan, bu resimde dort te-
mel 6genin de yer almasidir. Kisa, kirik dallar, toprak ile
g8t birbirine baglayan agacin enerjisini ve binlerce yillik
miicadelesini gdsterir; riizgara uyarak sallanan yapraklari
ise, canliliginin belirtisidir. Arkada deniz ve sudan yiikselen
sisin eflatuna boyadigi volkanik bir dag vardir. Bu biiyik
perspektif manzarasinda gokteki bulutlar, dorugun ardinda
batmakta olan Giines tarafindan kirmizi ve turuncuya bo-
yanmistir. Resim, evrenin yiice dinginligini ve ebediligini
yansitir.

Istanbul 2010 Ajansrnin ve Macaristan Egitim ve Kiiltiir
Bakanligi / Hungarofest'in maddi destegiyle, bize diger
Kultiir Baskenti'nin gurur kaynaklarindan birini —Pécs'teki
Csontvary Miizesi'nin kiiltiir hazinelerini— Turkiye'de, Istan-

bul'da sergileme firsati veren Suna ve Inan Kirag Vakfi
Yonetimi'ne, ve 6zellikle vakfin Kiiltiir ve Sanat isletmesi Ge-
nel Midiirii Sn. M. Ozalp Birol'a dzel tesekkiirlerimi sunarim.

Jozsef Sarkany
Janus Pannonius Miizesi Sanat Koleksiyonu Direktorti

the spirituality of his oeuvre and the spirituality of the Turk-
ish people. Similarly, I feel particularly close to the Turkish
way of life, culture and mentality; I feel at home, among rel-
atives. Rather than the changing signs of the surface, it is
rather my intuition that evokes this feeling. This is funda-
mentally important for the following reason: Csontvary's art
is hardly recognized as part of the Western culture and is
considered an Eastern curiosity; the depth, the power, and
the urge to attain a 'Totality' in his art is not quite familiar
here. In a world where "the 'Totality' is completely broken”
his art seems strange and old-fashioned. Indeed, Csontvary
was not a revolutionary and avant-gardist. He did not par-
take in the movements of the early 1900s that sought to re-
new 20" century art through analytical methods; his artistic
conventions are most akin to Cézanne's. He preserved the
‘Totality" and, following the contemporaneous attempts, in-
geniously rebuilt it from the ruins.

The four primeval elements — fire, water, earth and
air — constitute the symbols chosen for the programme of
Istanbul 2010 European Capital of Culture. As exemplified by
his emblematic work Solitary Cedar — his self-portrait in
disguise — these elements constitute an integral part of
Csontvary's oeuvre as well. Impressively enough, all the four
primeval elements appear in this painting. The stumpy, bro-
ken branches represent the vigour and the age-old struggle
of the tree that links earth and sky, whereas the leaves
quivering in the wind evidence its vitality. Behind are the
sea and a volcanic mountain, which is painted a purple haze
by the fog emerging from the water. The Sun setting behind
the peak renders red and orange hues to the clouds in the
sky in this large perspective landscape. The painting reflects
the sublime calmness and infinity of the universe.

I would like to extend my special thanks to the adminis-
tration of Suna and Inan Kira¢ Foundation and particularly
to Mr. M. Ozalp Birol, the General Manager of Culture and
Art Enterprises of the Foundation, for giving us the opportu-
nity to display in Istanbul the cultural treasures of Csontvary
Museum, Pécs —a source of pride for the other European
Capital of Culture— through the financial support of the
Istanbul 2010 Agency and the Hungarian Ministry of Educa-
tion and Culture/Hungarofest.

Jozsef Sarkany
Director of Janus Pannonius Museum Art Collection




Csontvary*

Tivadar Csontvary Kosztka, tutkulu bir kisiydi. Ressam ol-
mak ona yetmiyordu; gercek bir filozof gibi yasamin gizlerini
ortaya ¢ikarmak, gérkemli dogaya duydugu géniil borcunu dile
getirmek, ¢cokmiis bir cagin ahlaki hakkinda hiikiim vermek ve
olaganiistii bir taniklikla sevgili halkini ve iilkesini Tarih mah-
kemesi karsisinda temize ¢ikarmak, gelecekte degerli bir yerle-
rinin olmasini saglamak istiyordu. Ve bir ressam olarak bu in-
saniistii, kahince, neredeyse biiyiilii gorevleri, 'Biitiin'tin zen-
ginligini cagristiran dev tuvallere ¢izdigi kompozisyonlarla ger-
ceklestirmeye karar veriyordu: O gline dek goriilmemis bir
renkler uyumunun kendini gosterdigi bu resimlerde, dogadaki
organik yasam ile insan zekasinin diizen yaratma gereksinimi,
gerceklik ile diisselligi bulusturan sinir gizgisindeki goriiler yo-
luyla birlesiyordu. Sanatgi, bir defasinda duydugu gururu pek
de gizlemeyerek su soruyu sormustu: "Yerytiziindeki yasami-
miz bir okulu andirmiyor mu, 6gretmenin birgok égrenci ara-
sindan bir 6grenciyi sectigi, bu 6grencinin herkes adina sorula-
r1 yanitlamak ve biitiin okul adina dersleri yapmak zorunda ol-
dugu bir okulu?” Ciinkii Csontvary her seyi 6grenmeye, insanin
aklini kurcalayan biitiin sorulara yanit vermeye kararliydt. (...)

Csontvary, giniimiizde, Macaristan disinda da klasik bir
ressam sayiliyor. 1958'deki Briiksel Diinya Fuari'nda, uzman-
lardan olusan uluslararast bir kurul "Modern Sanatin Elli
Yili" baglikl bir serginin agilis yapiti olarak onun Sahilde
Atla Gezenler'ini (s. 80) se¢misti; bu, Csontvary'nin modern
sanatin Onciilerinden biri ve post-izlenimciler kusagini olus-
turan sanatgilarla es diizeyde oldugunu gosteren bir jestti.
Ressam Csontvary saygin Bénézit Sézliigii'niin 1976 basi-
minda, Macar sanatinin en 6zgiin figiirlerinden biri olarak
nitelendiriliyor; su sozlerle yer aliyordu:

Tivadar Csontvary Kosztka was a man possessed. He was
not satisfied with being merely a painter; like a true philo-
sopher, he wanted to ferret out the secrets of life, to pay ho-
mage to the majesty of nature, to pronounce judgement on
the mores of a decadent age and, with a superb testimonial,
to exonerate his beloved people and nation in front of the
tribunal of History, securing for them a worthy place in the
years to come. And he determined to accomplish these su-
perhuman, prophetic, almost magical tasks as a painter, by
creating compositions imbued with a harmony of colours ne-
ver seen before, painted on immense canvasses suggestive
of the richness of 'Totality’, in which the organic in nature
and the need of the human intellect to create order merge
through visions bordering on the frontier of the real and the
imaginary. "Does not our existence on earth seem like a
school, where the teacher singles out one of this many pu-
pils, and this one must answer for them all and do the les-
sons for the whole school?" he once asked with barely con-
cealed pride. For he was determined to know everything, to
provide answers to all the questions tormenting man. (...)

Today, Csontvary is regarded as a classic painter abroad
as well. During the 1958 Brussels World Fair, his Riders by
the Seashore (p. 80) was selected by an international panel
of experts as the opening item of an exhibition entitled "Fifty
Years of Modern Art", a gesture which proclaimed Csontvary
a pioneer of modern art, the peer of the generation of Post-
Impressionists. The prestigious Dictionaire Bénézit of 1976
called the painter one of the most original figures of
Hungarian art, and declared that he:



"Csontvary, resimde doneminin hichir akimina bagl de-
gildi; onun resim dilini tanimlamak, yapitlarindaki siiri
tanimlamak denli zordur. (..) Renk kullanimindaki sim-
gesel anlatim, Gauguin'le arasinda bag kurar ve onu disa-
vurumculuk ile fovizmin énciilerinden biri kilar. Yapitla-
rindan yayilan tuhaf isiltinin gergekiistiiciilerin dikkatini
cekmis olmasi gerekirdi, ama belli ki gercekustiiciiler
onun yapitlarindan habersizdi. Csontvary, sanat tarihi-
nin en byiik yalniz figiirlerinden biridir."

Csontvary, fin de siécle'in, ylzyll déniimiinin sanatgi-
stydi, ama yapitlarinin boyutlar1 ve anlamlari 6yle zengin ve
karmasiktir ki, yalnizca tslup kategorilerine ya da resimsel
ve bicimsel nitelikler siralamasina dayanarak agiklanamaz-
lar. Post-izlenimcilik ve sembolizm ¢agi, Avrupa sanatinda
biiyiik bir kopus anlamina geliyordu. Bu dénem, yiizyillarin
koklii sanat-gerceklik iliskisini sorguluyordu; gorsel temsilin
kalip gelenekleri gegerliligini yitirmis, degerler eski giiciinii
kaybetmisti. Biiylik boyutlu yapitlar akademizmin ellerinde
canlihigini yitirmis; butiinsellik ¢abasinin yerini, birbiriyle
baglantisiz ayrintilarin rastlantisal olarak bir araya getiril-
mesi almist1. Post-izlenimcilik hareketi icinde yer alan en bii-
yiik sanatgilar bu tiir bir pargalanmishgi asmaya ve kahra-
manca bir savasim vererek biitiinselligin sanatsal esdegerini
yeniden olusturmaya ¢alistyorlardi. Csontvary, onlarla ayni
kanidaydi. Cok az kisi, boylesine zorlu bir sentez girisiminde
bulunuyordu. Bu ytizden, Csontvary yalnizca modern sana-
tin onciileri arasinda yer almakla kalmaz, ayni zamanda ge-
nel olarak Avrupa resminin gelisimine iliskin dersleri ana ¢iz-
gileriyle ortaya koyan sanatg¢ilar arasinda yer alir.

Csontvary i¢in sanatin evrensel mirasi son derece gergek
ve somuttu, o da bu mirasin bir parcasi haline gelmek isti-
yordu. isittigi "goksel ses"in onun icin belirledigi hedef,
Ronesans'in efsanevi ressami Rafaeli agmakti. Csontvary,
klasik ressamlara saygi duyuyor, ama onlarin yapitlarinda
bir seylerin eksik oldugunu ve kimsenin bilmedigi bu Macar
dahinin, kendisinin bu eksikligi gidermeye yazgili oldugunu
diisiiniiyordu. Anladigi kadariyla, bu bir seyler, kusursuz
"hava perspektifi” ¢oziimiiyds; Csontvary'nin plein air sozii-
niin karsiligi olarak kullandigi hava perspektifi, onun ilk sa-
natsal girisimlerde bulundugu dénemde gercekten de res-
samlar i¢in biyiik bir giicliik olusturuyordu. Ama notlarinin
ve yapitlarinin ortaya koydugu gibi, onun icin plein air'in
anlami son derece karmasikti.

