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MIKLÓS PETERNÁK

Dynamics of Manoeuvre or Time in the Work of Art

ON THE EXHIBITION OF ATTILA CSÖRGŐ AT THE NEW 
BUDAPEST GALLERY, 2019

As a distinctive trait of Attila Csörgő’s linguistic aptitude, the English 
title of his exhibition at the New Budapest Gallery1 contains an 
instance of poetic wordplay: the noun manoeuvre invokes additional 
meanings by its inherent reference to the phrases main oeuvre as well 
as manuopera (med. Lat.: ‘manual work, handiwork’). Not without 
regard to this poetic potential, in the following, instead of addressing 
their conceivable implications in the field of contemporary art and art 
theory, I shall rather attempt to interpret this group of works in a 
physical, geometrical, scientific/historical and partly social context.
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1
Attila Csörgő | Spaces for Manoeuvre, see https://
budapestgaleria.hu/uj/en/2018-exhibitions/attila-csorgo-
spaces-for-manoeuvre/, last accessed: 14. 05. 2019. This was 
the second time the Budapest Gallery had put Attila Csörgő’s 
works on show in the form of a solo exhibition. The first was 
curated by Tamás Török in 2002 (Attila Csörgő: Semi-Space. 
Budapest Gallery, Budapest, 2002.), while the curators of the 
current exhibition, Nikolett Erőss and again Tamás Török, 
extended the scope of the selection to almost the entire oeuvre 
of Attila Csörgő. His works had never been on display together 
in this arrangement. In other words, this show gives exposure to 
the themes and correlations that continually intrigue the artist 
from a perspective that differs from his last large-scale 
retrospective solo exhibition, Archimedean Point (Gregor 
Podnar – Kati Simon [Eds.]: Attila Csörgő. Archimedean Point. 
Ludwig Museum – Museum of Contemporary Arts, Budapest / 
Gurgur Editions, Ljubljana, 2010.).
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Watching Clocks

It might appear possible to overcome all the difficulties attending the 
definition of “time” by substituting “the position of the small hand of 
my watch” for “time.” (Albert Einstein)2

The hand of a clock can be conceived of as a moving line or segment, 
which evokes two archetypal images of time at once: the notion of 
cyclical, circular, or ‘prehistoric’, and that of linear, progressive, 
‘chronological’ (wandering by the logic of Chronos) historical time. 
Completed in 1993,3 Clock-Work can be considered one of the key 
works at the exhibition. We see a simple wooden box with two red 
clock hands, but they are not positioned the same way as on our 
alarm clock at home, but instead shifted at some distance from each 
other along a horizontal axis, and to make the mirror symmetry 
perfect, they progress in opposite directions. The terms ‘clockwise’ and 
‘counter-clockwise’ are commonly used since the beginning of time – 
displayed by clock hands, that is. An obvious antecedent of the clock’s 
hand was a pinned-down stick, which we might as well refer to as the 
gnomon: the shadow it cast moved in sync with the apparent path of 
the Sun, giving rise to the construction of one of the first antique 
cosmological models. Perhaps this is where the convention of the 
clock’s hand progressing from left to right is rooted – although this 
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2
Albert Einstein: On the Electrodynamics of Moving Bodies. In: 
H. A. Lorentz, A. Einstein, H. Minkowski and H. Weyl: The 
Principle of Relativity (Translated by W. Perrett and G. B. 
Jeffery) [First edition: 1923], Dover Publications, 1952. 39. (First 
published: A. Einstein: Zur Elektrodynamik bewegter Körper. 
Annalen der Physik, 17 ([1905)] 891ff.) Available online: https://
www.fourmilab.ch/etexts/einstein/specrel/www/ (last accessed: 
14. 05. 2019).

3
It was first exhibited in 1993 at the thematic exhibition of the 
Hungarian University of Fine Arts Intermedia Department, 
titled Collecting Future at the Liget Gallery. 

Clock-Work, 1993
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movement could just as well be opposite, right to left (at least on the 
Southern Hemisphere, where water also spirals down the drain in 
opposite direction). The hands of Clock-Work satisfy both criteria: 
once the clockwork hidden in the box is wound up, they tick away in 
opposite directions.

If there are two such ‘moving measuring-rods’ in front of us, they no 
longer represent the notion of cyclical or linear time. Conceiving of 
observers placed simultaneously in a stationary and a moving system 
seems to be a more appropriate and logical association, as put forth in 
Albert Einsten’s 1905 paper cited above. We cannot presume that by 
observing the artwork, the spectator will understand Einstein’s new 
concept of time, but we can presume that devoting enough time to it, 
the observers can considerably distance themselves from the concept 
of time characteristic of previous ages (and probably from their own 
common sense of time as well), which was exactly what Einstein 
intended to do away with. This thought experiment may be facilitated 
by the paradox inherent in the piece, the illusion of simultaneity, as we 
cannot declare that the two hands show ‘the same time’, while the 
sight is not very far from the notion of ‘parallel nonsynchronism’. 
Parallel nonsynchronism had always existed, but there had been little 
chance for a universal theory before Einstein. Influenced by his work 
and his exact proofs – although in most cases, information was 
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probably transferred via indirect and rather noisy channels –, several 
thought experiments were conceived in the subject.

Einstein’s theory on non-synchronism4 is therefore illustrated by 
Clock-Work in a format perceivable by our quotidian mind, a great 
advantage of it being the lack of need for trains or an observer 
soaring past with a measuring rod. As it stands in the middle of a 
relatively large hall within the exhibition space, presented on a 
pedestal like a sculpture, lit by spotlights like some 21st century 
gnomon, Clock-Work is the origin that defines the theme and dynamic 
of the hall related to times and motion.

