Erdélyi Gabor Veszprémben bemutatott munkai részben valogatas az elmult idészakanak 6nallé
kidllitasaibol, de lathaté olyan ma is, amely el6szor kertl a nyilvanossag elé.

A milvész a hordozo fogalmat jarja kortl. Mar lényegesen korabban, a '90-es évek ciklusaiban
felmertil, de az utdbb készilt, festdvaszon alapu miveinél valik egyik legkardinalisabb kérdéssé,
hogy miként lehet a kép sziirkés alapu kdzponti terét, illetve annak birtokba vett szinnel teli
széleit, még inkabb éleit egyforman hordozoként és hordozottként elgondolni.

Mas tipusu képeinél a hagyomanyos festévaszon helyett hordozoként megjelend, iparilag
szinezett szatén vagy selyembélés és annak befestett felllete kerlil a képzeletbeli mérleg két
serpenydjébe. A sokszor latvanyosan irizalo textilia felfeszitésekor b6 rdhagyassal a vakrama
mogeé kerdl, a betlrt anyag igy a festés fazisdban még lathatatlan. A feszitett szovetre
rétegekként felhordott, egy szinre kikevert festék barsonyszeri, maskor vakolatszerlien erés
matéria. Szaradas utan a vakrama hatoldalarél visszabontott és kihajlitott textilhalom dus koritést
ad a festett mez6hoz. Ugyanakkor olyan m is akad, amelynél csak a sarkoknal, rligyszer(ien
bukkan elé a hordozé. A létrejott mivon igy nyilvan nem az énmagaban festett fellilet, hanem a
kiilénboz6 strukturak és kiterjedések kdzott kialakult kapcsolat a Iényegi momentum. Valojaban
egy 0sszeérési folyamat zajlik. A kibontas mozzanata altal az addig lathatatlan alap és a
megfestett felllet valds viszonyba keriil egymassal. A szovet a hordozo, de a végsé
munkafolyamat révén oda-vissza jaték indul: a konstrukcié egy pillanatra az inverzébe fordul,
maga a festett fellilet lesz a hordozoéja a dekorativ szévetnek, majd Ujra forditva. Az alap és
festett felllet kiilon identitas. Ennek apropdjan egyforman igaz lesz mindkettére a befogadas, az
atadas, az egymastol valo figgés, a masik javara valo lemondas igénye.

Gabor Erdélyi’'s work displayed in Veszprém is in part a selection from his recent period, but there
is work shown to public for the first time as well.

The artist walks around the term of carrier. This arised much earlier, in his cycles in the ‘90s, but
it becomes one of his cardinal issues in his recent canvas work how the central greyish-based
space of the painting, its acquired marginal areas filled with colours and even more its edges can
be thought of as carrying entities and entities being carried as well.

In his other pictures, it is the industrially tainted satin or silk lining appearing instead of the usual
painting canvas and its painted surface are put in the two pans of the imaginary scales. The often
spectacularly iridescent textile gets behind the stretcher with a wide margin when it is spread, so,
in the phase of painting, the material tucked in is invisible. The paint applied to the stretched
textile in layers, mixed to a certain colour gives a velvety, or sometimes plaster-like strong
material. After drying, the textile mass broken and bent back from the backside of the frame offers
an opulent garnish to the painted field. At the same time, there are pieces of work where the
carrier appears only at the corners like a bud.

The essential clue in the work created is evidently not the painted surface itself but the relations
between various structures and dimensions. In fact, there is a maturation process that takes
place. Through the phase of deployment, the basis invisible before and the painted surface get
into a real relationship with each other. The carrier is the texture, but, via the final work process, a
back-and-forth play begins: the design turns into its inverse for a moment, and the painted
surface itself becomes the carrier of the decorative texture, and then, again, the other way round.
The basis and the painted surface are separate identities. In doing so, the need of admission,
transfer, interdependence, surrender for the benefit of another become equally true.