"is not tied to any contemporary trends in painting, and
it is just as difficult to define his pictorial idiom as it is to
define the poetry in his works. (...) The symbolic expres-
sion of his use of colour reveals an affinity with Gauguin
and makes him a forerunner of Expressionism and Fau-
vism. The strange radiation emanating from his works
should have caught the attention of the Surrealists, but it
seems that they were not acquainted with them.
Csontvary is one of the greatest solitary figures of the
history of art.”

He was an artist of the fin de siécle, the turn of the cen-
tury but the dimensions and meanings of his works are so
rich and complex, they cannot be characterised on the basis
merely of stylistic categories or the listing of pictorial and
formal qualities. The age of Post-Impressionism and
Symbolism was a great divide of European art. It questioned
the hundreds-of-years-old established relationship of art
and reality, the conventions of representation lost their va-
lidity, and values lost their hold. The large-format works wit-
hered in the hands of Academism, and the striving for tota-
lity was replaced by a windfall of unrelated details. The gre-
atest figures of Post-Impressionism tried to rise above such
fragmentation and, in a heroic struggle, attempted to reins-
tate the artistic equivalent of totality. Csontvary was of the-
ir persuasion. Few attempted such overwhelming synthesis.
Therefore, he ranks not only among the pioneers of modern
art, but also among those who summarized the lessons of
the development of European painting in general.

For Csontvary, the universal heritage of art was very real
and concrete, and he wished to bhecome part of it. The goal
his "demiurge” set for him was to surpass Raphael, the legen-
dary painter of the Renaissance. Csontvary respected the
classical painters, but felt that there was something missing
from their works and that he, the unknown Hungarian geni-
us, was ordained to provide it. As he understood it, that cer-
tain something was the perfect solution of "aerial perspecti-
ve”, his term for plein air, which at the time of his first artis-
tic attempts was indeed the great challenge for painters. But
as his notes and works show, for him the meaning of plein
air was intricate in the extreme.

Csontvary's oeuvre was still linked by countless ties to
the established relationship between art and reality that we
call mimesis. According to this order, art is the mirror or

Gene de, Csontvary'nin yapitlari, sanat ile gerceklik ara-
sindaki yerlesik iliskiye, mimesis (taklit) adini verdigimiz ol-
guya sayisiz bagla bagliydi. Bu anlayisa gore, sanat doganin
ve gercekligin aynasi ya da "taklit¢isi'dir. Bu taklidin kav-
ramsal temeli ve yontemi, Ronesans doneminde islenip be-
lirlenmistir. Rénesans sanatinin ve diigiincesinin anahtar
sozciikleri, empiria ile idea idi. Bu diisiince tarzina gore, sa-
natsal yarati deneyime dayali bilgiyi gerektirir; karakteristik
ozelligi, doga bilimlerinde rastladigimiz analitik yaklasimdir
ve ayni zamanda, Tanrisal kusursuzlugun, uyum ve idealarin
aynasidir. Csontvary icin de, sanatin gérevi deneyim ile ide-
ay1 birlestirmekti; ama Roénesans'in ve daha sonraki ¢aglarin
bu gorevi gerceklestirme tarzini yetersiz buluyordu.
Csontvary, klasik ressamlarin dirimsel yasam giiciinden
yoksun olduklarini, dogadaki Tanrisalliga baghlikla hizmet
etmediklerini diistintiyordu. Csontvary i¢in, bu dogadaki bii-
tiin ayrintilar son derece 6nemliydi (bu onun duyusal, so-
mut tslubunun temel 6zelliklerinden biridir). O, mutlak nes-
nellige ulagsmaya ¢abaliyordu, ama dogaya iliskin nesnel goz-
lemi ve c¢o6ziimlemesi, kendi 6znel kavrayisini iceriyordu.
Csontvary'nin sanatinda iki karsit egilim catigir: Bir yanda
bir objektifin kesinligiyle goriip kayda geciren gorsel diisiin-
me; 6te yanda, egemen, kendine 6zgii gérme tarzi, gordiikle-
rine getirdigi kisisel yorum, gériilenin belli bir mizacin anla-
timi seklinde yeniden bicimlendirilmesi ve iisluplandirilma-
s1. Goriniirde birbiriyle gelisen, birbirine karsit 6gelerin bu
tlr bir bulusmasi gercekten de az rastlanan bir seydir. Bu tu-
haf birlikteligin, biinyesinde iki karsit ucun en iyi degerleri-
ni barindiran ve seyirciyi heyecanlandiracak kadar bireysel
bir sanatla sonuclanmasi daha da az rastlanan bir seydir.

Csontvary'nin ustalikli iislubu, saglam kompozisyonu,
Idea'y1 sanatsal olarak yansitmayi amac¢ edinmesi, biitiin
bunlara ayrica zenginlik katar. Sanatgi, dogayi biitiin fiziksel
somutlugu icinde sunarken, doga motiflerini zamandan arin-
mis idealar alanina yiikseltmek istiyordu; nesnel goézleme
dayali temsili kendi goriistinlin egemen giictiyle, her seyi an-
lamla yiiklii kilan bir 6znellikle kaynastiriyor ve bu ikilik
sentezini bir biittinsellik duygusunu yansitan dev tuvallerde
gerceklestiriyordu.

Csontvary'nin yapitlarinda yokedici tutku ve ytice din-
ginlik, bitiinselligi cagristiran kapanim (closure), uyum ve
trajik miicadele yan yana var olur. Bu ytizden, anlatim tarzi
da, olaganiistii derecede ¢esitlilik icerir: Gergekei gozlem,
degisen 1s1gin niteligi Gizerindeki vurgu, post-izlenimcilige

“imitator” of nature and reality. The conceptual basis and
methods of this imitation were worked out during the
Renaissance. The key words of Renaissance art and thinking
were empiria and idea. According to this way of thinking,
artistic creation involves recognition based on experience,
it is characterized by the analytic approach found in the na-
tural sciences, and is, at the same time, the mirror of divine
perfection, of harmony and ideas. For Csontvary too the
task of art was to unite experience and idea. But he was not
satisfied with the manner in which the Renaissance and sub-
sequent ages accomplished this task. He felt that the classi-
cal painters lacked vital life force, that they did not serve fa-
ithfully enough the divinity of nature. For Csontvary, all the
details of this nature were extremely important — one of the
basic characteristics of his sensual, concrete style. He strove
for absolute objectivity, but his objective observation and
analysis of nature were informed by his own subjective app-
rehension. Two contradictory tendencies clash in his art —
visual thinking which sees and records with the precision of
a camera lens, and a sovereign, individual way of seeing, the
personal interpretation of what he saw, the reformulation
and stylization of the seen as the expression of a certain
temperament. Such a meeting of seemingly contradictory,
hostile elements is rare indeed. And it is even rarer that this
strange union should give rise to an excitingly individual art
that carries within it the best values of both.

All this is enriched by Csontvary's aspiration for the
grand style, for solid composition, the artistic mirroring of
the Idea. While presenting nature in all its physical concre-
teness, he wished to elevate its motifs into the timeless sphe-
re of ideas. He fused representation based on objective ob-
servation with the sovereignty of his vision, with a subjecti-
vity that renders everything expressive, and he accomplis-
hed this synthesis of duality on huge canvasses that radiate
a feeling of totality.

Devouring passion and sublime tranquillity, closure sug-
gestive of totality, harmony and tragic struggle exist side by
side in his works. Consequently, his mode of expression is
also unusually diverse: realistic observation, emphasis on
the quality of changing light, the decorative, orgiastic use of
colour characteristic of Post-Impressionism, the generous
large-scale handling of form and the strong diffraction of the
colours often appear simultaneously on the same canvas.
Yet, the effect is neither eclectic nor haphazard. The deve-



Ozgii suslii, coskulu renk kullanimi, bigimin oldukca biiytik
olcek tizerinden islenmesi ve renklerdeki giiglii kirilma, cogu
zaman ayni tuvalde ayni anda belirir. Gene de bu, resimlerin
eklektik oldugu ya da tasarimdan yoksun oldugu izlenimini
yaratmaz. Csontvary'nin sanatinin gelisimi organik bir sii-
recti ve adeta bliyi yoluyla, ¢éziimlerini inanilir ve sahici
gostermesini biliyordu. Insan ve sanatgi olarak benzersizligi,
biitiin yapitlarindan bize yansirken tislup yaklagimini geger-
li kilar.

Csontvary, erken donem yapitlarinda, dogada buldugu
bigimleri taklit ediyordu yalmizca. Buna karsilik, naif-
anlatimci-gercekei doneminde, gordiiklerini mizacinin algi-
ladigi sekilde yeniden yorumluyordu; en énemli yapitlarinda
—Tatra Daglari'na iliskin anitsal goriisiinde, Taormina ve
Baalbek'te, daha sonra "sedir agaci” tablolarinda, Meryem'in
Nasiradaki Kuyusu ve Sahilde Atla Gezenler'de— ise, yal-
nizca gordiiklerini ¢izmiyor, bizzat doganin yaratici siiregle-
rini izlemek istiyordu. Csontvary betimlemez, yaratir; taklit
etmez, yeniden yaratir; doganin motiflerinin ayna gériintii-
stinii tuvaline aktarmaz, gercekten de doga denli bagimsiz
bir 6z olusturur. Csontvary'nin kendi gozde deyislerini kul-
lanmak gerekirse: O, doga diinyasini yaratan "demiurgos’,
“ilksel gli¢c" ve “i¢sel ilke” gibi calistyordu. Dogadan alinan
motif artik amag degil, aractir; Csontvary, doganin yaratici
gliclerine iliskin derin bir kavrayisla ve sanatin yaratici ener-
jisinin yardimiyla, varlik nedeni yalnizca bir seyi taklit et-
mek ya da bir bicimde bir seyle ilintili olmak olmayan; ba-
gimsiz, tek amaci salt kendi varligiyla ve yasalariyla i¢sel ni-
teliklerini gelistirmek olan mikrokozmos bir diinya yaratmak
istiyordu.

Bu 6zgiir, yaratici sanatcinin doga ilkesine dayali resmin
sinirlari icinde kendini etkin sekilde kabul ettirebilmesi, bii-
yiik 6l¢iide dogaya duydugu neredeyse dinsel hayranliga ve
Avrupa resminin evriminde sanat ile doga arasindaki bagla-
rin heniiz kopmadigl, soyut resim sorununun heniiz giinde-
me gelmedigi bir dénemde eser vermis olmasina baglidir.

Csontvary biiytk ve yalniz bir figlird(i, yegane yoldaslari
riizgar ve giines olan sedir —sanatg¢inin tutkulu, kabusu an-
diran ikinci benligi— denli yalniz.

Csontvary'nin ¢agdaslarindan ¢ogu, yalnizca sanatginin
alay ettikleri tuhaf eylemlerini ve ayriksi fikirlerini biliyor-
lardi. Aralarindan yalnizca birkagi, eczaciliktan ressamliga
gecen bu kisinin, kendisini Rafael'le karsilagtiran bu "ken-
dinden menkul” dahinin, gercekten de yetenekli oldugunu

lopment of Csontvary's art was an organic process, and as if
by magic, he could make his solutions seem credible and aut-
hentic. His uniqueness as man and artist radiates from all his
works and justifies his stylistic approach.