The silhouettes cast by Clock-Work (2011) all but didactically project 
our aforementioned two conceptions of time. The figures rendered 
visible are the circle on the one hand, referring to the eternal cycle of 
day and night, the waning and waxing of the Moon and the 
alternation of seasons, perhaps also symbolising the myth of eternal 
recurrence, and the lemniscate on the other hand, the conventional 
symbol of infinity, the linear, constantly progressing infinite ‘present’ 
that ceaselessly propels the ‘past’ towards the future it never reaches. 
The fact, however, that we can see both of these simultaneously as 
projections of the very same moving body, is a third, entirely new 
element. We can go ahead and relate this apparent simultaneity, the 
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4
“So we see that we cannot attach any absolute signification to 
the concept of simultaneity, but that two events which, viewed 
from a system of co-ordinates, are simultaneous, can no longer 
be looked upon as simultaneous events when envisaged from a 
system which is in motion relatively to that system.” Einstein: op. 
cit. 42. We might ask, of course, where the two coordinate 
systems are in this case, to which the answer could be the 
spectator and the artist, while the work is the theoretical model, 
but as far as apprehension is concerned, it is more important here 
to call attention to the fact that the German word 
Gleichzeitigkeit [‘same-time-ness’] in the original text has no 
English equivalent, therefore different English translations 
alternate between using Simultaneity or Synchronism, or 
sometimes both.



synchronous representation of two incompatible conceptions of time to 
the observations we have made with the help of Clock-Work. 
Additionally, we may notice at least two new elements. One of these 
is the structure itself, an almost sculpturally fabricated complex three-
dimensional curve with a ‘clock hand’ moving along its lines: the 
silhouettes on the two adjacent walls are its projections. The other one 
is the beam of projecting light. As the latter is reflected by an amateur 
astronomer’s parabolic mirror, the result of this indirect lighting is that 
the light energy is not only used, but also rendered visible as heat 
emanating from the halogen bulb, an unexpected projection of the 
latent thermodynamic allusion.

Event Horizon. “…there should be time no longer…”

Each of the four versions of Occurrence Graph5 is composed of two 
rapidly rotating, overlapping discs with an almond-shaped 
intersection. Each disc has multiple irregularly curved slits, visible 
when the discs are still. Mounted on the wall and backlit by a light 
source between the wall and the discs, these seemingly chaotic curves 
appear as luminous lines, gradually arranging themselves into regular 
geometric shapes once the mechanism is turned on and the discs 
begin rotating. In their intersection – the scientific term for which 
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5
Translator’s note: the canonised English title of the work is 
Occurrence Graph, to which I shall adhere, however, the 
alternative ‘event graph’ (or even ‘appearance graph’) would be 
better suited to express both its Hungarian title Eseménygörbe 
and its thematic reference to the notion of event horizon, an 
association introduced by the author of this text.

Occurrence Graph | Triangle, 1998



would be vescia piscis (‘fish bladder’), but we shall refer to them as 
almond-shaped, although in this case, they might as well be called 
display screens or event horizons – the unruly curves begin to make 
sense as soon as the electric motor is put to work. The first pair of 
discs reveals an equilateral triangle, the second a circle and the third 
a lemniscate or infinity sign. The fourth version displays a looped 
‘short film’ that flashes alternating images of a square and a 
triangle, also revealing the state of transition, the dynamic 
transformation.

The meaning of the phrase event horizon is rather constricted: based 
on the theory of general relativity, this is the phrase used by 
astronomers to refer to the boundary of a black hole, at which point 
the gravity of the black hole makes it impossible for particles to 
escape. This is the region of spacetime beyond which events become 
inaccessible to an outside observer. The black hole is a deformation of 
spacetime from which even light cannot escape, and thus beyond the 
event horizon, concepts such as time probably no longer make sense. 
Standing on the border of comprehension and knowledge acquisition, 
we may conceive of the situation as a constant that changes across 
time: wherever the boundaries of our perception or knowledge are 
situated, what lies beyond this ‘event horizon’ is always what we do 
not yet understand.
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Recently – as a result of several people’s prolonged collaboration – a 
‘photograph’ of a black hole was published for the first time in history,6 
which is an exceptional feat of science. Still, it is perhaps not an 
overstatement to say that the image itself reveals nothing from the 
physical nature of the black hole; all it does is conform well to our 
visual conception of the “black hole”. Although four different engineer 
teams rendered very similar images, which leaves no doubt that the 
visualised semblance does indeed have some congruity with the 
collected data, we can hardly say that it will be easier to explain the 
phenomenon of black hole in schools with the help of this ‘photo’. Yet, 
the convention that when we are shown a photo of something we find 
it easier to accept as real still holds itself.

The way I conceive of the inverse event horizon of Occurrence Graphs 
is the following: while it is impossible to deduce what shape the curves 
on the static discs would take once set in motion, we instantly 
recognise the shape once it is generated. However, even after having 
seen the shape, solely based on the irregular curves, we will still not be 
able to conceive of the image formed and already known to us – we 
merely accept on the basis of experience that it will happen.
The question may arise: to what extent can a consistent physical 
theory or a proven hypothesis or correlation be applied in a discourse 
of entirely different character, for instance, in the interpretation of an 
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6
From the many related publications, this one is about the 
construction of the image: First M87 Event Horizon Telescope 
Results. IV. Imaging the Central Supermassive Black Hole, The 
Astrophysical Journal Letters, 2019 April 10. American 
Astronomical Society, see https://iopscience.iop.org/article/
10.3847/2041-8213/ab0e85/meta (last accessed: 14. 05. 2019).
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artwork? Can it still make sense in such new context? In my opinion, if 
an electric motor or light can comprise an artwork, it can be applied 
and it can make sense.

When the discs of Occurrence Graphs are in rotation, we practically 
see a single dot of light in rapid motion, arranged into a contiguous 
figure by our brain, while the shape of the curves we observe on the 
discs remain unchanged even while in motion. The phenomenon of 
perceiving a rapidly moving dot of light as a continuous line and not a 
discreet point is probably quite long known, but it had not come into 
the focus of science until the 18th century. Based on Newton, both 
John Segner (Johann Andreas von Segner, 1704–1777), and Count 
d’Arcy (Chevalier Patrick d’Arcy, 1725–1779) addressed the problem – 
both using a rotating device. D’Arcy describes the machine he built for 
the experiment, as well as the circumstances: “In a room, almost facing 
the machine and almost in the same height, stood an excellent 
pendulum clock of second precision, along with a person whom I will 
occasionally refer to as the Observer, and who was charged with 
observing the different appearances of the bodies that would be 
rotated by the machine.”7 From all of this, it is the person occasionally 
referred to as the Observer who is of interest to us, as his/her status is 
very similar to that of the spectator facing an artwork, with the 
exception that the latter does not measure or collect data, as the 
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7
„Dans une chambre presque en face de la machine et à peu près 
à la même hauteur, étoit placée auprès d’une excellente pendule à 
seconde, une personne que j’appellerai quelquefois l’Observateur, 
chargée d’observer les différentes apparences des corps que la 
machine seroit tourner; ” =“Mémoire sur la durée de la sensation 
de la vue”, in Mémoires de l’Académie des Sciences de Paris, 
1765, 439–451. Lásd https://gallica.bnf.fr/ark:/12148/
bpt6k3563c.r=.langen, (last accessed: 01. 05. 2019).
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thing he/she is facing is the result of an attention preceding his/hers, 
therefore it is already organised information. Then again, the question 
may arise whether apprehension can be measured.

A fundamental characteristic of the artist’s attention is that its result, 
the artwork, cannot exist – or at least makes no sense – without some 
observer, who is normally referred to in this context as spectator, 
recipient, audience, visitor or interpreter. That is, while natural 
processes are possible to observe, can exist and take place even 
without observation (and positing an observer in these cases often 
means research or experiment), artworks specifically require such 
special attention. An exhibition is a peculiar place where one generally 
goes to observe something, which is there specifically to be seen, and 
thus it is a particularly concentrated instance of negentropy. People 
desire information, and they can make good on this determination via 
activating their own attention energy in the reflective field of specially 
prepared packages of information (artworks) put on display for them 
to observe at a given location.

A considerable advantage of such a conception of the artwork is that 
it may dispense with such former, inadequately defined categories as 
a style connected to a given era, a period or tendency interpreted in 
art-historical context, thereby always conceiving of the present of the 
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artwork in the frame of reference of the observer/spectator facing the 
artwork, in a specific, common present/presence, which by far does not 
contradict any historical approach.

Drawing Machine. Images in Projection, Ghosts in Relief8

The closest relatives of Drawing Machine (1992) are the never-before-
seen new means of visualisation developed in the age of Enlightenment, 
with which their designers, researchers and inventors attempted to 
visualise, apprehend and interpret the invisible. Phenomena such as 
electricity, sound, magnetism or vibrations were transferred from the 
realm of the unfathomable to the supposedly more immediate terrain of 
visuality. Above all, I am referring to Georg Christoph Lichtenberg’s 
(1742–1799) figures of electric discharge, Ernst Florens Friedrich Chladni’s 
(1756–1827) figures of vibration patterns created in his acoustic 
experiments,9 and Charles Wheatstone’s (1802–1875) experiments based 
on these, not to mention the Lissajous-curves. Perhaps seemingly more 
directly related to the functioning of Drawing Machine, which uses a 
magnet and ferrite powder: Michael Faraday’s (1791–1867) law of 
electromagnetic induction and his experiments with magnets, including 
the demonstration of magnetic fields using iron filings, which must have 
transpired at one of his Christmas Lectures at the Royal Society. 
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8
The second part of the section title is a reference to the study 
Ray Zone: Ghosts in Relief: Stereoscopic Projection, Magic 
Lanterns, and the Movies. The Magic Lantern Gazette, Vol. 19, 
No. 1, Spring 2007, more specifically the cited brief press release 
in the The Northern Advocate (Monday, 26 February 1912, 3.). 
This gives account of the screenings at the 3D cinema Kino 
Plasticon in Vienna, where “the figures of persons appearing on 
the screen are shown in relief”. Kinoplasticon also operated in 
Budapest in 1913, at 8. Andrássy Road.

9
In more detail, see https://monoskop.org/Ernst_Chladni  
(last accessed: 14. 05. 2019).

Drawing Machine, 1992
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To what extent is Attila Csörgő’s Drawing Machine more than a mere 
physical demonstration, if it so resembles the above-mentioned 
examples in terms of not only visuality, but also materials used, forces 
illustrated and means of visualisation? Let us disregard the obvious 
fact that we regard something as art if we encounter it in an art 
gallery and not in a laboratory, and let us notice the peculiar 
phenomenon that the contraption, and thus the work itself, is in 
constant operation. Whenever we walk up to it, the pattern is always 
slightly different. Except when switched on and off, it has no static or 
repeating state, it does not represent or visualise any correlation, nor 
does it illustrate any such thing. The secret probably lies in the fact 
that although the magnet attached to the moving arm, the trace of 
which is visualised by the patterns forming in the ferrite powder 
sprinkled over the glass sheet, continuously strives to reach a stable 
and repetitive course, it is always deflected by the magnetic field of 
the other, static magnet, located at a fixed point. This renders the 
movement and consequently the drawing chaotic. The spectator might 
believe for a moment that they have figured out the system and the 
drawing seems more and more regular, but if they are patient enough, 
it will become clear that this is not the case and there is no system. 
The effect is further enhanced by the grey, graphite-coloured powder 
into which the drawing is made, and the square shape that may 
inherently recall an emblematic picture of 20th century art, latently 
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lurking in the minds of the visitors of contemporary art galleries: Black 
Square by Kazimir Malevich. And of course, like a Stakhanovite, 
Drawing Machine outperforms the well-known Latin proverb: nulla 
dies sine linea.

As its title suggests, Magnet Spring (1991) also employs magnets, in this 
case quite visibly, as the other material used in this piece is glass. Glass 
plates of 1×1 metres are standing vertically in regular order without any 
support or suspension – except for the last one, held in place by a thin 
wire. What keeps them from tumbling over is the synergy of the energies 
of carefully placed magnets serving as spacers. The delicate touch of 
magnetic repulsion coupled with the gaps between the glass plates, 
lined up at regular intervals, even allows for rippling or springing 
movement. The underlying equilibrium of the displayed state is rather 
fragile; one must know the maximum strength of the touch the system 
can endure without collapsing. In this respect, the space of Magnet 
Spring is a phantom space the stability of which was created in great 
part by a power that is difficult to measure physically: the power if 
imagination (even more illustrative in German: Einbildungskraft).