In his early works, Csontvary simply imitated the forms
he found in nature. In his naive-expressive-realist period,
however, he reinterpreted what he saw as apprehended by
his temperament, while in his major works — in the monu-
mental vision of the Tatra Mountains, Taormina and
Baalbek, then in the "cedar” canvasses, Mary's Well at
Nazareth and Riders by the Seashore —, he no longer pa-
inted merely what he saw, but wished to follow the creative
processes of nature itself. He does not depict, he creates; he
does not imitate, he creates anew; he does not record the
mirror-image of nature's motifs on his canvas, he veritably
formulates a substance as independent as nature itself. To
use Csontvary's own favourite expressions, he worked like
the "demiurge”, "primeval force” and "inner principle” that
creates the natural world. The motif taken from nature is no
longer the end but the means; with an insight into the crea-
tive forces of nature and with the help of the creative
energy of art, he wished to create a world whose raison
d’étre is not merely to imitate something or be in rapport
with something in some way, but by reason of its being, to
become an independent microcosm with its own laws and
with no other aim than the nurturing of its own innate qua-
lities.

The fact that this sovereign creative artist could assert
himself effectively within the bounds of painting based on
the nature principle is to a great extent related to his quasi-
religious adoration of nature and the fact that he worked du-
ring an era of the evolution of European painting when the
links between art and nature were not yet severed, and the
problem of non-figurative painting was not yet posed.

He was a grand and solitary figure, as solitary as his pas-
sionate nightmarish alter-ego, the cedar, whose only compa-
nions are the wind and the sun.

Most of his contemporaries knew only about his strange
deeds and eccentric ideas, which they derided. Only a few
among them realised that this pharmacist-turned-painter,
this self-styled genius who compared himself to Raphael
was, indeed, so gifted. Great ages meet in his art — the deve-
lopment that began with the Renaissance, the complex prob-
lematic of mimesis and the sharply divergent problematic of

fark etmisti. Csontvary'nin sanatinda, ¢ogu zaman ayni tu-
val iizerinde, biiyiik caglar birbiriyle bulusur: Rénesans'la
birlikte baslayan gelisme, karmasik mimesis sorunsali ve
modern sanatin mimeasis'ten hambaska bakis acisi. Birbirin-
den son derece farkli yaklasimlar1 bir araya getirmek ve
bunu inandirici kilmak, biiyiik bir kisi ve biiyiik bir sanatgi
olmay1 gerektirir. Csontvary'nin yilmaz iradesinin ortaya
koydugu gibi.

* Lajos Németh'in Csontvary kitabinin (Budapeste:
Corvina, 2004) Giris béltimiinden alinti.

modern art — often on the same canvas. To unite such very
different outlooks and make it convincing takes a great man
and artist. And Csontvary stood his ground.

* Quotation from Lajos Németh (Introduction In:
Csontvary. Corvina, Budapest, 2004)



Csontvary’nin Sanatinda
Yaratilisin Yiiceligi

Ve

The Sublimity of Creation
in Csontvary'’s Art

Csontvary Kosztka Tivadar, Macar resminin en biiytik us-
tasidir. Resme basladiginda, neredeyse 40 yasindaydi. Tan-
ri'nin rehberliginde, "Rafael'den bile biiytk" bir ressam ol-
maya karar verdi ve bu goreve bilingli olarak hazirlandi. Ku-
zey Macaristan'da, bir eczaci olarak, yeni yasam kosullarinin
altyapisini olusturacak yiiklii bir eczacilik geliri vardi.
Csontvary'nin ilk modelleri, Iglé'daki okul laboratuvarinda
bulunan doldurulmus kuslardi. Sanatgi, 1894'te Miinih Giizel
Sanatlar Akademisine kaydini yaptirdi. Sergideki karakalem
cizimler, bu dénemin sanat degeri yiiksek belgeleridir. Bun-
lar, baslangi¢ diizeyindeki bir sanat¢iya 6zgii kararsizlik izle-
rinin goriilmedigi eskiz ve portrelerdir. Csontvary Akade-
mi'ye uzun siire devam etmedi. Hocalar1 onu artik hazir ol-
duguna ikna ettikten sonra, sanat¢i kendi mistik ve 6zel yo-
lundan gitti.

Csontvary, biitiin yasami boyunca umutsuzca Tanri'yi
arayan, yalniz ve yanls anlasilmis bir sanat¢iydi. Doganin
ve gegmisin her mucizesinde Tanri'nin iradesini goriiyordu:
Ister ciplak, sarp sirtli ve karla kapli kivrimli kayalari ancak
dogatistii —Tanrisal— bir giiciin kanitlart olan Tatra Dag-
lar’'nin goge uzanan dorugunda, ister Baalbek kilisesinin ya-
ninda —Csontvary'nin Giines Tanri'ya kurban verilen yer ol-
dugunu disiindiigii— anitsal kurban tasinda.

‘Biittin'tin kuvvetini kanitlayan sey, gii¢ degildir yalnizca.
Giizellik basli basina bir kanittir, 6zellikle mekan enerji dolu
ise. Csontvary'nin Napoli'ye, Veziiv Dagi'nin eteklerine ve
Sicilya'ya, Etna Dagi'nin yakinlarina gitmesinin nedeni bu-
dur. Sanatgi, 1902 tarihli Castellamare di Stabia (s. 54) adli
yapitini bu gezilerin sonucu olarak yaratmistir: Napoli
Korfezi'nin uzayip giden mavimsiligi, sahilde renk renk bir

Csontvary Kosztka Tivadar is the greatest master of Hun-
garian painting. He was almost 40 years old when he began
painting. He decided to become a painter —"greater than
Raphael’— on divine guidance and consciously prepared for
the task. As a pharmacist in Northern Hungary, he had pro-
cured considerable income from his pharmacy to finance
the basics of his new life. His first models were the taxider-
mic birds in the school lahoratory in Iglo. He enrolled in The
Academy of Fine Arts Munich in 1894. The charcoal drawings
in the exhibition are documents of high artistic value from
this period. These studies and portraits bear no signs of a
beginner's uncertainty. Csontvary did not attend the Acad-
emy for an extended period. Once his teachers assured him
that he was ready, he followed his own mystical and special
path.

Throughout his life, Csontvary was a lonely and misun-
derstood artist, who desperately sought God. He saw God's
will in each and every miracle of nature and the past: either
in the soaring peak of Tatra Mountains, whose bleak, jaggy
ridge and frozen, crinkled dough-like rocks are evidence of
such an energy that can only be of supernatural —divine—
power, or in the monumental sacrificial stone —next to Baal-
bek church— he presumed to have been a site of votive offer-
ing for the Sun God.

Force alone does not exclusively prove the power of the
'Totality'. Beauty itself is evidence, particularly if a place is
full of energy. This is exactly why Csontvary visited Naples,
the foot of Mount Vesuvius, and Sicily, near Mount Etna.
Dated 1902, Castellamare di Stabia (p. 54) was borne out of
these travels: the expansive, bluish of Bay of Naples decked



dizi ev, arka planda duman sacan (canl!) Veziiv.

Csontvary, varlig1 en eski caglara uzanan 6gelere derin-
den inaniyordu. Su/deniz/Ay ve ates/yanardag/Giines, yiik-
sek onceligi olan motifler olup, eszamanli olarak belirir, ya-
pitin dinamigini ve kompozisyonun 6diin vermezligini vur-
gularlar.

Tatra'nin alev rengi sarp kayalari arasinda uzanan vadi
boyunca giiriil giiriil akan irmak, Jajce ve Schaffhausen sela-
lelerinin ¢irpintili kopiigl tstiinde Glines'in olusturdugu bir
gokkusagi ve Napoli Korfezi kiyisindaki setten geri dénen
yay halindeki dalgalarin tizerinde parlayan gokkusagi.

Csontvary, gecenin gizemine de diiskiindii; resimlerinde
nasil Giines'in gozalict ve canli renklerini yaratabiliyorsa,
Ay'in sihirli ve diissel diinyasini da 6liimstzlestiriyordu. Ak-
sam Castellammare’de Balik Avt (1901) (s. 53) ya da ana ya-
pitlarindan biri olan Ay Isiginda Atina'da Araba Jolu (1904)
(s. 69), onun ince ayrintilarin da ustasi oldugunu kanitlar.
Kompozisyonlarinda Ay'in ¢ok sik yer almasi oldukga dikkat
cekicidir; keza yapay 1s1ga bu kadar ilgi duymasi ilgingtir. Ce-
sitli sehirlerin aksam ya da gece goriiniimlerinin giizel 6r-
nekleri, Jajee'de Elektrik Lambast Isiginda Agaglar (1903)
(s. 67) ile Ay Isiginda Atina'da Araba Jolu'dur; ama en
onemlisi, dogal ile yapay 1sig1 biitiiniiyle birlikte gozler onii-
ne serdigi icin Jajce’de Gece Elektrik Calismalaridir (1903)
(s. 65).

Su renkleri Csontvary'nin paletinden miithis bir zengin-
likle akar; bu renkler, kimi zaman Jajce'deki kayalardan asa-
g1 caglayarak akan irmak gibi soguk yesilimsi mavi ya da
Mostar'daki Roma Képriisii'ndeki (s. 63) gibi turkuvaz-
yesildir. Aslinda, Neretvamnin iki yakasindaki bitisik diizen
rengarenk evleri bir yay gibi birbirine baglayan 16. yiizyil
koprisii, Romalilar tarafindan degil, Tiirkler tarafindan ya-
pilmistir. (Maalesef koprii 1991'de Yugoslav i¢ savasi sirasin-
da yikilmistir. Tasarimini Macar mimarlarin, yapimini Tiirk
ustalarimin tstlendigi képriiniin yeniden insasi, irmagin sol
yakasinda yasayan Miisliimanlar ile sag yakasinda yasayan
Hirvatlar arasinda dostlugun yeniden kurulmasina yardimci
olmus olsa gerek). Bu renkler, Napoli Korfezinin ve Sicilya
kiyilarinin derin, sicak mavi renklerinden nasil da farklidir!

Suyun kendisi giiclii bir simgesel 6gedir. Meryem'in
Nasira'daki Kuyusu'nda (1908) bir cesme goriiriiz. Cesme-
nin suyu, gotik tslupta resmedilmis endamli kadinlarin ba-
sindaki uzun, siskin testilerle uzak evlere gotiirtltir ve ora-
dan gecen deveci ve katircilarin hayvanlarina verilir. Réne-
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with a colourful string of seaside houses, with the smoky
(activel) Vesuvius in the background.

Csontvary deeply believed in primeval elements. Water/
sea/Moon and fire/volcano/Sun are motifs of high priority,
which appear simultaneously, emphasizing the dynamism of
the work and the rigidity of the composition.

A stream flowing abundantly through the valley between
Tatra's flaming crags; a rainbow, the Sun conjures up above
the white choppy froth of the waterfalls of Jajce and Schaff-
hausen; and the rainbow shining on the bow-like waves
crashing against the wall on the Bay of Naples.

Csontvary was partial to the mystery of the night as well.
He was able to immortalize the enchanting and dreamlike
world of the Moon in the same way he created the fiery and
vivid colours of the Sun. Evening Fishing in Castellammare
(1901) (p. 53) or Moonlight Drive in Athens (1904) (p. 69)
—one of his major works— proves that he was a master of the
finest details. It is quite conspicuous how often the Moon
appears in his compositions and equally interesting to see
how interested he is in artificial light. Among the lovely ex-
amples of his several cityscapes in the evening or at night
are Trees in Electric Light in Jajece (1903) (p. 67) and Moon-
light Drive in Athens, yet the most outstanding one is The
Jajce Electrical Works at Night (1903) (p. 65), as it displays
both natural and artificial light.

Colours of water flow with extraordinary richness from
his palette; sometimes they are a cold greenish-blue, like the
river flowing down the rocks in Jajce, or turquoise—green,
like Roman Bridge in Mostar (p. 63). Connecting the dense
cluster of colourful, adjoining houses on both banks of Ner-
etva like an arch, the 16" century bridge was in fact built not
by the Romans but the Turks. (Unfortunately, the bridge was
demolished during the Yugoslavian civil war in 1991. De-
signed by Hungarian architects and executed by Turkish
craftsmen, the reconstruction of the bridge must have amel-
iorated the friendly relations between the Muslims living on
the left bank and the Croatians living on the right bank of
the river). How different are these colours from the deep,
warm blue hues of the Bay of Naples and the shores of Sicily!

Water is a powerful symbolic element in Csontvary's
works. Mary’s Well in Nazareth (1908) features a fountain.
The water of the fountain is carried to the distant houses in
long, bulbous pitchers on the heads of graceful women de-
picted in Gothic style and given to the animals of cameleers

sans safligindaki bu resmin merkezi, sirma sach giizel Mer-
yem Ana'dir; mavimsi-eflatun bir giysi giymis olan Meryem,
Hiristiyanlik 6gretisinde inancin kaynagi olan Cocuk Isa'yi
kucaginda tutmaktadir.

Su, Kudiis'te Zeytindagi'nin da (1905) (s. 73) ana motifi-
dir. Resmin solundaki ticte birlik eksene yerlestirilen kilise
kulesi, orta eksenden uzaklastigi i¢in bir kompozisyon gerili-
mi yaratir. Yaninda ve kenarinda ti¢ kumrunun bulundugu
on plandaki doértgen su kabi, bu etkiyi pekistirir. Bunlarin
hepsi net simgelerdir: Su, yasami; kumrular ise, Kutsal Ruh'u
(Tanri'y1) temsil eder. Hiristiyanlikta Zeytindag, Bilyiik Cile
ile Kurtulus'un yeridir. Kap ile kilise kulesini birbirine bagla-
yan ¢izgi, gizemli sekilde yukari yiikselen Ay'la Zeytindagi'na
isaret eder.

Csontvary'nin son derece zengin bir renk kullanimi var-
dir; onun yiizeyleri, mucizevi ayrintilarla doludur, resimler
neseli bir yaratinin zevkini tasir. Ozellikle biiyiik kompozis-
yonlarinda kiiclictik ayrintilar, hem olaganiistii birer resim
olusturur, hem de biit{inii engellemeden gériiniim hakkinda
bilgi verir; ayrica, dikkatli seyircilere zevkli bir deneyim ya-
satir. Elbette, sanat¢inin daha kiiciik yapitlarinda bu tiir ola-
naklar sinirlidir, ama Kudiis'te Zeytindagt olaganiistii tekni-
giyle sanatgilara bile haz veren siradisi bir resimdir. Resmin
farkliliklar iceren yapim ¢oziimleri, ayrintilariyla —sézgelimi,
on plandaki dar yolun koyu mavi-kirmizi-sari yogun yapisi
ya da daga uzanan patikanin ince, nakisi andiran iislubun-
daki inci 1s1ltisi— bana Van Gogh'un anlam yukli resim-
siirini animsatir.

Bu zengin uygulamadaki ayrintilari kesfetmek, Jalniz
Sedir'in (1907) (s. 77) bircok kez ¢oziimlenmis benzersizligini
daha derinlemesine anlamamizi saglar. Tamamlayici renk-
lerle dengelenen kompozisyonun altin oran eksenine gore
sagindaki sirtta yer alan, riizgarin yiprattigi binlerce yillik
yalniz sedir agaci sanat tarihgilerine ve resmi bilenlere gore,
Csontvary'nin gizli bir portresidir. Ayni zamanda, insanlik
tarihini de icine alan bir yasam agacidir.

Csontvary, kendini ugrasina adamis bir sanatciydi. Yazi-
lari, risaleleri, krala sundugu kismen zihin bélinmesinin [si-
zofreninin] drind olan 6nerileri ve gizli bir otoportre olan
Faslt Hoea (1908) (s. 75) portresi bunun kanitidir. Sanatginin
ozelliklerini tasiyan kahin, bir ¢6lde, egitmek ve vaaz ver-
mek i¢cin halkini aramaktadir. Kahin yalnizdir ve gocebe bir
topluluk buldugunda, onlara katilir. Ama bu Kisiler bir stire
sonra ayrilip giderler. Kahin gene tek basina kalip, ders vere-
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and muleteers passing by. The centre of this composition of
Renaissance purity is the beautiful Mother of God with her
golden hair, wearing a purple-blue red dress, holding the
Child —the source of faith in Christian teaching— in her
hands.

Water also constitutes the central motif of The Mount of
Olives in Jerusalem (1905) (p. 73). The church tower placed
on the axis of the left third of the picture creates a composi-
tional tension as it moves away from the middle axis. This
effect is reinforced by the rectangular water bowl with three
doves perched on and next to it in the foreground. These are
all clear symbols: water stands for life, the doves stand for
the Holy Spirit (God). In Christianity, the Mount of Olives is
the designated site of Passion and Salvation. The line that
connects the bowl and the church tower points to the Mount
of Olives with the mysteriously rising Moon ahove.

Csontvary has an extremely rich use of colour; his sur-
faces are full of miraculous details and the paintings carry
the pleasure of joyful creation. In particular, the tiny details
of his large compositions not only render wonderful images
and offer information about the landscape without impeding
the whole, but they also provide a delightful experience of
revelation to careful viewers. Such possibilities are certainly
limited in the case of his smaller works, but The Mount of
Olives in Jerusalem is an exceptional painting that charms
even artists with a splendid technique. With their details,
the diversified solutions of facture —like the dense, blue-red-
yellow structure of the narrow lane in the foreground or the
pearly glow of the narrow, embroidery-like touch of path up
the mountain— are reminiscent of Van Gogh's expressive
painting poetry.

Discovering the details in this rich facture provides a
deeper understanding of oft-analyzed singularity of the Sol-
itary Cedar (1907) (p. 77). Balanced by the contrast of com-
plementary colours, the storm-ridden, solitary, age-old ce-
dar on a ridge on the right golden ratio axis of the composi-
tion is considered to be a hidden portrait of Csontvary by art
historians and viewers alike. At the same time, it is a tree of
life that includes the history of mankind.

Csontvary was a dedicated artist. His writings, pam-
phlets, the proposals he made to the king as products of his
partially split mind [schizophrenial attest to this fact and are
epitomized in the Moroccan Teacher (1908) (p. 75), a self-
portrait in disguise. Bearing the features of the artist, the



cegi bir sonraki kisileri bekler, onlari arar. En biiyiik 6zlemi,
insanlarin onu anlamasi ve sézlerine kulak vermesidir.

Sedirlere Hac Jolculugu (1907) resminde béyle bir arzu-
nun diissel bir temsilini gérilyorum. Beyaz giysiler icinde
ucusan perilerin sanatciyi selamladigi bir diisiin betimleme-
si olan bu resimde, sanat¢t da kutlamaya katilip tapinan in-
sanlar karsisinda gége uzanan bir sedir agaci olarak belirir.

Csontvary, sagken, hatta oliimiinden sonra uzun yillar
boyunca, hayranlik duyulmus ya da onurlandirilmis bir sa-
natci degildi.

Biiyiik bir olasilikla sanat¢inin son yagliboya resmi olan
Sahilde Atla Gezenler (1909) (s. 80), pastoral bir Arkadia
sahnesi, huzurlu bir masal beldesidir. Bu diigsel kurgu, par-
lak renkleri, zengin zarif kompozisyonu ve fir¢ca vuruslarin-
daki olaganiistii rahatligi ile, Csontvary'yi 20. yiizyilin en bii-
yiiklerinden biri kilar ve resmini {istiin nitelikli bagyapitlar
arasina yerlestirir.

Csontvary, sedir agaglarini ¢izmek i¢in Lilbnan'a gitmis-
tir. Binlerce yillik agaclar, atalarimizin dogumuna taniklik
etmis ve insanlik tarihi boyunca yasamis taniklardir.
Csontvary icin insanlik tarihi, cogunlukla Eski Yunan - Roma
tarihiyle, Akdeniz'le 6zdestir. Csontvary, Dalmagya, Bosna,
Gliney italya ve Sicilya'ya gitmis; Atina, Kahire ve
iskenderiye'yi gezmis; Ortadogu'da —Kudiis, Nasira, Baalbek
ve yapitlarinin ana esin kaynagi sedirler beldesi Liilbnan—
kalmistir.

Oteki kiiltiirleri anlama, 19. yiizyilin ikinci yarisinda bii-
yiik bir gelisme gosteriyordu. Araglarin hizli gelisimi sayesin-
de uzakliklar azaliyordu. Daha hizli ve daha konforlu gemi-
lerle limanlara gelen yolculari iilkenin i¢ bolgelerine daha
glivenli sekilde tasimak i¢in demiryollart yapiliyordu. Ama
ressamlarin birer kasif haline gelmelerinin tek nedeni, me-
raklari degildi. Giderek daha ¢ok rehber kitap ve gezi kitabi
basiliyor; bu kitaplar, okurlarin dikkatini ¢ekecek resimleri
gerektiriyordu. Unlii ressamlar ve ¢izerler bu isi iistlendiler;
en iyilerinin yapitlari, ayri ¢izim kagitlar1 ve resimlerle sa-
natseverlere sunuluyordu. Herhalde Csontvary bu yapitlari
ve resimleri biliyor ve yolculuklarini bu resimlerdeki gorii-
niimlere gore planliyordu.

Csontvary'nin Istanbul'da da kaldigi kesindir; 1913 tarihli
bir kartpostal bunu kanitlamakla birlikte, ne yazik ki yolcu-
lugu destekleyenresimleryada gizimler yoktur. Csontvary'nin
kaltiir-tarih anitlarina olan tutkusunu bildigimizden, Orta-
dogu yolculugu sirasinda daha 6nce de Istanbul'da bulundu-
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prophet looks for his people in the desert to teach and
preach. He is alone; when he finds a nomadic tribe, he joins
them. Yet they leave soon thereafter. Once again he remains
alone, waiting and searching for the next group of people to
teach. He longs to be understood and heard.

| see a dreamlike representation of this desire in Pil-
grimage to the Cedar (1907). The painting is a depiction of a
dream in which dancing fairies in white clothes salute the
artist, who materializes as a sky-high cedar in front of the
people that celebrate and worship.