Opening the exhibition in Budapest, psychologist and vision researcher 
Ilona Kovács immediately noticed a hidden optical characteristic of 
the piece, namely that as a result of the interaction between the 
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overlapping glass plates and the spectator’s perspective, Mach bands 
– the optical illusion first described by Ernst Mach (1838–1916) in the 
19th century – become faintly visible. Of course, this is a hidden extra 
feature of the piece; the seemingly random set of dots generated by 
the placement of the small grey round magnets is optically much more 
prominent, appearing to randomly hover above the floor and also 
projected outside the physical space of the piece owing to the 
shadows cast by lighting and the reflections of the glass.
If one is not aware of the physical qualities of magnets, they will 
probably not understand why the glass plates remain upright, but the 
phenomenon is surprising even for those who are – while the potential 
messages of the piece may have little to do with what we know about 
magnets. All of the above description is merely a technical 
explanation, and as we have seen in regard to Drawing Machine, the 
potential of meanings does not necessarily derive from this knowledge. 
The tension arises partly from the described static condition and 
mostly from the airy, transparent spectacle. It could best be compared 
to the physiological phenomenon that many of us have probably 
experienced, when we notice small floating black dots in the ‘vitreous 
body’ of our eyes, and once we become aware of them, they are 
difficult to get out of our sight for a while. These spots may then 
disappear, as opposed to the magnets on the glass plates in this piece, 
which we described as random at first sight. However, the position of 
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these magnets is by far not arbitrary, as they must generate a 
magnetic field that is capable of holding the glass plates precisely in 
the desired position. The invisible three-dimensional mental image, the 
inner vision inspiring the realisation of the construction is of 
fundamental importance in making this fragile equilibrium visible as a 
sustainable state. Two secret Greek gods may have helped to achieve 
this: Phantasia (φαντασία) and Dynamis (δύναμις).

Pittura Grande – Alberti’s television 

“I tried to smuggle a little theory into it,” writes Attila Csörgő in his 
description about the piece Pittura Grande (1993), referring to the 
Renaissance treatises, artworks, theoretical and geometric oeuvres of 
Piero della Francesca and Leon Battista Alberti. Where can we find this 
theoretical added value in this large black and white photograph 
containing relatively few identifiable visual elements? Based on the 
horizontal shadow and probable detail of a wall in the upper strip and the 
vertical black bar in the upper right corner (perhaps the leg of a table), 
we might deduce that the large grey surface covering 80% of the image is 
a floor, perhaps of a studio. The latter deduction is supported, besides the 
title, by the small dish with a brush in the photo. The quadrangular, 
slightly trapezoid patch on the floor next to it undoubtedly reflects 
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something, and because it is close enough to the brush and the dish, it is 
not inconceivable to relate them. The patch might be the mark left by the 
brush we usually use to paint, although rarely on the floor. The attentive 
observer can become almost certain that the patch does in fact reflect 
something, and since one edge is slightly rippling and the rest are also 
irregular, the same observer might be prone to identify this central 
element not as a mirror or a metal plate, but as a patch of water. After all 
of this, we might even declare that it has all the features of the well-
known creative topos ‘image-within-image’, in other words, ‘solving the 
puzzle’ may be key to interpreting the work. This patch was carefully 
painted, one might say we are faced with ‘water painting’: there is literally 
an ‘aquarelle’ in the photograph.

So reduced is this aquarelle that it renders the image with its reflective, 
mirroring quality, and this image is ‘upside down’ like in some camera 
obscura, and as it is considerably lighter, brighter than all other image 
elements, we may presume that through it, we gain ‘outlook’ from the 
photograph on the world beyond the space. The objects resembling 
small glass jars must be standing on a window sill, and if the reflection 
allows us to find the window frame, we can go ahead and refer to the 
grey smudges on the upper left corner of the patch of water as none 
other than the trees outside. Pausing our description, let us cite Alberti: 
“Here alone, leaving aside other things, I will tell what I do when I paint. 
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First of all about where I draw. I inscribe a quadrangle of right angles, 
as large as I wish, which is considered to be an open window through 
which I see what I want to paint.”10

Una finestra aperta – goes Della pittura around 1436 and ever since. 
Csörgő’s open window is an entire system of windows, as if we had 
tumbled into a video tunnel, so abundant are the feedbacks, the 
closed circuits and timelines here. First, the picture had to be thought 
through from the perspective of the camera, for it cannot stand 
anywhere except where geometry allows us to see through the window 
owing to the reflective surface of the water, which the artist painted – 
if not inscribed – on the basis of the guidelines laid out in Della pittura 
as a quadrangle “as large as [he] wish[ed]”. The conception of the 
photograph is thwarted by the constant evaporation and ultimate 
disappearance of the patch of water. In other words, the timeframe 
within which this ephemeral patch is broadcasting image via light is 
quite limited. The tele-vision of Pittura Grande is enframed by such 
prospects, and the duration of the ‘broadcast’ depends on the 
temperature of the room and the water.

The greyscale of the photograph shifts interpretation towards a 
unique grey zone, which we understand instantly if we read 
Alberti’s definition of picture: “He who looks at a picture […], will 
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Leon Battista Alberti: On Painting. [First appeared 1435–36] Book 
I. 12. Translated with Introduction and Notes by John R. Spencer. 
New Haven: Yale University Press. 1970 [First printed 1956].



see a certain cross-section of a visual pyramid, artificially 
represented with lines and colours on a certain plane according to a 
given distance, centre and lights.”11 Based on Alberti’s definition, 
Pittura Grande cannot be called a painting – but an earlier allegory 
may dawn on us, Plato’s cave in Republic, which may give us a 
flicker of hope that with this digression, the piece will find its way 
back into the caste of pictures.

A Throw of the Dice will Never Abolish Perspective 

Two more works are closely and thematically related to perspective, 
displayed next to each other at the exhibition, sharing the same wall 
with the large framed photographic composition Pittura Grande. 

A common feature of Landscape (1993, black and white photograph) 
and Perspective Dice (1992, wooden object) is that their surfaces 
display the conventional, or rather, emblematic lines of perspective 
drawing: the horizon and the ‘parallels’ converging at the vanishing 
point, that is, guidelines aligned with the depicted objects. Three such 
lines are visible in Landscape, and it is not hard to notice that they 
seem to be traversing the photographic representation of a small and 
a larger sphere in the image, both casting long shadows, the 
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Alberti: op. cit. Book I. 19.

Landscape, 1993



appearance of which allows us to surmise that these are in fact 
marbles.