Csontvary was not admired or honoured in his life time
or even decades after his death.

Possibly his last oil painting, Riders by the Seashore
(1909) (p. 80) is a bucolic, Arcadian scene —a peaceful, fairy
landscape. With its bright colours, generous elegant, compo-
sition, and extraordinary ease of brushwork, this fantastical
depiction makes Csontvary one of the greatest artists of the
20" century and places his painting among masterpieces of
the highest rank.

Csontvary went to Lebanon to paint cedars. The thou-
sands-years-old trees stood witness to the birth of our an-
cestors and lived through the entire history of mankind,
which, for the mot part, equalled the Greek-Roman and the
Mediterranean culture for Csontvary. He visited Dalmatia,
Bosnia, South Italy and Sicily, travelled to Athens, Cairo and
Alexandria, stayed in the Middle-East, Jerusalem, Nazareth,
Baalbek and Lebanon; the land of cedars were the main in-
spiration for his works.

Understanding other cultures flourished in the second
half of 19™ century. Distances grew shorter with the rapid
development of vehicles. Railroads were built to facilitate
the safe delivery of passengers —arriving at the ports with
faster and more comfortable ships— to inner areas of the
country. Yet, painters did not become explorers solely due
to their curiosity. An increasing number of guidebooks and
travelogues were printed, requiring illustrations that would
attract readers. Famous painters and illustrators undertook
the task; their best works appeared on independent sheets
of drawings and paintings. It is presumed that Csontvary
was familiar with them and planned his journeys according
to the scenes depicted in these works and illustrations.

It is certain that Csontvary stayed in Istanbul as well;
while only a postcard dated 1913 attests to this fact, unfortu-
nately there are no paintings or drawings from this journey.

gunu varsayabiliyoruz yalnizca. Kesin olarak bildigimiz nok-
ta, sanat¢inin hangi giidilyle bu yolculuga ¢iktigidir.
Csontvary, Subat 1913'te "Dahi: Kim Dahi Olabilir, Kim Ola-
maz?" baslikli bir yazi yazmisti; yaziy1 su ctimlelerle bitiri-
yordu:

“Ayrintilarla ugrasacak vaktim yok, aklimin ve yiiregimin
yaristyla Dogu yolundayim. Orada atalarimizin enerjisiy-
le ilgileniyorum, 6zellikle tarihimizdeki ilk uygarligimizin
diizeyiyle: Bunun, yurdumuzdaki biyiik evrim yapisiyla
ilgili baslangi¢c asamasindaki ciddi, kararl ¢calisma tize-
rinde tesvik edici, uzlastirict ve tutarliliga yonlendirici
bir etkisi olacak. Atalarimiz kimdi, nereden geliyorlardi
ve hangi nedenden 6tiirii o olaganiistii enerjiyle diinya-
nin biiyiik giiciiyle savasmak zorunda kalmislardi? Simdi
bile bilmiyoruz bunlari. Ulkeme geri déndiigiimde bu so-
rularin karsiligint verecegim.”

Demek ki, Csontvary halkinin atalarini ve kokenini ari-
yordu ve bu konudaki istekliligi, o donem insanlarinin mera-
kiyla bagdasiyordu; gene de, onun kendini adadig: derin
amac ve hedefler, salt meraki asiyordu. Ayni zamanda, "Bu
diinyadaki gorevimiz ne?”, "Nasil bir gelecegimiz olacak?”
gibi sorularin yanitini artyordu. Yanitlar icin, nereden geldi-
gimizi, gegmisimizin ve degerlerimizin ne oldugunu bilmek
gercekten yasamsal onem tasir.

Csontvary'nin resmi, Macar ve diinya sanatinin kalict,
belirli bir tarihle sinirli olmayan bir degeridir. Onun ruhu,
gecmisimizdeki glizellik, yiicelik, saflik ve giicli —Yaratilig'in
insanlik tarihindeki sihrini ve cesitliligini— arayip temsil
ederken, kiiltiirleri birbirine baglar.
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Based on his passion for cultural-historical memories, we
can only assume that he had been there before, during his
journey on the Middle East. What we know for sure is the
motivation behind this trip. In February 1913, he wrote a
premise titled, "The Genius: Who Can and Can Not be a Gen-
ius,” which he ends with the following sentences:

"I do not have time to deal with details — I am in the East
with my half mind and heart, where I am interested in
the energy of our ancestors, the level of our primeval
civilization in our history in particular, which will have
an encouraging, propitiating and cohesive, exhortative
effect on the serious, tremendous preliminary work on
the grand structure of evolution at home. We do not
know even now who our ancestor were, where they came
from, and for what reason they had to compete against
the greatest power of the world with that exceptional en-
ergy. | will answer these questions when I return home.”

Hence, Csontvary was searching the ancestors and origin
of his own people and his willingness matched the curiosity
of the people of that age, although his deep and dedicated
goals and intentions carried more than sheer curiosity. At
the same time he was looking for the answer to questions
like "what is our task in this world, what stands in our fu-
ture?” To find the answers, knowing where we came from,
what our past was, and what our values are bears vital im-
portance.

Csontvary's painting is a long-lasting, timeless value of
Hungarian and International art. His spirit bonds cultures
while searching for and representing the beauty, sublimity,
purity, power and richness of our past —the magic and diver-
sity of Creation in the history of mankind.
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Ozyasamovykiisii*
Vd
Autobiography*

5 Temmuz 1853'te Kisszeben'de dogmusum, adimi Mihaly
Tivadar koymuslar. Merhum babam Dr. Laszl6 Kosztka dok-
tora yapmis bir bilim adami ve kimyaciydi; sigara icmez, al-
kol kullanmazdi. 1904'te, 88 yasinda Jaszapati'de oldii. Baba-
min tutkulari, avlanmak ve fiizeler yapmakti. Evimizde tazi,
teriyer, av kopekleri, cogu zaman kurt yavrulari, tilkiler ve
baykuslar yetisir, siiriiyle kuslar konser verirdi. Biz alti ¢o-
cuktuk: Salincagimiz, melon sapkalarimiz, oyun alanimiz,
oyuncak tabancalarimiz ve av kdpegimiz vardi. Spor soz ko-
nusu oldugunda, Kosztkali cocuklar her zaman ilerideydi. Bir
hata yaptigimizda tokad: yer, karanlik bodruma kapatilirdik.
Her seyi ¢ok net hatirliyorum, biiyiik gezegen zamanini bile:
Dadimin kucaginda kiigiik bir cocuktum ve evimizin tistiinde
kayan bliyiik bir yildiza bakiyordum.

Ogrenciyken ezberden nefret ederdim. Kutsal Kitap't ma-
sal gibi goriiyor; daha ¢ok, disarida, doganin icinde olmaya,
biilbiiliin 6tiisiint dinlemeye, kah burada kah surada polen-
li tagyapraklarini kelebek, ar1, yaban arisi ve bocek stiriileri
kusatmis bir ¢icege bakmaya can atiyordum. Babam evimizi
Kisszeben'den Szerednye'ye tasiyinca biz dort erkek ¢ocuk
Ungvar'daki ortaokula génderildik. Hatirltyorum: Spor karsi-
lasmalarinda, avcilik, yiizme ve paten kaymada ¢ok iyiydim;
ipek tretimiyle de ilgileniyordum. Dolayisiyla, okul karne-
min ¢ok iyi olamayacagi agik¢a ortadaydi; bu da, satici ol-
mam icin babamin beni Eperjes’e gotiirmesine neden oldu.

Uc bucuk yil boyunca saticilik yaptim; daha sonra, kendi
girisimimle kimyaci oldum ve vyeterlilik belgesini aldiktan
sonra hukuk ogrencisi olarak Budapeste valiliginde bir yil
goniillii olarak calistim. Her seyi bilme tutkumun bir sonucu
olarak sayisiz kitap okudum. 1877-1878'de, dénemin Tarim,
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[ was born on 5 July, 1853, in Kisszeben and was given the
name Mihaly Tivadar. My late father, Dr. Laszlo Kosztka was
a doctor scientist and chemist; he did not smoke and did not
drink alcohol. He died in Jaszapati, in 1904, at the age if 88.
The passions of my father were hunting and rocket-making.
Our house sheltered greyhounds, terriers, hounds, often
wolf cubs, foxes and owls, and a flock of songbirds gave con-
certs. We, the six children, had the swing, bowler, gymnas-
tics, toy gun and hunting game. The Kosztka-boys were al-
ways ahead when it came to sports; and when a mistake was
made, it was then, that were whacked, and shut up in the
dark cellar. I clearly remember everything, even the time of
the big planet, and | was gazing as a baby child at a big shoot-
ing star above our house from the arms of my nanny.

As a schoolboy I hated memorizing by heart; I looked at
the Bible as a tale, and I rather longed to be outside in na-
ture to listen to the warbling of the nightingale, to gaze at a
flower here and there, where the polliniferous petals were
busy with whole swarms of butterflies, bees, bumblebees
and insects. My father moved from Kisszeben to Szerednye,
and we, the four boys, were sent to the secondary school in
Ungvar. I recall, I excelled at games, hunting, swimming and
skating; and | was engaged in the silk production as well; so
it is straight forward that the school report could not have
been very excellent, which resulted in my father taking me
to Eperjes to become a salesman.

[ was a salesman for three and a half years, then on my
own initiative, a pharmacist, and after I received my diplo-
ma, of my own free will, [ spent a year at the mayor’s office
in Budapest as a law student. My appetite for omniscience



Sanayi ve Ticaret Bakani'na bir tiir rapor sundum; bu rapor-
da ipek tiretiminin pratik amaclarini anlatiyor ve konunun
okullarda zorunlu ders olarak okutulmasini éneriyordum.

Sonra hasimiza Szeged'deki sel felaketi geldi ve ben {ini-
versite 6grencilerinin basina ge¢cmek zorunda kaldim; bu-
nun sonucunda agir bir soguk alginligiyla geri déndiim ve bir
seyler yazip okumakta zorlanir hale geldim.

Doktorlar uzun bir dinlenme énerdiler; Tatra Daglari'nda,
Iglo'daki bir eczaciya kalfa olarak gelisim bu sayede oldu.

Birkag aylik dinlenme sonrasinda, bir giin odun yiiklii bir
oOkiiz arabasi gelip eczanenin oniinde duruverdi; oOkiizler
uyukluyordu ve ben bu sahneyi bir regeteye ¢izdim.

Bu ¢izim ile Karpatlar adli bir digeri, baskentte Sanatlar
ve El Sanatlar1 Okulu'nun miidirii Keleti'ye gosterildi; ilk ¢i-
zimim oldugu i¢in yeniden bulunabilse ¢ok ilging olurdu.

Iglé'dan dogru Roma'ya gittim; orada aylarca calistiktan
sonra, biiylik ressamlari yakalamak, hatta ge¢mek icin yirmi
yil calismam gerektigi sonucuna vardim.