Conceived of as an intellectual cloud chamber, this plane confronts 
two conventions of image construction, two points of view. The 
relations of photographic ‘reality’ and perspective drawing give rise 
to an interpretive illusion: we know for a fact that one of the 
marbles is smaller than the other, as this much is clearly revealed 
by the photo, and yet the addition of perspective lines still tricks us 
into seeing them rather as closer and more distant instead of as 
smaller and larger. This renders the photographic perspective 
ambivalent, and the eyes, used to a perspective convention dating 
back half a millennium, coupled with the European pictorial 
consciousness, automatically convey a sense of foreshortening and 
distance. ‘Aesthetically’ (to take a quick detour from the ‘non-art-
historical’ context promised in the introduction) the photo is 
strongly evocative László Moholy-Nagy’s group of works he 
referred to as “photoplastics”. A key difference, though, is the lack 
of the montage effect, in other words, both the photographic and 
the graphic qualities appear on the same image surface, without 
any sign of cutting and pasting or drawing on the surface of the 
photograph, which fundamentally reinforces the new illusion 
described above.
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Perspective Dice is a ‘panel picture’ in the literal sense: it comprises 
a relatively thick wooden panel, from which the artist cut out three 
perspectival dice in a way that they can be removed and placed 
back into their slots, and the surface of which displays a perspective 
drawing that reveals what their shapes would be if the construction 
lines drawn on the pictorial plane were to be traced through the 
“image solid”. To achieve all of this, the horizon line had to be shifted 
“into the finite”, “within an arm’s length”, to quote Attila Csörgő, 
and by the rules of ‘accelerated perspective’, these cut-out dice 
assume anamorphic shape. In traditional dice games, the law of 
large numbers allows us to approximate the chance of throwing three 
or eighteen with three dice. In this case, chances are low that the 
three dice will be thrown up in a way that they will fall into place, 
each into its slot in the image solid. Anerriphtho kybos (ἀνερρίφθω 

κύβος); or in Latin, alea iacta est, we might say, as did Julius Caesar 
quoting Menandros (according to Plutarch), when we declare that in 
this game the law of great numbers is not the right method for 
calculating the probability of winning. Although the geometry of the 
perspective dice can be described and the equivalence between the 
shapes and slots can be observed, this is insufficient to presume any 
regularity in the throws. We could also cite Einstein’s supposed 
statement with regard to dice, the universe and God at this point, 
but I shall spare the reader now.
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Invention and attention

“…we do not know whether we commit an error by not including the 
intervening man into the system and by disregarding his biological 
phenomena.” (Leó Szilárd)12

A typical characteristic of a good artwork is that it is capable of 
assuming the prevailing contemporaneous aspects and messages of 
the current discourses and problems of a given scene, inadvertently 
contributing to and commenting on controversies and conflicts that 
arose independently of it. These days, when science and art, in fact, 
culture as a whole, is being kicked around the Carpathian Basin as if 
it were a football stadium, to cite the prevailing allegory of Hungary 
‘temporarily stationed’ in our homeland for the time being, Attila 
Csörgő’s earlier work titled Football World Map13 just like the piece 
Dice Tectonics exhibited at the Budapest Gallery, may be enhanced 
by peculiar and timely meanings. The original premise is rather simple, 
to cite the artist: “…instead of someone throwing a dice, the 21 dots on 
its surface come into motion. Panta rhei, everything is in motion [flux], 
claimed the Ancient Greeks, so why would the dots on a die be an 
exception?” In other words, we regard the most well-known format of 
dice, which we have grown accustomed to through thousands of years 
– where the dots marking numbers are placed in a way so that the 
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Leó Szilárd: On the Decrease of Entropy in a Thermodynamic 
System by the Intervention of Intelligent Beings. [Translated by 
Anatol Rapoport and Mechthilde Knoller from the original article 
Über die Entropieverminderung in einem thermodynamischen 
System bei Eingriffen intelligenter Wesen. Zeitschrift für Physik 
1929, No. 53. 840–856.] In: Harvey S. Leff, Andrew F. Rex (eds.): 
Maxwell’s Demon. Entropy, Information, Computing. Princeton 
University Press, Princeton, 1990. 125. Available online: http://
www.sns.ias.edu/~tlusty/courses/InfoInBio/Papers/
Szilard1929.pdf (last accessed: 14. 05. 2019).

13
Attila Csörgő. Archimedean Point, eds. Gregor Podnar–Kati 
Simon, Budapest, Ludwig Museum – Museum of Contemporary 
Arts–Ljubljana, Gurgur Editions, 2010, 78–79. (last accessed: 14. 
05. 2019).
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sum of facing sides is seven – from a new perspective this time. While 
one side is dominated by a single dot, there is a side with six dots 
crammed together, which can be considered unjust to some extent. 
This can be resolved by virtual migration – that is, allowing the dots to 
move. What might an even distribution look like?

According to one possible interpretation, this movement acts towards 
equilibrium, that is, the imaginary movement pushes the known 
arrangement towards a state of entropy. On the other hand, we may 
notice that the tableau exhibited as part of the work displays the dice 
projected onto a spherical surface literally as a “globe”, a world cube. 
It is on this globe that Dice Tectonics maps the movement of the 
twenty-one dots of a dice in terms of global migration using the two-
hundred-year-old mapping convention of the Mollweide-projection.14 
Viewing the dots from this perspective, one might associate it with the 
movement of continents as well as groups of humans. All in all, the 
anthropomorphic projection of the dots of the dice transferred onto 
the globe allows for this interpretation: the Brownian motion of 
migrant dots on the globe cube in quest of balance.

If humans are a part of the world then so are man-made artefacts. 
As our immediate environment, the Earth is composed of the 
inseparably interfused patterns of the atmosphere, biosphere, 
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Carl Brandan Mollweide (1774–1825).

Dice Tectonics, 2015



technosphere as well as the noosphere, it is impossible to separate 
‘natural’ from ‘artificial’ in a universal sense. It would be illusory to 
absolve the (cognitive or self-destructive) impact of human activity. 
It is a misbelief that the relationship between macro- and microcosm 
can only make sense in theological terms.

The study published in 1929 by Leó Szilárd phrased in the language 
of physics and proved via thought experiment long ago that the mere 
fact of possessing or knowing information can have thermodynamic 
consequences, that is to say, information is a physical factor.15 The 
morals of a physics conceived this way are the following: intelligent 
beings can influence the laws of nature, their attention cannot be 
excluded from the sphere of existing things, and thus invention 
(memory, information) is a substantial element of the interpretive 
domain of knowledge in the broadest sense. Therefore, as even a single 
bit of information or a single photon matters in a thought experiment 
that might transform our entire world view, this is even more 
conceivable in case of a complex object containing several bytes of 
information, such as an artwork. Unfortunately, it is impossible to 
exclude from the system the homo ignorans, the ignorant, unintelligent 
beings who exist along with the sentient, intelligent beings, the 
attentive and conscious observers. And whatever appears on the event 
horizon of ignorance is generally destined for destruction.
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„…we view the experimenting man as a sort of deus ex machina, 
one who is continuously and exactly informed of the existing 
state of nature and who is able to start or interrupt the 
macroscopic course of nature at any moment without 
expenditure of work.” Leó Szilárd: op. cit. 125.



It does matter, therefore, what the artist does and what one thinks – 
intellectual activity can also lead to economic, social and natural 
disaster. One might recall the destructive effect of political ideologies, 
or the phenomenon of so-called innovation, in other words, procedures 
that are denoted as novelties capable of producing profit more 
efficiently, which are also capable of producing the destruction of 
human civilisation, the most timely and well-known example of their 
indirect impact being climate change. Art (science) should not assist to 
ideological processes that degrade creativity into creative industry and 
invention into ‘useful’ (profit-oriented) innovation.

Public poiesis. Pseudo-Artworks
Viale delle belle arti 

A poetry competition was organised in the street of the fine arts.  
The bit, the photon and the pixel applied. Each of the three 
submitted a single-word poem, which might surprise us simply by their 
brevity. The poems, in order, are as follows: “infon”, “aether”, 
“Nipkow”. There was nothing surprising in their appearance, since 
“Poetry should be made by all and not by one” – writes Lautréamont.16

However, these barely noticeable contestants were disqualified on account 
of the incommensurability of scientific theories. The competition was 
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Cited by Attila Csörgő on the basis of Roman Jakobson in his 
diploma thesis accompanying his series of Pseudo-Artworks 
(manuscript, 1994).

Viale delle belle arti, 1993



won by Novalis with this fragment: “(The eye alone is spatial – all 
other senses are temporal.)”17 – although he did not apply. Many 
complained indignantly why Michael Faraday’s sentence, often taken 
out of context, “Nothing is too wonderful to be true” failed to please 
the jury, but they received no response as there was in fact no jury. 

At the time of its conception, Attila Csörgő described his photo series 
Pseudo-Artworks as follows: “Pseudo-Artworks are things found in 
public space. Proceeding from the structure of the public space, 
obviously different sensory mechanisms are at work than in the case of 
exhibition spaces serving the presentation of real artworks, where they 
are present in concentrated form, and the visitors arrive especially to 
view them, bringing with them their archetypes and judgments that 
coordinate their reception.”18

Owing to the global spread of the so-called ‘web 2.0’ or with a more 
widely used term, ‘social media’, the pieces of the Pseudo-Artworks 
series have gone through a previously unexpected shift in meaning. 
Photographically speaking, these images by Attila Csörgő are 
flawless, precisely and accurately composed in order to highlight the 
chosen view and extract the subject from the flow of the reality of 
signs and phenomena. The poetry of quotidian life, or of “everyone”, 
which can be noticed in the gesture of a window covered with a 

25

17
“(Das Auge ist allein raumlich – die andern Sinne alle zeitlich.)” 
Novalis: Materialen zum “Heinrich von Ofterdingen” [Die Berliner 
Papiere, Sommer 1800] In: Gerhard Schulz (ed.): Novalis Werke, 
C. H. Beck, 2001. 287.

18
Attila Csörgő: Pseudo-works. Photographs. [translated by Adele 
Eisenstein], 1994. Available online: http://www.c3.hu/events/
2005/aegina/iq_csorgoattila_almuvek_en.html (last accessed: 
14. 05. 2019).
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wooden panel or of an aborted attempt to paint over public utilities 
using RGB colours, is transformed into a cultural enigma by 
photographic framing, into an obscure allegory the meaning of which 
is far from obvious, but it is very reminiscent of the visuality we 
usually denote as contemporary art. What has transpired since, 
namely the voluntary channelling and expansion of the lonely crowd 
into the allegedly user-friendly virtual public spaces of digital or 
‘surveillance’ capitalism – Flickr, YouTube, Facebook, Instagram, 
Twitter, to name the most popular ones –, has channelled this group 
of works into the mainstream of a new and yet to be deciphered 
cultural phenomenon. The case in point is that the mass production 
of (popular) culture eliminates the factors of expertise, professional 
quality, etc., and thereby rewrites the former criteria of quality 
purely based on quantity. What is not worth qualifying must, 
however, be analysed. The ideal of “everyone is an artist – 
everything is art” has escalated via unexpected channels. In terms of 
our discussion this means that the photographs of the Pseudo-
Artworks series have turned into autonomous artworks and attention 
has shifted from the represented signs and phenomena to the image 
itself; the former non-hierarchical approach that placed the 
‘intention of an unknown artist’ on the same level as photographic 
observation, has been rewritten in favour of the exhibition space/
museum concept.
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Finally, we might take a brief excursus towards the relation of the 
reality that is imagined with the reality that is observed, which also 
became a fundamental research problem in the field of natural 
sciences in the course of the 20th century, and not only from the 
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perspective of radical science critiques. Such questions may arise as 
whether the laws of mathematics are discovered or invented. Whether 
the signs and tools used in physical theories probing way beyond the 
quantum universe can still be understood as descriptions of reality, or 
are no more than abstract symbols required to assist in calculations. 
What about when we observe and describe the laws of a given system 
while being part of the system ourselves, and then observe the same 
system from outside, of course getting contradictory results? In any 
case, I can declare here that I have attempted to describe and 
interpret the system of the discussed exhibition from the perspective 
of the internal observer, that is, as a regular exhibition visitor.