Roma'dan Eszék'e gittim. Eszék'te Munkacsy'nin Pilatus'u
cizdigini 6grendim, bu sasirtici bilgi iizerine Budapeste'ye gi-
dip eseri gobrmem gerekti. Bir yil sonra Paris'teydim; kendi
kendime gucliikleri nasil asacagimi soruyordum ve hir tek
kisi bile bana yardimci olmuyordu.

Ciddi bir planla alelacele eve dondiim ve Gacs kasabasin-
da bir eczane ac¢tim; burada birkag y1l yogun calisarak ecza-
nenin biitiin bor¢larini édedikten ve eczaneyi ayda birkag
yiiz kron ciro yapan bir yer haline getirdikten sonra birakip,
doga resimleri cizmek {izere Miinih'e Hollésy'nin okuluna
gittim. Bu cizimlerden onunu sergide gorebilirsiniz. Alt1 ay
sonra, arkadasim Sandor Liezen-Mayer'in beni Prof.
Kallmorgen'e 6nermesiyle Miinih'ten Karlsruhe'ye gittim;
alti ay sonra Kallmorgen beni Italya'ya gonderdi. Yalnizca
Ragusa'ya kadar ulasip Dalmagya kiyilarini ¢izebildim ve bu-
radan Diisseldorf Akademisi'ne gittim; akademinin yonetici-
si bana bilgimin yeterli oldugunu ve okula ihtiyacim olmadi-
gint belirtti.

Sonra Paris'e gidip Julian Akademisi'ne yazildim; bu bir
hataydi, ¢clinkii okulda serbest ¢izime miisamaha gosterilmi-
yordu. Fransizlarin bana zorla ¢izdirmeye calistiklar1 kalibi
reddettim. Akademileri birakip dogrudan Pompei'ye gidisim
béyle oldu. Pompei'de biiyiik 6lgekli bir resmi yapmaya giris-
tim; ama o da, oteki calismalar gibi, tavan arasinda Oylece
duruyor.
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made me read countless books, and in 1877 and 1878 I pro-
posed a kind of memorandum to the then Minister of Agri-
culture, Industry and Commerce, presenting the practical
aims of silk production and asking for it to be taught as a
compulsory subject at school.

Then came the catastrophe of the Szeged flood, and I had
to be there at the head of the university students, as a con-
sequence of which I got a severe cold, so that I had trouble
even reading and writing.

The doctors recommended a long rest; this is how [ end-
ed up in the Tatra Mountains, at one of the pharmacies of
Iglo, as a provisor.

After a few months' rest, one day an ox-cart with a load
of wood stood in front of the pharmacist store; the oxen
were dozing, and | drew this scene on a prescription.

This drawing and another called The Carpathians were
shown to director Keleti at the School of Arts and Crafts in
the capital, as my first drawings it would be most interesting
if they were found again.

I headed from Igl6 right for Rome, where, after several
months of study, | came to the conclusion that if | were to
work for twenty years, [ could catch up with or even surpass
the great masters.

From Rome | went to Eszék, where the news about
Munkacsy's Pilate took me as a surprise, and | had to see it
in Budapest. A year later, in Paris, | was wondering how to
overcome the difficulties, nobody would help me.

[ hurried home with a serious plan and | opened a phar-
macy in the town of Gacs, where after a few years’ hard work
[ achieved that my store was free of all debts, and when it
produced a turnover of a hundred crowns a month, I left it
and went to Munich, to Holl6sy's school, to draw after na-
ture. Ten of these drawings can be seen at the exhibition.
After six months, I went from Munich to Karlsruhe as ad-
vised by my friend, Sandor Liezen-Mayer to professor Kall-
morgen [sicll, who after three months sent me to Italy. |
reached as far as only Ragusa painting at the Dalmatian
coasts, and [ travelled to the Academy of Diisseldorf from
here; where the director advised that I knew more than
enough and did not need a school.

| travelled to Paris then, and enrolled in the Académie
Julian but that was a mistake since they would not tolerate
free drawing there. | simply rejected the form the French
were trying to force on me. This is how I left the academies

Bundan sonra, her yil az ¢ok ilerleme kaydederek, farkli
yerlerde farkli konulari ¢izdim; ta ki 1904'te Atina'daki Zeus
Tapinagi'ni ¢izinceye kadar: Bu, dikkatli goziin artik tuvali
goremedigi ilk resimdir. Son olarak gecen yilki Paris sergim-
de, New Jork Herald'in elestirmeninin agikca yapitlarimin
biitiin resimleri astigini ifade ettigini séylemeliyim ki; bunu
aslinda yirmi yillik yogun bir ¢calismanin sonunda bekliyor-
dum; daha 6nce gerceklesmesiniyse yalnizca Tanri'ya borg-
luyum, baska kimseye degil.

* Sanatetmuin 1908 yilinda Budapegte'de agilan sergisi
icin hazirlanan katalogda yer alan ézyagamdéyktistidiir.

Yer Isimleri / Place Names

Eperjes — PreSov, Slovakya / Slovakia

Eszék — Osijek, Hirvatistan / Croatia

Gacs — Halic, Slovakya / Slovakia

Iglé — Spisska Nova Ves, Slovakya / Slovakia
Kisszeben — Sabinov, Slovakya / Slovakia

Ragusa — Dubrovnik, Hirvatistan / Croatia
Selmechdanya  — Banska Stiavnica, Slovakya / Slovakia
Szerednye — Seredné, Slovakya / Slovakia

Ungvar — Uzhgorod, Ukrayna / Ukraine
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right for Pompeii, where [ got engaged in a big-scale paint-
ing; but this, as other studies, lies idle in my attic.

After this, 1 painted different subjects in different places,
with more or less progress year by year, until I painted the
Temple of Jupiter in Athens in 1904; this is the first painting
on which the watchful eye cannot see any of the canvas. And
finally, I must mention that last year at my Paris exhibition
the critic for the New Jork Herald stated straight forward
that all other paintings had now been surpassed; | was ex-
pecting this effect only after twenty years' of hard work, and
that it happened earlier is only due to God and no one else.

* Csontvdry’s autobiography fjrom the catalogue of
the exhibition in Budapest in 1908.
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Karaca

Roe, 1893

tuval tizerine yagliboya
oil on canvas

100X120 cCm.
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Sakrak Kusunu Yakalayan Sahin
Buzzard Seizing a Bullfinch, 1893

tuval tizerine yagliboya

oil on canvas

40,5X33 cm.
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Beyaz Kuzey Kekligi ile Atmaca
Goshawk with a Willow Grouse, 1893
mukavva tzerine yagliboya

oil on cardboard

45%45,5 cm.
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Kelebekler

Butterflies, 1893
duralit tizerine yagliboya
oil on hardboard

32,5X48 cm.

36

Kizil Sirthi Oriimcek Kusu
Red-backed Shrike, 1893
tuval iizerine yaglhboya

oil on canvas

40,5X33 cm.
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Pencerede Oturan Kadin

Woman Sitting at the Window, 1894
tuval iizerine yaghboya
oil on canvas

73X95 cm.

38

Elma Soyan Yasli Kadin

0Old Woman Peeling an Apple, 1894 (y./c.)
tuval tizerine yagliboya

oil on canvas

127X43 cm.
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Werthmiiller Mihaly'nin Portresi
Portrait of Werthmiiller Mihaly, 1894
kagit tizerine karakalem

charcoal on paper

56X42 cm.
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Kadin Bas1 Eskizi ve Alfréd Lakos: Iki Ressam

Female Head Study and Alfréd Lakos: Two Painters, 1894
kagit tizerine karakalem
charcoal on paper

58x47 cm.
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Model Hans'in Portresi
Portrait of Model Hans, 1894
kagit tizerine karakalem
charcoal on paper

68x47,5 cm.
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Sakalli Adamin Sirt1

Back of Bearded Man, 1894
kagit tizerine karakalem
charcoal on paper

92x62 cm.

44

Marie

Marie, 1894

kagit iizerine karakalem
charcoal on paper

68x47,5 cm.
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Amalie

Amalie, 1894
kagit tizerine karakalem
charcoal on paper

69x52 cm.

46

Otto Heinrl'in Portresi
Portrait of Otto Heinrl, 1894
kagit iizerine karakalem
charcoal on paper

60,5X46 cm.
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Georg Tretter'in Portresi
Portrait of Georg Tretter, 1894
kagit tizerine karakalem

charcoal on paper

60,5X45,5 cm.

48

Anton Hander’in Portresi

Portrait of Anton Hander, 1894
kagit iizerine karakalem
charcoal on paper

60x46 cm.

49




Otoportre
Self-portrait, 1896 (y./c.)
tuval iizerine yaghboya
oil on canvas

67X39,5 cm.
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Dalmacgya Dagi

Dalmatian Mountain, 1900 (y./c.)
mukavva iizerine yagliboya
oil on cardboard

28x34 cm.

52

Aksam Castellammare’de Balik Avi
Evening Fishing in Castellammare, 1901
tuval tizerine yagliboya

oil on canvas

55X95 cm.
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Castellammare di Stabia

Castellammare di Stabia, 1902
tuval iizerine yaghboya
oil on canvas

10IX120 Cm.

54

Taormina'da Cicek Acmis Badem Agaclari
Almond Bloom in Taormina, 1902

tuval tizerine yagliboya

oil on canvas

80,5%x98 cm.
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Sahil Kasabasi1

Coastal Town, 1902
tuval iizerine yaghboya
oil on canvas

43,5X114 cm.

58

Selmechanya Goriiniimii
View of Selmechanya, 1902
tuval tizerine yagliboya

oil on canvas

9OXI53 cm.

59






Mostar'da Bahar

Spring Blossom in Mostar, 1903
tuval tizerine yagliboya
oil on canvas

69x91 cm.

62

Mostar’daki Roma Kopriisii
Roman Bridge in Mostar, 1903
tuval tizerine yagliboya

oil on canvas

92x185 cm.

63



Jajce Selalesi

Jajce Waterfall, 1903
tuval iizerine yaghboya
oil on canvas

97X149 cm.

64

Jajce'de Gece Elektrik Calismalari

The Jajce Electrical Works at Night, 1903
tuval iizerine yaglhboya

oil on canvas

80,5126 cm.

65



Jajce'de Elektrik Lambasi Isiginda Agaclar
Trees in Electric Light in Jajce, 1903

tuval tizerine yagliboya

oil on canvas

92x88 cm.
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Atina’da Jiipiter Tapinagi Harabeleri

Ruins of Jupiter’s Temple in Athens, 1904
tuval tizerine yaghiboya
oil on canvas

67,5x138 cm.

68

Ay Isiginda Atina’da Araba Yolu
Moonlight Drive in Athens, 1904
tuval tizerine yagliboya

oil on canvas

92X72 cm.
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Kudiis'teki Tapinak Meydani'ndan Olii Deniz'in Gériiniimii

View of the Dead Sea from the Temple Square in Jerusalem, 1905
tuval tizerine yagliboya
oil on canvas

127x262,2 cm.

72

Kudiis'te Zeytindagi

The Mount of Olives in Jerusalem, 1905
tuval tizerine yagliboya
oil on canvas

118x115 cm.