As a conclusion, let me quote Albert Einstein’s closing words to his 
writing published in 1930 on the occasion of the Kepler-anniversary: 
“It seems that human reason first has to independently construct the 
forms, before we can detect them in things. Kepler’s marvelous life’s 
work shows us especially beautifully, that cognition cannot blossom 
from sheer empirics, but from the comparison of what is imagined, 
with what is observed.”19 

March-April 2019, Budapest

Translated by DÁNIEL SIPOS
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Albert Einstein: Einstein on Kepler. Executive Intelligence Review, 
Vol. 42. No. 20., May 15. 2015. 31. [Originally published in 
German on the 300th anniversary of Kepler’s death, in the 
Frankfurter Zeitung, Nov. 9, 1930.]  
Available online: https://larouchepub.com/eiw/public/2015/
eirv42n20-20150515/31-32_4220.pdf 
(last accessed: 14. 05. 2019).
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Viale delle belle arti
Analog c-print, 1993
Galerija Gregor Podnar, Berlin
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Magnet Spring
Glass panes, magnets, 1991
Galerija Gregor Podnar, Berlin

Magnet Spring is a construction consisting of glass panes and 
magnets. Magnets are glued onto the surface of the glass panes in a 
manner that each magnet has its counterpart on one of the 
neighbouring glass panes, or in the case of the first glass pane, it is 
placed on the wall. Such pairs of magnets face each other with 
identical poles, thus repelling each other. While the outer glass pane is 
fixed to the wall with a cord, the rest of the panes keep their vertical 
position solely as a function of the repulsive magnetic forces, resulting 
in a fragile balance.
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Pittura Grande
B & W photograph, 1993
Somlói–Spengler Collection, Budapest

I regard Pittura Grande as my last painterly work. Initially, I studied to be 
a painter, and even after I hadn’t painted anything for a long time, because 
I began to become interested in questions of geometry and movement, deep 
down inside I thought of myself as a painter who had “bailed out.”

From a technical point of view, Pittura Grande is a watercolor: I 
painted a rectangle with water on the concrete floor. This temporary 
image (as it soon evaporated) also served as a mirror in which the 
window behind it appeared. This is a kind of “picture within the 
picture” construction, which I threaded onto the camera’s viewpoint.

I tried to smuggle a little theory into it. I was drawn to the system of 
perspective of the Classical Renaissance. I was mesmerized by the 
treatises (and of course the paintings) by Piero della Francesca, in 
which the problems of geometric construction appears in a manner 
which seems astonishingly poetic to us today. I was interested in 
exaggerating perspective, using it in an illusionistic manner  
(in the spirit of Borromini), when a spatial, architectural construction 
“resizes” a given view, building on optical illusion. And of course, there 
was the unavoidable icon of theory, Alberti, according to whom the 
picture is a kind of window through which we can look at the world.
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Optical Trash Bin
B & W photographs, 1993
Glassyard Gallery, Budapest

Thanks to an unknown designer, the materialism of optics and the 
banality of urban garbage are connected in an unusual way. The sides 
of the city trash bins are metal sheets with small perforations. The 
optical overlap of the front panel and the back sheet therefore create 
a Moiré pattern. Because it is a spatial object, the size of the pattern 
varies depending on the distance from which we look at it. The 
phenomenon is anti-perspective: the pattern decreases as we 
approach and increases as we look at it from farther away.
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Inner Space I–V
Series of five B & W photographs, 1997
Somlói–Spengler Collection, Budapest

The inner spaces of a piece of Swiss cheese (the hollows created by 
the gases at work within the cheese during curing, i.e. the places 
where there is no cheese) are rendered visible. I injected synthetic 
resin into the holes, and when it solidified, I removed the cheese from 
around the cast hollows. This resulted in a void of the second degree: 
cheese gaps within a force field of missing cheese.

Several methods lent themselves to realising this project. The so-called 
molecular method has the advantage that in addition to visualising 
the form of the holes it also presents their actual interrelations. 
Fundamentally, this method means that the holes were fixed by means 
of a grid construction prior to casting, linking adjacent elements via 
the shortest paths possible. The links (skewers) point to the centres of 
the quasi-spheres. The apparent irregularity of the resulting form is 
combined with the economy of the shortest distances..







46

Perspectice Dices
Pencil, wood, 1992
Galerija Gregor Podnar, Berlin

Perspective Dices is a board game. On a wooden panel, I drew 
perspectival images of three dice, along with their construction lines. 
Obviously, the panel’s surface is the pictorial plane, but as the 
wooden panel has depth, i.e. being a solid, we can regard it as an 
“image solid”, within which the drawing continues. But in what 
direction? If we shift the horizon line – that provides the basis for 
perspectival construction – into the finite, then the parallels (e.g. the 
edges of the dice) will not meet at infinity but within an arm’s length.

Having fixed this nearer vanishing point, I was able to shape the dices 
so that they could be removed from and replaced into the panel. The 
cubes thus created are naturally distorted, or rather, they only fit into 
this system; i.e. they are regular when placed into the “image solid” 
but irregular when removed from it. During the game, we attempt to 
throw the dice back into the image – naturally, with one cast of the 
dice – to regain the sole ordered state.
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Landscape
B & W photograph, 1993
Private Collection, Budapest

Landscape originates from a chance connection: I had two glass 
marbles of two different sizes. Although “smaller” and “larger” refer to 
a relative relationship, I disregarded this fact and treated the marbles 
as if they were identical in size and appeared to be different only due 
to their perspectival relationship. I placed the marbles on a table in 
front of the camera and constructed a possible image corresponding 
to the camera’s point of view. The tangents drawn to the marbles and 
their intersection identified the vanishing point and the horizon line, 
which, instead of being at infinity, are at an arm’s reach.
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Occurrence Graph | Triangle
Lamp, painted aluminium disc, electric motor, revolving parts, 1998
Modern Művészetért Közalapítvány, Dunaújváros

The series Occurrence Graphs is based on the interference of mutually 
cooperating graphs. There are two black discs with transparent graphs 
on them. The discs partly cover each other and together create a 
common area in the shape of a plum-pit which only allows the light of 
the lamp positioned behind the discs to transverse when the two 
graphs intersect. The system can be induced into motion with the aid 
of an electric motor. It is then revealed that in a switched-off position 
the intersections of the visible and seemingly disordered graphs 
without any regular shape follow a regular geometrical pattern (e.g. in 
the form of a triangle, circle, infinity sign, etc.).

Thus, this phenomenon is of double, or more precisely, two times 
double nature. One graph can function together with another (i.e. its 
pair on the other disc). The nature of this function is revealed only 
when the graphs start functioning together in a spinning motion.

This, however, results in a rather different condition. The stable and 
seemingly disordered image that is visible when the discs are not moving 
thus becomes virtually stable and explicitly ordered only when in motion.
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Occurrence Graph | Circle
Lamp, painted aluminium disc, electric motor, revolving parts, 1998
Paksi Képtár, Paks
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Occurrence Graph | Infinity symbol
Lamp, painted aluminium disc, electric motor, revolving parts, 1998
Galerija Gregor Podnar, Berlin
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Occurrence Graph | Short film about the triangle 
and the square
Lamp, painted aluminium disc, electric motor, revolving parts, 1998/2018
Glassyard Gallery, Budapest

Unlike the other pieces in the Occurrence Graphs series, the discs 
rotate at different speeds here, so the graphs do not draw a static 
figure because they are intersecting in a continuous shift. A “short 
film” is created, in which the orderly figure appears for a moment and 
is then jumbled up; and this is periodically repeated.
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Clock-Work
Alarm clocks, wood panel, 1993
Galerija Gregor Podnar, Berlin

I joined two traditional, analogue alarm clocks into one in a manner 
where the clocks’ gears are linked: one mechanism turns the other one, 
resulting in a symmetrical parallel movement: one of the hands is 
rotating clockwise, while the other hand is turning counter-clockwise. 
Of the hands of the clock, I only used the second hands.
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Dial
Mirror, lamp, paper, 2015
Glassyard Gallery, Budapest

Dial is a “by-product” of the Clockwork series. An endless signal can 
be drawn in a number of ways onto the surface of a cylinder, 
resulting in curves which all have a circle or lemniscate as a 
projection. Of these graphs, I “covered” one of the simpler ones with 
a sheet of paper, thereby creating a wave-like surface.
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Clock-Work
Lamp, parabolic mirror, tripod, steppermotor, steel space-curve, revolving 
mechanical and electronic parts, 2011
Galerija Gregor Podnar, Berlin

The core of the work is a three-dimensional lemniscate or, more 
accurately, a lemniscate (the well-known infinity sign) represented in a 
cylindrical coordinate system. This spatial entity has two different 
projections which are perpendicular to each other, but precisely due to 
its complex form, they are more like irregular shapes.

In the middle of this shape, I placed a ’clock-like’ mechanism: a 
pointer (similar to the second hand of a clock) moves around the 
spatial lemniscate in a ticking motion. Two parabolic reflectors are set 
up with their light directed at the spatial lemniscate with the shadows 
cast on the walls. In this manner, the circle and the infinity sign 
appear as images completed with the moving shadow of the clock 
hand. In the ’circle part,’ the pace of the pointer is similar to a regular 
clock, while the same motion occurring in the ’infinity part’ has a 
character far more elusive. As an additional and unexpected effect, 
the heat of the lamps becomes visible in the projection, quivering 
gently as the air moves due to the draught in the room.
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The circle and the infinite signal, combined with the clock, refer to our 
two basic concepts of time: the circular, cyclically repetitive, archaic 
time and the modern approach to time as something infinite. These 
two fundamentally different interpretations appear simultaneously in 
the work.
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Drawing Machine
Magnetic powder, magnet, record player, glass pane, 1992
Galerija Gregor Podnar, Berlin

Drawing Machine is based on the joint application of rotary motion 
and magnetism. As an interaction of the two forces a “drawing” is 
created: the track of movement on the surface of a glass pane 
covered in magnetic powder. A record player is placed underneath the 
glass pane, with a construction of rods placed on its turntable, which 
is able to generate highly complex movements. A magnet is fixed at 
the extreme point of the outermost rod. As the record player starts to 
rotate, owing to centrifugal force, the rods become radially arranged, 
so that the moving magnet is placed on a circular path. I also placed 
a “countermagnet” in the system, which diverts the moving magnet 
from this path, pushing it back again inside the circle. For a while, the 
magnet moves in a random way, then it returns to its circular orbit, 
just to be pushed back yet again, and so forth.

The whole process is unpredictable for the viewer, who can see an 
endlessly changing, coincidental, calligraphic, and, sometimes, 
geometric drawing in the magnetic powder; a drawing that 
continuously redraws itself.
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Dice Tectonics
7 paper cubes, print, 2015
Galerija Gregor Podnar, Berlin

Dice Tectonics examines imaginary and atypical movement of a die: 
instead of someone throwing a die, the 21 dots on its surface come into 
motion. This is a kind of internal movement, the driving force of which is 
that the dots try to move from the initial state of imbalance to a state of 
balance. (Panta rhei, “everything is in motion,” claimed the Ancient 
Greeks, so why would the dots on a die be an exception?)

The motion is controlled by a simple rule which reminds us of the 
interactions known from physics: the distance between two dots determines 
the repelling force between them. More specifically, the magnitude of the 
force is inversely proportional to the square of the distance between two 
given dots, which means that dots close to each other repel each other with 
great force, while the distant dots hardly interact.

I wrote a short program to examine the interactions between the dots, 
first calculating their movement on the surfaces of the cube, but the 
result was not satisfactory.

I switched to another method. I “inflated” the cube, and it was much 
easier to count on the spherical surface that was formed. The dots begin 
to move to look for the new order. 20 points would construct a perfect 
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— icosahedron — balance, but with 21 dots this is impossible. The state 
of balance can only be approximated. I then projected this 
approximate state back onto the surface of the original cube.

The inflated cube can be regarded as a unique kind of globe on which 
the dots are the continents; this is where the title of the work comes 
from. With a mapping method, the Mollweide projection, I made a 
global map of the sphere.

Alongside the old and the new order on the cubes and on the map, 
drawings of the original vectors and the traversal of the search for 
balance are visible.
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Vicious Cubes
6 shapes from folded paper, 5 pencil drawings, 2018
Galerija Gregor Podnar, Berlin

It is not hard to make a cube by folding a sheet of paper: all we have to 
do is match the right edges and after we have taken a few steps we have 
a cube. But what happens if we interfere with this almost automatic 
process and from the outset intentionally put the wrong edges together? 
Can another shape be created which has the same surface area and 
which forms an equally closed shape, except that it looks completely 
different?
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Pseudo-Artworks
Color and B & W photographs, 1993
Glassyard Gallery, Budapest

Pseudo-Artworks are “works” found in the street the creators of which are 
unknown and the expressive intentions of which also remain a mystery to 
us, though the works still bear a strong resemblance to “real” artworks. 
They can be grouped according to disciplines borrowed from the arts, 
even tying them to specific movements, and we can examine the 
relationship between (dis)functionality and creativity. The pseudo-work 
can be regarded as a kind of “visual noise” which stands out from the 
basic order of its surroundings. But we can even draw on an idea from 
linguistics according to which the so-called “poetic” function plays a role 
not only in literary works but also in everyday communication.  
As Lautréamont writes, “Poetry should be made by all and not by one.” 

I took the photos in England, Austria, the Netherlands, and Italy.
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