73



Dua Eden Kurtarici

Praying Savior, 1903
tuval tizerine yagliboya
oil on canvas

100x82 cm.

74

Fasli Hoca

Moroccan Teacher, 1908
tuval tizerine yagliboya
oil on canvas

75X65 cm.
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Yalniz Sedir
Solitary Cedar, 1907
tuval tizerine yagliboya
oil on canvas

194X248 cm.
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Sahilde Atla Gezenler
Riders by the Seashore, 1909
tuval tizerine yagliboya

oil on canvas

72XI171,5 cm.
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Alegorik Sahne (Tilki, Kugu, Karatavuklu Otoportre,

Peygamber Kagitlar1)

Allegorical Scene (A Fox, a Swan, Self-portrait
with Blackbird, Prophet Sheet), 1913

ince kopya kagidi iizerine kursunkalem ve karakalem
charcoal and pencil on tracing paper

185x188 cm.
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Franz Joseph II

Franz Joseph II, 1914
ince kopya kagidi iizerine karakalem
charcoal on tracing paper

120X139,5 Cm.
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Sergi Salonu Tasar¢izimi
Exhibition Hall Design, 1918 (y./c.)
kagit tizerine karakalem

charcoal on paper

54XI11 Cm.
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Posztupic'li doktor ve eczaci Laszlo Kosztka ile
Daréc'lu Franciska Hajczelmajer'in ti¢lincii ¢ocuklari
Mihaly Tivadar Kosztka, 5 Haziran'da, Macaristan
Kralligi'nin kuzeyindeki daglik bolgedeki Kisszeben
sehrinde diinyaya gelir.

Gokyiiziinde uzanan biiytik kuyrukluyildizin, yasami
boyunca sanat¢inin tizerinde derin bir etkisi
olacaktir.

llkokul 6grenimine Kisszeben'de baslar. Kosztka
ailesi, cocuklarini kusursuz Macarca dégrenmeleri
icin ovadaki akrabalarinin yanina génderir.

Piarist rahiplerin idaresindeki gramer okuluna
yazilir.

Kisszeben'de hiiyiik yikima yol acan bir yangin ¢ikar;
baba Laszl6 Kosztka alevlerle miicadele ederken,
sanatcinin kiz kardesi Belle yanginda oliir.

Devrim sirasinda babasinin imparatorluk yanlisi
tutumu nedeniyle Kosztka ailesi Kisszeben'den
ayrilmak zorunda kalir. Ailece Szerednye'ye
tasinirlar; cocuklar, Ungvar'da Piarist rahiplerin
idaresindeki gramer okuluna giderler.

Szerednye ve Ungvar'da (¢ yil kaldiktan sonra,
Eperjes'teki bir toptanci ve imalat¢inin yaninda ise
baslar. iyi diizeyde Almanca ve muhasebe 6grenir.
Ailece Tiszalok'e taginirlar ve babasi burada bir
eczane acar; burasi Csontvary'nin vaktini eczaci
kalfasi olarak gecirdigi yerdir.

Sifali otlar toplar; babasinin eczanesinde islerin
gelismesine yardimci olur. Viyana'daki Diinya
Sergisi'ne gidisi i¢cin gerekli harcamalarini eczaneden
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On 5 June, Mihaly Tivadar Kosztka is born in
Kisszeben in the Uplands as the third child of doctor
and pharmacist Laszl6 Kosztka of Posztupic and
Franciska Hajczelmajer of Daroc.

The appearance of the long-expected comet of 1856
has a profound impact on his life.

Mihaly begins his primary education in Kisszeben.
To perfect their Hungarian, the Kosztka family sends
their children to their relatives living on the plain.
He is enrolled at the subsidiary grammar school of
the Piarists.

A fire destroys Kisszeben; while his father Laszlo
Kosztka is busy extinguishing the flames, his sister
Belle perishes in the fire.

The Kosztka family is forced to leave Kisszeben due
to the pro-Imperialist stance his father takes during
the Revolution. The family moves to Szerednye and
the Kosztka boys attend the Piarist grammar school
of Ungvar.

After spending three years in Szerednye and Ungvar,
he begins to works for a wholesaler and
manufacturer in Eperjes. He masters German and
accounting.

The family moves to Tiszalok, where his father opens
a pharmacy; Csontvary spends time there as an
apprentice pharmacist.

Csontvary collects healing herbs and helps flourish
his father's pharmacy. He finances a visit to the
World Exhibition in Vienna with his salary from the
shop. In December, he goes to Léva as an apprentice
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kazandigi parayla karsilar. Aralikta, eczaci kalfasi

olarak Léva'ya gider. 1874
Léva'da ilaclar tizerine genel bilgiler iceren bir kitap

yazar. O yaz, eczaci olmak iizere Igld'ya gider, daha

sonra Budapeste'deki Tip Okulu'na yazilir ve burada

cesitli konularda 6grenim goriir: Laboratuvar, kimya,
mineraloji, jeoloji, kristalografi, glines tayfi analizi

ve Marg6 yontemiyle karsilastirmali anatomi.

Iki yilda eczacilik 6grenimini tamamlar ve orduda 1876
uzman eczaci olarak askerlik yapar. Bu arada, bos
zamanlarinda tiniversitenin hukuk fakiiltesinde

derslere devam eder ve idareciligi 6grenmek igin

baskentte memurluk yapar.

ipek tiretiminin gelistirilmesi konusunda Tarim,

Sanayi ve Ticaret Bakani'na bir rapor sunar. 1877
Szeged'deki sel felaketi, tiniversite 6grencilerinin

basina gecmesini gerektirir; Budapeste'ye hasta ve

agir derecede iisiitmiis olarak doner. 1879
Bedenen ve zihnen dinlenme ihtiyaci duyar, Tatra

Daglari'na geri doner. Bos zamanini, cam

ormanlarinin uzandigi Karpatlar'in romantik

manzarasi iginde sakin bir yalnizlikla gegirir. i(;sel 1880
esinin, sanat¢cinin deyisiyle "goksel ses"in ona

ulastigi yerdir burasi; bu ses Csontvary'ye

kariyerinde temel bir degisikligi emreder: "Diinyanin

en buyiik ressami olacaksin, Rafael'den de biiyiik."

Bu olay, sanat¢inin o andan sonraki yazgisini geri

doniilmez sekilde belirlemistir.

Rafael'in Vatikan'daki yapitlarini géormek igin

Roma'ya gider ve artik yazgisini kabullenir. Daha

sonraki notlarinda belirttigi gibi, bu yapitlarda canli

dogayi, enerjiyi ve tanrisal kivilcimi géremez. 1881
Bir akrabasinin eczanesinde kalfalik yapmak tizere
Eszék'e gider.

Munkacsy ile goriismek icin, biriktirdigi paralarla

Paris'e gider, ama goriisme gerceklesmez. Bu sirada,

Macar igigleri Bakani'nin eczanelerin kurulmasi ve 1882
uzman eczacilara ¢alisma belgesi ¢ikarilmasi talimati
verdigini 6grenir. Yasamini herhangi bir kaygi 1883
duymaksizin resme adayabilmek i¢in maddi

bagimsizhigini kazanmayi ¢ok istemektedir. Yurduna
doniince, amcasi Karoly Kosztkanin eczanesinde

calismak tizere Szentes'e gider.

15 Ekim'de, Gacs'ta kendi eczanesini agar ve sonraki

pharmacist.

In Léva, he writes a general book on medicine. In the
summer, he moves to Iglé to become a pharmacist,
then enrolls at the University of Medicine in
Budapest, where studies laboratory, chemistry,
mineralogy, geology, crystallography, the analysis of
the solar spectrum, and the comparative anatomy of
the Margo6 method.

Csontvary completes his studies in pharmaceutics in
two years and enlists in the army as a qualified
pharmacist. Meanwhile, he attends courses at the
university's school of law in his spare time and
works as a clerk in the capital to study
administration.

He submits a report to the Ministry of Agriculture,
Industry and Commerce on the development of silk
production.

The flood disaster in Szeged forces him to take
charge of the university students; he returns to
Budapest sick and afflicted with an acute respiratory
infection.

Csontvary is in dire need of physical and spiritual
rest; he returns to the Tatra Mountains. He spends
his free time in quiet solitude in the romantic
landscape of the Carpathians, amidst the
pinewoods. An internal inspiration, or in his words,
an alleged "divine voice” finds him there,
commanding him to make a fundamental change in
his carrier: "You are going to be the greatest painter
of the world, greater than Raphael." This epiphany
irreversibly alters his destiny.

Csontvary travels to Rome to see Raphael's works in
the Vatican and resigns to his fate; as he later
mentions in his notes, he does not encounter the
vivid nature, energy, and divine spark in Raphael’s
works.

He goes to Eszék to work as an apprentice at the
pharmacy of a relative.

He travels to Paris on his savings to see Munkacsy,
but the meeting never takes place. Meanwhile, he
finds out that the Hungarian Secretary of State has
issued an order to establish pharmacies and grant
licenses to qualified pharmacists. Csontvary longs
for financial independence to unreservedly devote
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on yilda eczaneyi karli bir isyeri haline getirir.

Budapeste'de eczacilar kongresine katilir ve

goriislerini bildirir, kendine 6zgii 6nerileriyle biiyiik

bir heyecan yaratir. 1884
Gacs'ta gegirdigi on yil boyunca, 6rgiin 6grenim

alaninda aktif bir rol tistlenir, yerel basin

organlarinda yazilari yayinlanir. O zamana kadar 1888
resim alaninda higbir 6grenim gérmemistir. Ancak

daha sonralart, 1893 tarihli, okul dncesi ¢calismalar

niteligi tasiyan bes resim sergileyecektir.

Gacs'taki karli eczaneyi biraktiktan sonra, 41 yasinda 1893
planint uygulamaya koyulur ve akademik 6grenimine

baslar. Once Miinih'e, Simon Hollésy'nin iicretsiz

okuluna gider; burada gegirdigi alti ay boyunca

yalnizca gizimde degil, renk analizinde de ilerleme

kaydeder, giines renklerini arastirir. Okuldaki 6teki
ogrenciler arasinda yetenegiyle dikkat ceker.

Minih'ten Karlsruhe'ye, tistat Friedrich Kallmorgen'e =~ 1894
gider. Yazi, Ragusa'da (Dalmagya) gegirip, Diisseldorf
Akademisi'nin yoneticisi Jansen’e gider. Cok

gecmeden Csontvary'yi Paris'te buluruz, ama Julian
Akademisi'nde uzun siire kalmaz. Paris'ten ayrilir ve

akademi ressamlariyla yollarini tamamen ayirir.

Sonra Cenevre'ye (Isvicre), Roma ve Napoli'ye, daha

sonra Pompei'ye gider.

italya'ya, Dalmacya'ya ve Macaristan'in daglik

bolgelerine gezileri sirasinda stirekli olarak resim

yapar. Bugiin Csontvarynin yolculuklarinin kesin
glizergahini belirlemek neredeyse olanaksizdir; bu

yillara iliskin biyografik veriler tutarsiz ve oldukca

eksiktir.

Csontvary'nin adi ilk kez "ressam” olarak, Ulusal

Salon katalogunda sergi agmis bir sanat¢i olarak

gecer.

Napoli Korfezi'nde, Castellammare'de ve Pompei'de 1897
resimler yapar. Sonra, Kapri Adasi'ndaki Mavi

Magara'y, Vico, Sorrento, Amalfi ve Posilio'yu goriir,

daha sonra bir kez daha Dalmacya'ya, Spalato ve

Trau'ya gider, ama ki1 Castellammare'de gegirir.

Bu, sayisiz gezilerle gecen aktif bir yildir. Sicilya ve 1900
Taormina'dan sonra yazi gene Tatra Daglarinda

gecirir, burada yeniden "biiylik motif"i irdeler. Giiz

sonunda, Selmechanya'dan sonra italya’ya giderken, 1901
Gece Budapeste'deki Keleti Tren izstaéyonu'nun

his life to painting. Upon his return home, he goes to
Szentes to work at the pharmacy of his uncle Karoly
Kosztka.

On 15 October, Csontvary opens his own pharmacy
in Gacs and turns in into a profit-making business
over the next decade.

He attends the convention of pharmacists in
Budapest and delivers his unique and original ideas,
which generate considerable excitement among the
participants.

During the ten years he spends in Gacs, Csontvary
assumes an active role in public education; a
number of his articles are published in the local
press. It is certain that he has received no formal art
education prior to this date. Yet, soon thereafter, he
exhibits five paintings, dated 1893, which can be
characterized as "pre-school” works.

After closing his lucrative pharmacy business in
Gacs, Csontvary sets out to implement his plan at
the age of 41 and commences his academic studies.
First, he goes to Munich to attend the school of
Simon Hollosy, free of charge. During the six months
he spends there, he makes progress not only in
drawing, but in color analysis, as well, exploring
solar colors. He stands out with his talent among his
peers. From Munich, he travels to Karlsruhe to work
under master Friedrich Kallmorgen. He spends the
summer in Ragusa (Dalmatia) and he goes Jansen,
the Director of the Academy of Diisseldorf. We soon
find Csontvary in Paris, but he does not stay long at
the Académie Julian. He leaves Paris and
permanently severs his ties with academic painters.
Next, he travels to Geneva, Rome, Naples, and from
thereon to Pompeii.

He constantly paints during his travels in Italy,
Dalmatia, and the Highlands of Hungary. Today, it is
almost impossible determine his exact itinerary; the
biographical data from these years is inconsistent
and considerably insufficient.

Csontvary is recognized for the first time as a
"painter,” an exhibiting artist in the catalogue of the
National Salon.

He paints in the Bay of Naples, Castellammare, and
Pompeii. Next, he visits the Blue Grotto (Grotta
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resmini yapar. Daha sonra Napoli bolgesinden,
Castellammare'den, yeniden Sicilya'ya, Taormina'ya

doner; ama daha 6nce Siracusa, Agrigento, Palermo,

Messina, Catania, Caltanisetta, Francavilla ve San 1902
Giovanni'yi dolasir.

Jajce ve Mostar'da resimler yapar. Yaz aylarini hep

Tatra Daglari'nda gecirir, oradan Taormina'ya gider.

Szigetvar ve Hortobagy'nin resimlerini yaptiktan

sonra, bir Avrupa yolculuguna ¢ikar. isvigre'nin

Schaffhausen ve Basel kentlerinde resimler

yaptiktan sonra, Hollanda'ya (Amsterdam, Haarlem,

Lahey, Rotterdam), Belcika'ya (Antwerp, Briiksel),

Ingiltere'ye (Londra), Fransa'ya (Paris), Ispanya'ya

(Madrid, Toledo, Sevilla, Granada, Cérdoba, Malaga) 1903
gider. Son olarak, firtinali bir denizde Cebelitarik'tan
Beytiillahim'e gitmek {izere yola ¢ikar, Malta'da deniz

kazasi gecirir, sonunda Misir't (iskenderiye, Kabhire,

Siiveys, Port Said — Sahra Colii'nde giinbatimini

inceler), Filistin'i (Yafa, Kudiis, Eriha, Olii Deniz)

dolasir. Noel arifesinde Beytiillahim'e ulasir.

Basbakana ve eski ustasi Simon Holl6sy'ye tinlii

telgrafini Misir'dan yollar: "A¢ik havayt buldum!”

Kudiis'te Yahudilerin Bati [Aglama] Duvari'ni tuvale

aktarir. Atina'ya, daha sonra Taormina'ya gider, kisin

biiyiik Tatra Daglar1 resmini yapmaya koyulur.

Kigin, Taormina ve Tatra Daglari resimlerini bitirir.

Yurda dontiste resimlerini cercevesiz olarak

Budapeste'de sergiler. Kudiis'te resimler yapar; daha

sonra, yeni bir "biiyiik motif” arayigini siirdiirmek 1904
lizere Sam'a gider.

Litbnan'da, en biiylik boyutlu acik hava resmi

Baalbek'i cizer.

Yazi Litbnan'da sedir resimleri yaparak ve "biiytik

motif”i arayarak gecirir. Haziran ve Temmuz

aylarinda ilk sergisini Paris'teki Grandes Serres de la

Ville de Paris binasinda acar. 1905
Kudiis'te iken Meryem Ana'nin Nasira'daki

Kuyusu'nu gizer; sonbaharda bu kez Budapeste'de

bir kez daha resimlerinden bir seckiyi sergiler.

Filistin'de Faslt Hoca'yl, Yahudi 6gretmeni ve hac

yolcusunu resmeder. Kasim ayinda Varosliget'teki

Sanayi Salonu'nda ilk yurtici sergisini agar; serginin 1906
katalogunda "kiigiik 6zyasamoykiisinii yayimlar.

Napoli'de yasar. Sahilde Atla Gezenler'i ¢gizer, bu 1907

Azzurra) of Capri, Vico, Sorrento, Amalfi and Posilio
and once again returns to Dalmatia, Spalato and
Trau, but he spends the winter in Castellammare.

A busy year filled with countless journeys. After
Sicily and Taormina, he spends the summer in the
Tatra Mountains again, where he inspects the "great
motif” anew. In late autumn, on his way to Italy after
Selmechanya, Csontvary paints The Eastern [Keleti]
Railway Station at Night in Budapest. Then from
the Naples region and Castellammare, he returns to
Taormina, Sicily after visiting Syracuse, Gyogenti,
Palermo, Messina, Catania, Caltanisetta, Francaville,
and St. Giovanni first.

He paints in Jajce and Mostar. Csontvary spends his
summers in the Tatra Mountains, from where he
travels to Taormina. After painting Szigetvar and the
Hortobagy, he sets out on a European journey. After
painting in the Swiss cities of Schaffhausen and
Basel, he journeys to the Netherlands (Amsterdam,
Haarlem, The Hague, Rotterdam), Belgium (Antwerp,
Brussels), England (London), France (Paris), and
Spain (Madrid, Toledo, Seville, Granada, Cordoba,
Malaga). Finally, he sails from Gibraltar to Bethlehem
in stormy weather; he is shipwrecked at Malta and
ends up in Egypt (Alexandria, Cairo, Suez, Port Said,
observing the sunset in the Sahara) and in Palestine
(Jaffa, Jerusalem, Jericho, the Dead Sea). He reaches
Bethlehem on Christmas Eve.

While in Egypt, he sends his famous telegram to the
Prime Minister and to his former master Simon
Hollésy: "Plein air gefunden!” (Open air discovered!)
In Jerusalem, he immortalizes the Western [Wailing]
Wall in the Jewish Quarter. He goes to Athens, and
then to Taormina; in the winter, he begins to work
on the great Tatra Mountains painting.

Csontvary finishes the Taormina and the Tatra
Mountains paintings in the winter. Upon his return
home, he exhibits his paintings unframed in
Budapest. He paints in Jerusalem and later, he
hastily leaves for Damascus in his quest to seek a
new "great motif.”

In Lebanon, he paints Baalbek, his largest plein air
painting.

He spends the summer in Lebanon painting cedars
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onun son yagliboya resmidir.

Yeni sergisini Salzburg'da diizenler; ticlincii sergisini
ise, eskiden Jozsef Miihendislik Universitesi'nin
bulundugu Museum Boulevard'da acar. Acmayi
tasarladig1 Berlin sergisi "iistlenicinin sozlesmeye
uymamasi nedeniyle acilamamis” olsa da, Csontvary
daha once bir katalog bastirmistir. Sanatcinin akli
dengesi yerinde degildir, psikozu giderek kotiiler,
gene de kamusal etkinligi araliksiz devam eder.
Felsefi nitelikli yazilar ve risaleler yazip bunlar1
yayinlar; Kelenfold, Lagymanyos'taki kiig¢iik grup
toplantilarinda konusmalar yapar, bu konusmalarin
metinleri de brosiirler halinde yayinlanir.

Yeni risaleler yayinlar; ailesine Istanbul'dan haber
yollar.

Bircok cagdasi gibi savasi coskuyla karsilar ve Joseph
Ferdinand'1 goniilden destekler.

1910'lu yillarda biiytik boy resim eskizleri gizer ve
dergi yazilarini gozden gegirir.

Cok biiytik bir kartona kendi ilahi portresini gizer.
Sanatei Tivadar Csontvary Kosztka, Budapeste'deki
Yeni Szent Janos Hastanesi'nde arteritten oldr.
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and continues his search for the "great motif". He
opens his first exhibition in Paris, in the building of
Grandes Serres de la Ville de Paris in June and July.
In Jerusalem, he paints The Well o} the Virgin Mary
in Nazareth, and in the fall, he once again exhibits a
selection of his paintings in Budapest. In Palestine,
Csontvary paints Moroccan Teacher, the Jewish
tutor, and the pilgrim. He opens his first local
exhibition in the Industrial Hall of Varosliget in
November. He publishes his 'brief autobiography' in
the exhibition catalogue.

He lives in Naples. He paints Riders on the
Seashore — his last oil painting.

He organizes his new exhibition in Salzburg and
opens his third exhibition on Museum Boulevard,
where the ]Jozsef University of Engineering was once
located. While the Berlin exhibition he plans is never
realized "due to the contractor's breech of
agreement,” Csontvary prints the catalogue in
advance. He is afflicted with mental derangement
and his psychosis worsens; yet, Csontvary
uninterruptedly continues his public activities.

He writes and publishes philosophical articles and
pamphlets and delivers presentations in the Civil
Circle of Kelenfold, Lagymanyos. The texts of these
presentations are published in brochure format.
Csontvary publishes new pamphlets. He sends his
family news from Istanbul.

Like many of his contemporaries, he rejoices in the
onset of war and heartily supports Joseph
Ferdinand.

In the 19108, Csontvary draws large-scale studies
and reviews his journal articles.

He immortalizes his own apotheosis on an immense
cardboard. Tivadar Csontvary Kosztka dies of
arthritis in The New Szent Janos Hospital in
Budapest.





